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A Guide to the String Sextets, Octets and Beyond

By Raymond Silvertrust

Introduction and Preface

The main objective of this guide is to provide bpthfessional
and amateur chamber music players, as well as degwoers,
with a practical guide to the string sextet, oeted nonet litera-
ture. But it is a special type of guide which ugilumw has not
existed in English; a guide which can be used asdito explo-
ration of the wider world of chamber music, mostiich, in

my experience, is virtually unknown to professiomalsicians as
well as the listening public. However, this guidédy no means

mere compilation or an encyclopaedia of works,isdran aca-

demic treatise which analyses how a composer dgtwebte his

music.

When it comes to string sextets and beyond, owmerigunlikely
to be able to attend a concert where even onewadhis per-
formed. And it is even more unlikely that an entioecert will

be devoted to such works. If one is lucky enoughear a string

sextet or octet performed live, most likely it Wik in a concert
by a string quartet that has invited a guest Vi@l cellist or

bassist to perform one work. The other two worksh@anprogram

will be for quartet. The reason for this is, intpéecause there
are no permanent string sextets or octets. Whaatrfgising is
that when the extra cost of the additional playgfactored in,

that only one such work is played. This may be &ixgld by the

fact that permanent quartet ensembles do not witdke the
time to learn very many works which are not parthef string

quartet repertoire. On occasion, however, perhaadestival, a

group of players will be assembled ad hoc, andvaheet the
chance to hear an entire concert of sextets oflilesdg, octets.

So then, supposing a sextet or octet has beengmoged, what

will it be? There are only three sextets that anigkely to hear
performed live. Two are by Brahms, his Op.18 arsdOy.36.
The third possibility is Dvorak’s Op.48. And whitecannot be
argued that the Brahms String Sextets are not artingery
best, the same cannot be said for the Dvorak wdnty gets an

outing, despite the fact that there are many betteks, because

it is by him. As for octets, generally an ad hoougr will be as-
sembled, or less occasionally two string quartgtsfprces for
the undertaking. And there is only one work youliey to

hear, the Mendelssohn Op.20 Octet. In decadegyafaeconcert
going in Vienna, Salzburg, Munich, Zurich, Amstergd_ondon
and Chicago, as well as sporadic attendance ataetber plac-
es, | have rarely heard any other works performexdther than

those mentioned.

In my guides to the piano trio and string quaitetature, | take
issue with the fact that only a few works are ragylpresented

and with good reason. There are several permatrarg guartet

and piano trio ensembles and these are the twocoagnonly

programmed ensembles at chamber music concertsetHéere

are many opportunities to hear other than ultreofasrworks.
But this is not the case when it comes to stringeds or octets.
And | take no issue with the fact that only a fambus works

are presented because there are so few opportututieear them

performed live in concert. It makes sense to prtesee of the
most famous.

So in reality, the only way that the chamber mypsigyer is going
to become exposed to the literature for largengteinsembles,
whether amateur or professional, is either by pigyhe works
or listening to recordings.

If you are not at all familiar with the string sekbr octet litera-
ture, then by all means your first adventures gthbel to explore
the sextets of Brahms and the Mendelssohn Octet.

Those who are already familiar with these works whd are

a}ooking for something new, something fresh and apipg, |

hope will want to dip into the wider literature aitds for these
players and listeners that this Guide is beingtemitThere are
many excellent works, some masterpieces in their bght,
awaiting a hearing. Of course, not every rediscedavork by a
little known composer is a masterpiece, but onetmareember
that not everything that even Dvorak wrote, anuclude his
string sextet in this category, is a masterpiet® ad thing is
that many marginal chamber works get performed lyitng-
cause they are the work of composers who becameusiry
virtue of writing operas or symphonies, while adytrsuperb
piece of chamber music by a composer, such as Blditliere
or Joachim Raff, whose metier was chamber muski asiaiting
to be discovered.

There have been many composers posterity has fergahose
music has literally been brought back to life thgbuhe efforts
of devotees. For example, it seems incredibleBlaat could
have been consigned to oblivion at the start ohiheteenth
century, yet this was the case, at least as fpubkc perfor-
mance went. It took a Mendelssohn to get Bach'saagk into
the concert hall. In part, this was due to changmgical fashion
and tastes. Schubert could not get his quartedtgss@ymphonies
published during his own life time and was virtyalhknown for
anything other than his lieder until 40 years dlftisrdeath. After
the First World War, literally dozens of 19th celytiomantic
era composers, who were well known up until thattiwere
consigned to the dustbin of musical history inweke of a
strong anti-romantic sentiment. Judging from wlaahmentators
of that period have written, no Romantic compogepsitation
was left entirely intact by this reaction. Mendelsss and Schu-
mann were downgraded while lesser luminaries sadRadf,
Hummel, Herzogenberg, Kiel and Rheinberger to nantg a
few, were relegated to an existence in encyclopaeatid musi-
cal dictionaries. After the Second World Watr, tlg tiemes
gradually bounced back but it was not until thed€9&nd almost
exclusively thanks to the record industry, thatphblic was able
to hear the music of other composers from the Réimaariod.

It is not only the Romantics when massewere consigned to
the historical role of musical footnote, there ar@ny fine com-
posers from the classical period whose reputatizere all but
snuffed out as the decades passed by the shdemnioel of Mo-
zart and Haydn. For decades during his lifetime aftet his
death, the quartets and quintets of Franz Kromnege wegarded
as good as or even better than those of Haydnhenldest after
those of Mozart. The works of once famous classcalcompos-
ers such as Paul and Anton Wranitzky or Karl vottdpsdorf to
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name but a few, were held in high esteem by meh asBee-
thoven. They all wrote several very charming wosane of
which qualify as masterworks and which would beceeted by
listeners and players alike.

With regard to the more famous works, some of whichve
already mentioned, little space is devoted to disity them oth-
er than, in most cases, simply to mention theistexice for the
sake of completeness. Much has been written ahesetworks,
and there is little, if anything new, that | coeldd. With regard
to atonal and so-called experimental music, we must
acknowledge that the listening public has now begosed to it
for more than a century and for those who wishrtovk the truth,
the verdict is in. Despite many fervent supporterd committed
performances by professional groups, great asriaybe on
paper to a musicologist or the student of musiothehese
works are not an experience the average listenglager gener-
ally wishes to repeat. And for this reason, suchkaare not
included in this guide. Why it has come to pass$ sbamany
composers felt that traditional tonality and melsthpuld be
abandoned is not a subject for this guide. But sgses on.
Popular music continues to enthral, be it from dndimerica,
Europe or Arabia. The music which most wish to heanusic
that can be sung, music which is tuneful.

In authoring a guide such as this, the readert@sght to in-
quire as to the qualifications that the writer gegno his or her
task. | have had the opportunity to play severaét a week and
perform chamber music for the past 40 years, mas@dynateur
groups, but occasionally as a member of a profeabimr semi-
professional ensemble. Along the way, | developtaya of the
broader chamber music literature to which | wast #axposed
through the medium of phonograph records. To mygghayears
of concert-going made clear that | was unlikelgter hear such
music performed live, either because the profesdsodid not
know of the music or because the music was undlail&Vhen |
realized this state of affairs, | undertook to @bsome of the
music | had heard on disk so that at least | coldg it. To this
end, | began to search music stores, antiquarialedeand li-
braries both in America and Europe. Later, | usgdonefly held
position as chamber music critic for a classicasimuadio sta-
tion to further the cause of lesser known but thamber music
by encouraging many of the groups passing througltity to
examine them. | have, on occasion, sent copiesroéof these
works | unearthed to well-known ensembles currepdsform-
ing. Additionally, | have served as the editor nfla frequent
contributor toThe Chamber Music Journ&r more than 25
years and was the director of the Internationall@tbAssocia-
tion for Chamber Music Research for a similar petigo time.

Over the years, it occurred to me that a guide ssdis was
needed by players and possibly by listeners. Gumehamber
music have appeared from time to time, but have btk more
than detailed analyses of a few famous works. tirest, Cob-

leagues, after regularly hearing me complain susbak was
needed, suggested | had the knowledge and expergamturged
me to write it myself. To this end, | have beertdaate in having
had the opportunity to play thousands of pieceshaimber music
by several hundred composers and with a strangse srfore-
sight, | had in many instances made notes on #eepiplayed. |
have also been fortunate in collecting a large remalb little
known works over the years through my searcheslllyiri have
had the opportunity to hear many works that | wathkrwise
never have encountered through the medium of record

As to the question of whether a work is a good ame deserving
of attention, the answer unfortunately must be esttbje. There
is, as they say, no accounting for taste and igeait men can
differ on such things. Fashion and tastes changetone as
well. My judgments as to the value of most of tharks dis-
cussed obviously comes into play and | make nocayyofor
them. At the same time, unlike late 19th centurgriese music
critics, such as Eduard Hanslick, | do not considgself a Tsar
on the question of Musical Worth. Therefore, | htaleen con-
siderable pains to arrive at a composite judgmaséd not only
on my own feelings but also the opinions of mydellplayers
and performers and in many instances the audiendeant of
whom | have had the opportunity to perform. Thist taas al-
lowed me to be able to comment with some confidemce/heth-
er a given work might be well received by an audeeor would
be fun for an amateur group to read through orddkwen.

Still, no one person is going to know it all anshdke no claim to
this. EvenCobbett's Cyclopedijawith its several hundred contrib-
utors, is incomplete. This fact, in and of its@lgs enough to
make me consider the hopelessness of what seedwathting
undertaking and for a long time, | thought of ab@ridg it. How-
ever, upon reflection | concluded my ultimate gwak to broad-
en the general public's knowledge of chamber masitto res-
cue as many unjustifiably ignored works as | knbeow. It is
hoped this guide will serve as a catalyst by infagrchamber
music lovers about the music.

When record collectors buy records from those cangsaoffer-
ing new selections, they increase the chanceptbatously un-
recorded works will see the light of day. When pesional
chamber music groups are urged by their audiercpsesent a
wider offering of works from all periods, concetlls will be
filled with the sounds of new and long-forgottenris Inevita-
bly, a by-product of this will be that music pulbléss will bring
out modern reprints and publish new music whictum will
increase its availability among amateur playerkigTs some-
thing which | have already undertaken by foundimmuhblishing
firm, Edition Silvertrust, which has, to date, mamer 2,000
chamber works available) So it is with this goairimd that |
offer the reader this guide.

| had originally intended to try to include whettzework had

bett's marvellous and mammadiiyclopedic Survey of Chamber been reprinted or generally available and or hahlvecorded in
Musicis just that, an encyclopaedia, not a practicatlbaok that recent times, i.e. during my active musical lifeglmning circa.
the performer, whether professional or amateurrebnupon in  1960. But works go in and out of print, sometimaikly, as do
navigating the literature. recordings. And such information for those readhig guide
years in the future would no doubt be next to sselblonethe-
Despite the fact | recognized the need for a diffekind of less, if they have been available in recent tirttesse is a good
guide, I did not initially consider the possibilibf undertaking it chance, especially via the internet, that musicantsrecord col-
myself until a number of my chamber music friendd aol- lectors will be able to track down a copy of whayt are looking
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for. As a reference resource, | think it is impatte take the long
view. More rediscovered works have been reprintetiracorded
during the past 30 years (1988-2018) than at amgrdime.

While it is arguable that there is no point in dissing works
which the player is unlikely to ever get a chareelay, | have,
nonetheless, included many such works that | censalbe of
merit and which | have found at antiquarian mukieps. In my
experience, if one is persistent, there is a gdwahce of finding
out of print works. There is also the possibilifyobtaining such
works through university and national libraries.dAmow, there
are several websites digitalizing and making abélgarts and
scores of thousands of works which have never be@nnted.

| wish to briefly acknowledge all of those who hadeen of espe-
cial help to me over the years and without whors drk would
not have been possible. Most of these individuaisetbeen my
fellow chamber music enthusiasts who joined mdawipg
through a huge amount of chamber music. Some iofeals,
some are teachers, and some introduced me to wuniké | had
not known. | must begin with my son and daught&yl& Silver-
trust and Loren Silvertrust. Both are violinistglangether, with
an army of violists, cellists and bassists we tm&dchance to dive
deeply into the literature for larger string enséambAmong
those who joined me on this adventure are Gorddersen, Mor-
ton & Lura Altschuler, Henry Coretz, Eric Eisenstdkathleen
Tumminello, Richard Sherman, Jean Mielke, Thalidli§d<ris-
ten Wilkinson, Dr. Prof. Hugo Zeltzer, Willi Bosksky, Walter
Willinhganz, Herman Essak, Thomas & Margaret Ev&eserly
Bloom, Girard Miller, Dr. Maurice Burke, Francisl8ene Peter-
son, Dr. Nicholas Cunningham, Dr. James Whitby, dfgg
Chang, J. Steven Moore, Andrew Green, Sylvie Kosally
Didrickson, Tom Weyland, Siegfried Moysich, Carbi-®r. Ber-
nard Resnick, Mordy Rhodes, Lillian Cassey, Jos€péchner,
Edward Torgerson, Darlene Rivest, Gunther Fonkeorge
Smith, Alan Garber, Gerda Bielitz, Beverly Kaushagéteven
Spiegel, Rose Ross, Samuel & Paula Golden, DrClosnow,
Frank & Paula Tachau, members of the Con Brio @tiattie
Musikfreunde Quartet, The Melos Quartet of StuttgBine Hin-
man Quartet, the Largi Quartet and Quartetto Beit@a

Origins of the Modern String Sextet and Octet
When one speaks of the string sextet, generallynozens a work
for 2 Violins, 2 Violas and 2 Cellos. There are kfor other
combinations such as 2 Violins, 2 Violas, Cello &ass or 3
Violins, 2 Violas and Cello but they extraordingnibre and now-
adays few take it upon themselves to play suchwarks alt-
hough | have included a few that may be of interest

It is Luigi Boccherini who is generally creditedtivihaving com-
posed the first string sextets, a set of six wiele composed in
1776 and published four years later in Paris. diljuno other
composer from the classical era seemed interestidaiform
other than Anton Wranitzky who composed at leastsurch
work. The string sextet had to wait until the 18#mtury and the
romantic era to come into its own. As for the gdfebugh he
may not have written the first, it can be said dsvthe Mendel-
sohn Octet, which if not the first, was the one thade the for-
mat for 4 violins, 2 violas and 2 cellos the staxdda

Raymond Silvertrust
Riverwoods, lllinois 2018



|. The Standard String Sextet
Works for 2 Violins, 2 Violas & 2 Violoncellos

Georges Alary(1850-1928) was born in the French town of Auand for the most part, he does not sound like a@dse but him-
rillac. He studied composition under Saint Saemstenri Reber self. These sextets are certainly good to play fiiame to time as
at the Paris Conservatory, winning several prieespursued a a divertissiment. Modern editions are availablerfidanibon and

career as a conductor and teacher. He composeddvks for
string sextet. The first was Hihiéme varié avec intermede,
Op.17.which dates from the mid 1880s. It is a work whigmot

Silvertrust. If at this point, you are asking—welhy should |
play these? The answer is because they are goodjleno de-
serve it and because all of the other sextetsrane éither the

difficult to play and sounds well. The substanti@me is tranquil early, mid or late romantic period.

and charming in the form of a country folk melodyset of four

engaging variations follow. HiString Sextet in F Major, Op.35 s

dates from 1890 and was dedicated to Brahms. Ithimrthe
prestigious Prix Chartier for chamber music in 189ke his
earlier work, this work is straight forward, playgh little diffi-
culty and sounds good. It certainly is a candideteoncert per-
formance but not beyond amateur players. The ogenove-
ment, Allegretto, shows the influence of Brahmsthubugh a
French prism, so to speak. The dedication, whicimioh of itself

A considerable amount @flexander Borodin’s

. | music is known to the general public although
| they may not know that it is his. Music from his
oF | Second Quartet, as well as from his opera Prince
il Igor and certain other pieces, have been used on

Even classical music fans know little of the man

and even more this influence,, was rather extraargliduring the fact that he was a chemistry professor who dahbibl@dusic. But

French impressionist period, The second movementatine,

andante, is lyrical. This is followed by an Intezne, ben mode-

rato. A relative and modern descendant of the ntirienagnifi-
cent lilting finale, Allegro assai, tops off thisé work.

virtuoso who spent most of his life in Spain
working for the royal court, wrote six string

. under the opus number of 24, given to it by

not so t|tIed in the modern Zanibon and Silverteditions, the
sextets were, in the original, called sestetti eotanti, which
gives us a good clue as to the style of their cangon. As with
string quintets, it might be said that Boccherisisamore or less
pioneering the form. If you are familiar with hisone popular

quintets, you will have some idea of what theseka@ound like.

They are in concertante format, which for the npzst means

that one voice has the melody while the othersaacempanying.

However, with Boccherini, the accompaniment—unlike Ger-
man contemporaries—is interesting, both rhythryjcahd har-
monically and not just the mere repetition of lidkeghth or six-

even this is not entirely accurate. Born out of leekl, Borodin
(1833-87) was known to be the son of the Georgramc® Luka
Gedeonishvili. The Prince once remarked that winldnad meant
to marry Borodin’s mother, he just never got arotmd. Rather
than naming the child Alexander Gedeonishvili, ltlog was reg-

Luigi Boccherini (1743-1805), the Italian celloistered in the name of one of his father’s senfig Borfiry Boro-

din, in what was then the standard practice. Hithem who was
wealthy in her own right, was able to have privaters educate

sextets, not counting five others which he caltbe boy at home. At the age of 8, he showed andsttén music,
Notturni. These six, now known as Op.23, weaad at one hearing could reproduce on the piarfwowithaving
published as a set in 1776 and have traveledhad lessons, what he had heard played a few hetwsebby a

military band. His mother immediately engaged ohthe band

Boccherini's Paris publisher Sieber. Althoughmembers to give him flute lessons. Later, Borodirght himself

the cello so that they could play chamber musiaii@uthis time
he received some rudimentary composition lessams focal
teachers. During the late 1850’s he made two tapgestern Eu-
rope. During the second of these, from 1859-64ursued post
doctoral studies in chemistry at Heidelberg. Upetanning to
Petersburg in 1862, he met Balakirev, MussorgsklyRimsky
Korsakov. Under their guidance, he began compasiticarnest
but because he had never had a proper composifmnadation,
he did not find composing particularly easy. Marfiyis works
could not have been completed without the extertsiale he al-
ways received from his friends, Rimsky Korsakoyparticular.

teenth notes. Also of note is the fact that alihef voices are treatMost of Borodin’s chamber music was composed duttiegearly

ed more or less equally. That is to say, they hugiaen solos.
The second violin part quite often is equal inidiffty to the first
violin part and not infrequently rises to a virtiokevel, as does

part of his life, especially during the years 188%52. Borodin, in
later life, may not have taken these early workmssly and at
least once referred to them as “petits péchésutegse.” Certain-

the part of the first cello. Nor does he forget¥iwdas, which are ly, he made no effort to have these pieces puldisihg nonethe-

regularly kept quite busy. Hence to make thesest®xgo, you
need to have especially strong players on thods.gamust be

less he did not make any effort to destroy the raaripts which
were used in performance on several occasionsriougcon-

admitted that there is a certain sameness to thedes, at least tocerts. Sometime around the middle of the 20th Ggniubecame

the extent that | would not want to spend an ev@gras | once
actually did, playing three of them. One is enoudtave played
all six and cannot say one stands out from the Ezath one has
some pretty good movements, and each has somavergge
stuff. The melodies are gentle, with considerahblalsty, but not
particularly memorable. As a listener, they areedqzt back-
ground for lying upon a divan and having a sernawer grapes
into one’s mouth. Boccherini’s overall sonic signatis unique

clear to Russian musicologists that many of theseksvare far
better than mere amateur attempts. This certapplies to the
String Sextet in d minor of which, unfortunately, only the first
two movements survive. First published by the SoState Music
Publishers in 1946, it is thought to have been awsagd during
1860 while Borodin furthered his chemistry studiesieidelberg,
where he divided his time between the laboratod/feequent
chamber music evenings. Borodin himself referrethéoSextet

several occasions in films and Broadway musicals.

who composed such beautiful music other than the



as ‘Mendelssohnian.’ although this is not entirgbparent. Even Johannes Brahm$(1833-1897) two string sextetdpo.1 in B
though only the first two movements of this extdionary piece flat Major, Op.18 andNo.2 in G Major, Op.36are among the
have survived, the Sextet still stands as a tribotb to Borodin’s very best ever written. As noted in my introductidryou have
musical imagination as well as his compositiondl.sks such, it not played any sextets, this is the place to Stémty are perhaps
demolishes the argument often bandied about byikatsky his finest chamber music works, superior to hisrgaig and even
that Borodin could not finish a measure withouphiedbm Rim-  his two string quintets. He seemed to need thenexdices. There
sky Korsakov. While it is true that he did recehadp, especially is no point in me writing any more about these 8ggtets as pret-
in his later years with the opera Prince Igor asd &rue that afterty much everything which can be said has been ak®and arti-
his death, Korsakov and Glazunov did complete s¢wveorks cles which are readily available. There are donémecordings.
which he had nearly finished, after hearing thist&e—
especially the first movement——it is impossibleraintain that
Borodin was without substantial compositional tal@iere are
three separate themes in the first movement, Adlebhe first
theme is quite sprightly. The second subject islyitextured and
characterized by jumps of wide intervals. The tanadlity Boro-
din produces here bears more than a passing resecettio
Tchaikovsky’s Souvenir d’Florence written some &ans later.
While in no way implying that this Sextet is theuajof Tchai- nent quartets and was a respected conductor.
kovsky’s, one cannot but wonder if Tchaikovsky jzgré had When Frank Bridge’'s chamber music first ap-
heard the Borodin performed in concert. A beautifild theme peared, it was a revelation to amateurs as weltaessional
provides a contrast both in mood and tempo: Thevadting players. HisString Sextet in E flat Major was begun in 1906 but
throughout is not just good, but superb. Each visiggven very was not completed until 1912. In those six yeaissstyle had
serious consideration and has many opportunitiem#tically.  evolved considerably. By the time he came to cotaflee Sex-
The interweaving of the theme from voice to vog@itour de tet, his tonal universe had moved well beyond Bralamd was
force. In 1860, no major composer had written mgtsextet for influenced by French impressionism. The first mogamAllegro
more than 50 years. Brahms had not yet writteroipid 8, nor ~ moderato, opens with a majestic soaring melody whianmedi-
Dvorak his Op.48. Only Spohr had tried his handhwis Op.140 ately establishes the character of the work. Thsierunfolds at a
and it is unlikely Borodin had come across it. Beeond move- leisurely pace. Bridge relies more on the richreégbe tonal tex-
ment, Andante, is quite short. It is based on asadetching ture rather than in contrasting tempi changes.sHwend subject
Russian folk melody given forth by the first vialifhree varia- is tender and romantic. The second movement, Aedzon mo-
tions follow, each lovely. The use of pizzicataesnarkably ef- to, consists of an expressive intermezzo followga kively
fective. All too soon the movement and the Sextet ©ne can scherzo in the minor. The finale, Allegro ben madey begins
only dream of the remaining two movements whichrenw lost. with a striking chromatic passage. Soon, he rethtces material
Even in its two movement form, every sextet paitgudd make from the earlier movements but dressed up difféyemhis mar-
this work’s acquaintance. velous Sextet, though important in its own rightimportant his-

torically for its place among British chamber musiorks. It is
Hakon Bgrresen(1876-1954) was born in  post-Brahmsian and though it shows some influefi¢gench
Copenhagen and studied with Johann Svendsgpressionist ideas, is developed entirely oridined Bridge's
at the Royal Danish Conservatory. His operapwn idiomatic style. It is without doubt one of thest early 20th
the Royal Guest, is widely regarded as the beentury sextets, a work suitable to both profesd®and experi-
early 20th Century Danish opera and he is gemced amateurs alike.
erally considered one of Denmark's leading
20th century composers. Hifring Sextet, Ferdinand David (1810-1873) was born
Op.5 in G Major dates from 1901 and was o in the same house in Hamburg as Felix
dedicated to Edvard Grieg, who spoke highly Mendelssohn, but one year later. The two
about it. The opening Allegro moderato, ma enerdiegins became colleagues and friends. David
quite like Svendsen’s own Octet, with a powerfulemgetic and studied violin with the famous virtuoso
Nordic-sounding main theme. This is a very big moeat, full Louis Spohr. He served as concertmaster
of lovely melodies and at times unexpected anckguinythms. It of the Leipzig Gewandhaus Orchestra un-
is followed by an Allegro which, though not so medkis a nice- der the baton of Mendelssohn and held the
ly conceived and somewhat genial scherzo. A seliddgio is position of Professor of Violin at the Leip-
characterized by very long-lined melodies. It imther reflective “ zig Conservatory. He was also the leader
and introspective piece. The finale, Allegro molteace, opens of a prominent string quartet for several years oAmhis many
in much the same fashion as the first movement B first famous students were Joseph Joachim and AugusemvijlhHis
theme and second themes sound Nordic, and Svesdsampo- name has endured as the editor of several famamldr music
sitional technique can also, at times, be heartltiRare are someworks as well as pieces for the violin. Among hesnpositions
original touches here and there. This Sextet, widkeon the still in use are his Advanced School of Violin Rtayand Art of
same level as those of Brahms or Tchaikovskyijllsadfiirst rate  Bowing. HisString Sextet in G Major, Op.38dates from 1861.
work which deserves a place in the front rank ahspieces. It It goes without saying that he knew how to write $tving instru-
makes a nice addition to the scanty sextet liteealtiis good to ments and the parts are not awkward. The worlqun fhove-
hear and fun to play. ments, shows the strong influence of Mendelsohrfiottuimately,

it is, in my opinion, uneven in quality. The firsibvement, Alle-

Born in SussexXyrank Bridge (1879-1841)
learned to play violin from his father, and had
much early exposure to practical musicianship,
playing in theatre orchestras his father con-
ducted. He studied violin and composition, the
latter from Charles Stanford, at the Royal Col-
lege of Music. He later played viola in promi-

-7-



gro assai, though bustling, sounds rather busyttathematic
material is unconvincing. The first violin is givemnecessary
virtuosic passages, somewhat awkward and not easy to pull
off without varying the tempo. The second moveme@nigio, is
a Mendelsohnian song without words featuring alpiegecuted
dialog between the first violin and first cello. &third move-
ment, Allegretto grazioso e vivace, which sound# lendels-
sohn himself could have written it, is nonethelessellent and
without doubt the most effective movement of th&t8e The
finale, Molto allegro agitato ed appassionato/$e @retty good

but requires a virtuoso technique in several passég an effec-

tive performance. While the Sextet certainly hasiibmements,

were ethnic German Jews and his outlook, esped#tily study-
ing in Leipzig, was that of the German Romantic eraent. The
opening Molto Allegro, has for its main theme add@nd im-
pressive subject with an attention-grabbing rhytArsecond
melody is more lyrical. A very effective Allegrefteesembling an
intermezzo, begins the second movement. It isofutharm and
the pizzicato accompaniment in the cello is notélmorSeveral
tempo changes follow, keeping the listener’s irgeridext comes
a superb Adagio which could be styled a romancfigiie ap-
pears in the middle. The powerful finale, Molto a®e brings
Mendelssohn’s bustling movements to mind, but rtaswithout
its lyrical moments. This is a fine work which skdappeal to

it cannot be recommended for concert performandecames off amateurs as well as professionals.

rather poorly by comparison with several workslisherein.

Alexei Davidov (1867-1940 sometimes spelled

'H\.-

composer, and for a while, head of the St Pete

burg Music Society, but did not compose much, wagkprimari-
ly as a businessman. Higring Sextet in E flat Major, Op.12
dates from 1905. He may have been inspired to WhéeSextet
by his uncle’s string sextet of 1880 (see below)e @ishes he
would have composed more after hearing this wotk¢clvhas
many pleasing melodies, makes a good impressiopasnts
no technical difficulties. The opening movementibegvith an
atmospheric Largo introduction, which leads torieEn section
Allegro energico, the rousing main theme to whiek hn inter-
esting question and answer series of episodes. ra tyoacal and

~ Davidoff or Davydov) was born in Moscow. Hig
~ uncle Carl Davidov was a famous cello virtuosa

burg Conservatory. Alexei pursued joint studieg
 mathematics and music, the latter at the St Pet
burg Conservatory with a concentration in cello
and composition. He helped found the St PeterS*

Ernst von Dohnanyi (1877-1960 Ernd Dohna-
nyi in Hungarian) is generally regarded, after
Liszt, as Hungary’s most versatile musician. He
was active as a concert pianist, composer, con-
ductor and teacher and must be considered one
of the chief influences on Hungary’s musical
life in the 20th century. Certainly, his chamber
music is very fine, with most of it being in the
masterwork category. Yet, sadly and inexplica-
bly, it has virtually disappeared from the conataige. Dohnanyi
studied piano and composition in his native PragstBratislava)
before entering the Budapest Academy. His firstiphbd work,

his Piano Quintet No.1, was championed by no lassuhority

than Johannes Brahms. Upon graduating in the spfit§97,
Dohnanyi embarked on a dazzling career as a coadest, often
playing in chamber ensembles. Later, he also ddvaiasidera-

ble time to teaching and conducting. Dohnarfytisng Sextet in

B flat Major was one of the pieces the 17 year old submitted as
part of his entrance examination to the Budapesidlacademy.

lovely second theme follows and the coda reintredube theme He had completed it in 1893. Dohnanyi later revisé 1896,

of the Largo. The second movement is an agitatbér@o with a
nicely contrasting trio section. The third movemisntharacter-
ized by frequent tempo changes. It begins witHigioais sound-

ing Largo, followed by an elegant Un poco mosso thet a pas-

sionate Piu mosso e agitato and then closes aggirihe Largo.
The finale, Allegro, alternates between a energetin subject
and a more lyrical and graceful second theme. iBhaswork cer-
tainly worth playing. Suitable for both amateursl gmos who
wish to perform it in concert where it will makeyaod impres-
sion.

after two years of study with his composition tezrcHans Koess-
ler. In 1897, he entered the Sextet for the Charkhssic Prize in
the Royal Hungarian Millennium festivities whichielerated the
founding of Hungary. It did not win, although heldiin the
Symphony Prize and the Overture Prize. Still nisgad with

the result, he revised the Sextet once again dA@98-99. It be-
gins with an Allegro ma tranquillo. This is a bgpacious and at
times genial movement, but the one thing it is rottanquil. The
promising opening theme, first stated by the twitoseis dark,
brooding and mysterious. When it is restated byhigher voices,
it becomes more vibrant and less mysterious. Thersktheme is

Carl Davidov (1838-1889 sometimes Karl anbirighter and lovely, and has a Schubertian qu#dity. As the
Davidoff or Davydov) was born in the Latvianmovement progresses, one hears the hand of Bravinad) rests
town of Goldingen (today Kuldiga). He attendsomewhat heavily upon the composer. The instrurestsery
ed Moscow University and then studied cellowell handled and the part-writing is quite goodeTteet, short
with the prominent cellist Carl Schuberth in Sdéecond movement, Scherzo, Allegro vivace, is Messdinian in
Petersburg, who recommended he attend thenature, light and airy. Certainly Brahms never wrahything like
Leipzig Conservatory, then considered the béstThe trio, is a rich string chorale, darker apdeter in nature,
in the world. There, he studied with Friedrichand provides excellent contrast. After the returthe scherzo,

‘ Grutzmacher and became principal cellist of surprisingly, there is a highly lyrical and passitsn second trio
the Leipzig Gewandhaus Orchestra before returmiriRussia andled by the cellos. This is truly an outstanding exment, perfect
pursuing a career as a touring virtuoso, teachgicamposer. Hisin every way. The third movement, Adagio quasi awelais ra-
String Sextet in E Major, Op.35dates from 1880 and was dedither sedate and seemingly inspired by late BeethoMee first
cated to the famous violin teacher Leopold Augtafessor at  cello is given the lead on several occasions te $kee more
the St. Petersburg Conservatory. Despite the fiattRavidov poignant melodies. The writing is generally ricldajuite dense,
was a virtuoso, the cello parts are not treateghinspecial fash- but at other times is almost ethereal. The firstrih to the finale,
ion and are not anymore difficult to play than eveuld expect in Animato, reminds one of a Mendelssohnian or Schun@saue
a standard sextet. Although he was a Russian rétibis family march. The second theme is, at first, lighter,ibolossoms forth




with some tonally advanced writing, more typicabDafhnanyi's it was ever performed. The Second Sextet, thoughatvs some
middle period. Certainly worth you attention. of Mendelssohn’s influence, has much less thariitsie The
opening Allegro is spacious and written on a lagale. The
The String Sextet in A Major, Op.48 of Antonin Dvorak (1841 elegiac second movement, Adagio molto espresssasgnuto,
-1904) is among the top four sextets performedrandrded. (theis truly superb. The third movement, Allegro, iasterful
other three being the two Brahms sextets and Tokially’s Sou- scherzo which starts heavily but evolves into ae®dance. In
venir d’Florence) Much has been written about d au can the finale, Franck presents a tribute to Mendelssbht this can-
read it elsewhere. Acknowledging that taste isvioldial and not take away from the fact that it is an effectifeute. Another
subjective, it is my considered opinion that histesedoes not first rate sextet to investigate and easier to thay Brahms.
belong in this elite group and would not be thead he not be-
come one of the most famous composers of the Ettury. It is
not a bad work, but the melodic material cannot gama with his
Op.97 String Quintet, his Op.81 Piano Quintet aisddte string
quartets. Of course, you should play it or listefit tnd make up
your own mind.

Niels Gade(1817-1890) was born in Copen-
hagen and began his career as a concert vio-
linist, later taking a position with the Royal
Danish Orchestra. Mendelssohn, who was
much impressed by and premiered Gade’s
First Symphony, invited him to teach at the
Eduard Franck (1817-1893) was born in famous Leipzig Conservatory. After Men-
Breslau, the capital of the Prussian provin delssohn’s death in 1847, Gade was appoint-
of Silesia. He was the fourth child of a --- ed director of the Conservatory and also con-
| wealthy and cultivated banker who exposeductor of the Leipzig Gewandhaus orchestra. In 1848eturned
his children to the best and brightest that to Copenhagen when war broke out between Prusdi®an-
Germany had to offer. Frequenters to the mark. In Copenhagen, Gade became director of tipedwmgen
Franck home included such luminaries as Musical Society and established a new orchestrachadis. He
Heine, Humboldt, Heller, Mendelssohn, andas widely regarded as Denmark's most importaniposer
Wagner. His family’s financial position al- from the mid-Romantic period. He taught and inflceh several
lowed Franck to study with Mendelssohn as a prigaident in  Scandinavian composers, including Edvard Griegl Raisen
Dusseldorf and later in Leipzig. As a talented mrhe em- and Otto Malling. His own music often shows thdiuahce of
barked upon a dual career as a concert artistesuthér for more both Mendelssohn and Schumann. Try as | mighdayemever

than four decades during the course of which hé mglny posi- been able to get real excited about Gade’s chambsic. It cer-
tions. Although he was highly regarded as bothaatter and tainly is not bad, it is all right, well-put togethand so on, but
performer, he never achieved the public recognitibhis better it's the thematic material that fails to impresss Btring Sextet
known contemporaries such as Mendelssohn, Schuordriezt. in E flat Major, Op.44 dates from 1865. Like many of his other
As fine a pianist as the first two and perhaps evbetter teach- chamber music works, it plays well, sounds goodasireason-
er, the fact that he failed to publish very manyigfcomposi-  ably good part-writing for all. It can certainly becommended to
tions until toward the end of his life, in partpéains why he wasamateurs as it presents no technical problemst tsuioo weak

not better known. Said to be a perfectionist, h&tiooally de-  for the concert hall. Personally, if you have asdeseither of the
layed releasing his works until they were polisteetis demand- Franck Sextets as well as several others mentionigds guide, |

ing standards. Schumann, among others, thought bighly of would not recommend it. But if you only have thBiahms sex-
the few works he did publish during the first pafrhis life. Like tets available and a copy of the Gade laying arptivah by all
Brahms, Franck wrote two string sexte3#ring Sextet No.1 in E means play it.

flat Major, Op.41 was published in 1882. In this sparkling work,

we are never far from the influence of Franck'ssgteacher and
inspiration, Mendelssohn. This influence showdfitset only
melodically but also in the lightness of touch whieranck em-
ploys. It stands in stark contrast to the heawstodied sextet
writing of Brahms. Here, we find clarity of line i surprising
weightlessness, especially for an ensemble twdslof which 5
are lower voices. Yet at the same time, Francledsffrom Men- .
delssohn in how he makes the most of the sonialpltigss of a ' ) whom stylistically influenced his writing.
large ensemble. The opening theme to the first mewve, Alle- For several years, he was one of Denmark’s
gro, is genial and somewhat relaxed. But slowlgi@mis built, leading concert pianists until a paralysis in oma mmade him
primarily by means of the rustling notes which passed from retire from the stage. He then devoted himself aritpto com-
voice to voice. A very Mendelssohnian techniquee fhiet sec- posing. He composed in most genres and wrote desfamber
ond movement, Andante, ticks along peacefully uhélfirst music works of worth. HiSextet in G Major, Op.15dates from
violin brings forth a melody of extraordinary beaullext comes 1893. The powerful opening movement, Molto allegrarcato,

a lively and energetic scherzo, followed by an exgifinale, begins in a rather turbulent fashion and starteef& quick rest-
Presto, which is filled with élan and fetching ndils. This is a less and thrusting march. Tonally, it is interegtihat there is

first rate work which would go well with the heawvBrahms much, especially the treatment of the attractivvosd theme,
sextetsString Sextet No.2 in D Major, Op.50was not pub- which reminds one of early Nielsen. But in viewtloé fact that
lished until after the composer’s death with theutethat the Nielsen had only just begun to compose, perhapsgiht be that
proofs were not carefully checked and it was pdntéth serious Nielsen was influenced, during this period, by Glesther than
errors, including missing measures. | found thislyuplaying it the other way around. They were both active ariddivn Copen-
from a copy of the original and | wondered if agsult whether hagen at the same time. The coda is quite dramati@xciting.

Louis Glass(1864-1936) was born in Co-
penhagen. He was almost an exact contem-
porary of Carl Nielsen and like Nielsen was
a student of Niels Gade. However, Glass
also studied at the Brussels Conservatory
where he became enamored of the music of
Cesar Franck and Anton Bruckner, both of




The second movement, Andante con moto, begingjiret and
reflective mood and, though it occasionally risesélume with
the promise of drama, remains primarily a peadelfgl. The
following Scherzo begins in the same turbulent gandsting
style as the first movement, however, almost imitedy, Glass
adds some quite original and exotic tonal colorchtdreates an
entirely different mood. The trio section provideellent con-
trast and is full of pathos. The finale, Allegr@gbso, has none
of the angst or anger of the earlier movements.esdmat jolly,

example of Gliere's technical mastery. The singjuaglity of the
strings approaches that of the human voice. Tid thovement,
Allegro, is a very Russian scherzo. with folksongladlies, alter-
nating with ever faster dance episodes. The supale, Allegro
vivace, begins in festive fashion. It is here intigalar that the
brilliance and richness of the tone Gliere eligjpproaches the
orchestral in its intensity. This is one of theljeavels of the
sextet literature and it is this one | would addh® must-play list
along with those of Brahms. It does not presentextsaordinary

its use of syncopation is quite effective. Ther quite a numbertechnical problems and is very grateful for all.

of themes, including the main theme from the finstvement,

which one traverses before coming to the effedtivesomewhati
orchestral conclusion. Highly recommended to batigssionals

and experienced amateur players.

B Reinhold Gliere (1875-1956) today is primari:
ly known for his symphonies, ballets and ope
as, however, he was also a composer of sup
= chamber music, most of it written early in his

career during the dying days of the old Russi®

that of Rimsky-Korsakov, Glazunov and Lia-
dov. He wrote three very fine string sext&#ing Sextet No.lin

W Heinrich Hofmann (1842-1902) was born
~in Berlin and studied there at the Neue
8. Akademie der Tonkunst with the Theodor
8 Kullak and Siegfried Dehn. At first, he em-

¥ barked upon a career as a pianist and teacher.
- However, by the late 1860's, his operas and
~ his choral and orchestral works began to
| achieve great success and for the next two
decades, he was one of the most often per-

empire. One can hear the influence of Sergeiformed composers in Germany and much of Europeceasc
Taneyev, Anton Arensky and Mikhail Ippolitoxcame at a price. Although hailed by some critioshsas Her-
-lvanov, all of whom he studied with, as well asann Mendel, as a of real talent and one of tha mgsortant

emerging composers of his time, many others, jsatdunis
rocketing success or determined to protect thewrftes (such as

¢ minor, Op.1 was published in 1902. The opening Allegro beEduard Hanslick was of Brahms), derided him for his

gins in highly dramatic fashion with a unisono @agsin all the
voices. The main theme is truly impressive anali®ived by a
warm, appealing lyrical second subject. The wriimull of
excellent effects. The spirited second movemengeght vivace,
is a playful perpetuo mobile. The Andante whichdak has a

"fashionable eclecticism". While his works brokermaw ground,
on the other hand, they were masterfully conceibedutiful and
well-executed. This is especially true of his chamimusic. His
String Sextet in e minor, Op.25vas composed in 1874. It
shows the influence of both Mendelssohn and Wagdtieely

broad, song-like melody with ostinato accompanim&he faster written and with no real technical difficulties,stcertain to make

and quite dramatic middle section provides finet@ast. The
finale, Allegro vivace, also begins in unisono fash the main
theme is characterized by its powerful dance rhythinis work
presents no special technical difficulties andiggly recom-
mended to amateur players and is strong enouglitistand
performance in the concert haitring Sextet No.2 in b minor,
Op.7 dates from 1904. This is also a work which camdo®m-
mended for concert performance. Gliere shows teehte is

friends of both players and listeners with its agipg melodies.
Players will appreciate its wonderful treatmenalbiof the in-
struments, which have grateful parts to play. Tiret movement,
Allegro appassionato, features two bold but lyhicatelodic
themes which are cleverly developed and presemtezlsecond
movement, Adagio, is an elegiac romance. The thiogement,
Vivace, is a scherzo with an appealing middle secfl he finale,
an Allegro, not only features an effective fugue s a charm-

even more of a master of his material, The firsvement beginsing Irish folk tune for its second subject. Goodegh for con-

with a short atmospheric Andante and is followedhyAllegro
marked by its rhythms and rich themes. The devedoyns full
of surprises and the coda is extremely fine. Tlverseé move-
ment, an Andante, has a noble folk tune for itsmtlaéme, in
some ways reminiscent of the famous Andante cdetabi
Tchaikovsky'’s first string quartet. In the middikere is a dra-
matic, agitated section. The spirited third movemarVivace, is
very Russian sounding indeed, its appealing meoalie made
even more impressive by the effective use of dynaniihe fina-
le, an Allegro, opens with a dance-like main thend is fol-
lowed by a magnificent contrasting subject. Supenmposition-
al technique is found in a powerful fugue and afecprestissi-
mo coda. In all a stronger work, and perhaps ngar&ingly so,
than his firstString Sextet No.3 in C Major, Op.11dates from
the following year 1905. It is packed with a trer@schest of
wonderful musical ideas. The writing is so poweifdpproach-

cert performance, it should not be missed by amsatas well.

Joseph Holbrooke(1878-1958) was born
near London in the town of Croydon. Both
his parents were musicians and his early
lessons were with his father. He was sent to
the Royal Academy of Music in London and
after graduating worked as a pianist and
conductor, all the while composing. Eventu-
ally his big works for orchestra and chorus
and his operas brought him a measure of
fame, however, after the First World War, he arsivrks fell

into obscurity. He composed a considerable amolucth@amber
music, most of which is of a high quality and awaédiscovery.
His String Sextet in D Major, Op.43was completed in 1902. It
had to wait two years before it was performed. izted score

es the orchestral in nature. It is a work with vihéwery friend of did not appear until 1924, but no parts were pdraethat time.
chamber music should become familiar. The joyfehtles to the The few performances since that time were madefafbpyist's
opening Allegro are inspired by Russian folk melaahgl remi-  parts of the score. And when, the parts were eafigtpublished,
niscent of the tonal coloring of Borodin. The lyicelegiac and they were not printed but were off of clean hantten copy
emotionally charged second movement, Larghettanisexcellent made by a copyist. The opening movement begins avitlow,



ominous introduction, Adagio espressivo e moltdesugto that became a professor of cello at the Leipzig ConseryaAmong
then leads to the main section, which is upbesaiaj@and occa- his many students were Emanuel Feuermann, Guilher®ig-
sionally rather intense. The middle movement, Anelamesto, gia, Paul Grimmer, Gregor Piatigorsky, and WilliRtaeth.
has the subtitle ‘Unhappy Childhood’, which thougbegins in aKlengel composed hiString Sextet, Op.60in 1924. It is not
somewhat melancholy manner, does not really comeey much surprising that a man entirely familiar with clasdiand romantic
unhappiness. There is a quicker middle sectionisi@altogeth- works, with long service as a string quartet plapeoduced a
er more positive. The finale, Molto vivace, is faflenergy, string sextet, with such a wealth of a appealirega&d Certainly, it
thrusting and powerful and with a strong triumphamosphere. would do well if given concert performance. It aldwuld not be
This is a very worthwhile work and a handsome éaldito the  missed by amateurs as it poses no insurmountatiieital prob-
string sextet repertoire. It would do well in coricand should belems. One of the many excellences of the workasfdet that
considered by experienced amateurs. none of the movements is long-winded. The first ement, Al-
legro pathetico, is really magnificent, full of tgession and
Vincent d’Indy (1851-1931) was born of aristhythmically interesting. The second movement, Anidas in
tocratic stock. His musical talent was recog- Lied form, filled with noble, lyrical melody. Nextomes an origi-
nized by his grandmother who raised him andal sounding Scherzo with Slavic tinges. Partidylaoteworthy
saw that he received piano lessons from fa- here is the pizzicato accompaniment in the seceflid.cThe fleet
mous teachers. Despite this, he was sent to Kwoted finale, Allegro, is jovial and quite effact. The only
school in Paris. Instead, d’'Indy, who was intdatock against this work is the fact that he compaeel924 and
on becoming a composer, joined a Parisian not in 1890 which is what it sounds like.
orchestra as a timpanist to learn music “from
the ground up.” Both Massenet and Bizet we -
impressed by his early compositions and encouragedo show
his work to César Franck. Franck did not share gmethusiasm
and was reputed to have told d’Indy, “You have &eat you
cannot do anything.” Apparently those ideas wergh, how-
ever, to convince Franck to show d’Indy how to bimgs, as he
took the latter on as a pupil. Though d’Indy wasgsimilate and
be influenced by many different sources, Francktdadnusic ry to become Professor of Organ, Composition
left the most telling mark on him. d’Indy’s reputat, during his and Choral direction at the Music Academy of
own lifetime was considerable, having founded,90@, what  Budapest in the early 1880's. He stayed there histiletirement
was to become the most important music schoolamée after in 1908. Bartok, Kodaly, Dohnanyi, Leo Weiner anaré Kal-
the Paris Conservatory—The Schola Cantorum Siigig Sex- man were all among his many students and he wasywvidgard-
tet in B flat Major, Op.92 indubitably sounds like the work of aed as the finest teacher of composition in Audthimgary during
young man, but at the time it was composed, heseasnty six the 1890's and the first part of the 20th centwithout doubt,
years old. d'Indy's style underwent a considerabénge in the the best unknown late romantic string sextet isSeistet in f
years following his retirement and move from P&ithe south minor which dates from 1902 and unfortunately has neser
of France. Here, he composed a series of workshadme straightceived the attention it deserves. It is multi-faceand highly
forward, youthful in spirit and generally brightdagay in mood. original throughout, beautiful sounding and grattéduplay. The
The Sextet is in the form of a suite. The openimy@ment, En- opening movement begins with a very atmosphericgfdaon
trée en Sonate, begins with a bright, formal inticithn. The troppo introduction which is followed by a gradtransition to
main part of the movement is based on three diftemeelodies the tempo of the main section, Allegro. This movatig packed
which are closely related in mood and thematic nedtelhe full of lovely melodies. Koessler follows this uptiva Hungari-
second movement, Divertissement, is a brillianesot. It beginsan Scherzo and a very melodic trio section. The stmvement,
energetically, full of forward motion, but withowarning is in- a warm-blooded Adagio, has Schumann for an antatetle
terrupted by a striking interlude, made spookyhmyuse of har- Finale, Allegro con brio, is no ordinary finale.niakes incredibly
monics and ponticello. The third movement, Themeiations etclever use of counterpoint in presenting its highiied and at
Finale, begins with the statement of a slow, sonawiffident  times humorous themes. This is a work not to beseois
melody. Several ingenious and finely contrastingatens fol-
low. Here is an important addition to the Sextgiertoire, a
bright and attractive modern French work, whichutiavin
friends among both professionals and amateurs.

Hans Koessler(1853-1926) was a master com-
poser who wrote some of the most outstanding
music that you have never heard. Koessler was
born in the town of Waldbeck in upper Bavaria.
He studied organ and composition with Joseph
Rheinberger in Munich, holding a number of
positions in Germany before moving to Hunga-

Egon Kornauth (1891-1959) was born in the
town of OImitz in Moravia, then part of the
Austro-Hungarian Empire. He studied cello and
piano attending the Vienna Conservatory where
he studied composition with Robert Fuchs,
Guido Adler, and Franz Schmidt. After teach-
ing music theory at Vienna University from
1919, Kornauth embarked on an international
years, no less than 7 members of the Klenge career as pianist, accompanist and conductor.
family played in the famous Leipzig In post-war Austria, Kornauth became director
Gewandhaus Orchestra. A gifted cellist, Juhusn‘ the Salzburg Mozarteurlis String Sextet in a minor,
Klengel enjoyed a career as a soloist, orchesi®y.25bears the dedicatiofio the memory of the year 1918-

- player, teacher and composer. He served for 1919.It is in three movements, straight forward and atcll
more than 40 years as the principal cellist ofltB® and also  hard to play from the standpoint of technical diffties, howev-

German city of Leipzig. He came from a mug
cal family. His father was a keen amateur pl
and his grandfather was a composer. For se




er, it does require due care by experienced engepiéyers, and cause Krug won the Stelzner Prize for chamber enwih this
especially to intonation. It can certainly be recoemded for ex- composition. Alfred Stelzner was an inventor of twstruments-
perienced amateurs and concert performance. Thetvio -the Violotta and the Cellone--which he believedndocreate a
movements were composed during the summer of ¥i& it revolution in composing for string instruments. TWielotta,
looked like Germany still had a chance to win tivstFVorld tuned an octave below the violin, was said talfil gap between
War. The finale was composed the following yeamwtnych time the viola and the cello. The Cellone was a bigogelined two
Germany had not only lost the war, but its Monarbhgl been  octaves below the violin, or a fourth below thd@eand meant
dissolved, and chaos reigned throughout the coufitry open- to fill the gap between the cello and the kontrab&selzner vig-
ing movement, Allegro, allegro assai, is full okegy but the orously promoted his instruments and sponsored etitigms.
mood is agitated, dour and at times morose. Thensemove-  One such competition was sponsored by the Dresdesdtvato-
ment, Andante, is in the form of a song without @it is lyri-  ry in 1896, the competition in which Krug won hisze. The
cal and calm. In the finale, Allegretto, there issense of what Prize Sextet was originally for 2 Violins, Violajdlotta, Cello
has happened to Germany, rather, the main theopifsng, and Cellone, but the publisher of the work wisedgded his bets
almost celebratory. Perhaps, Kornauth who wassraté 20s at and produced an edition for the standard combinaif® Vio-
the time he wrote the Sextet, was glad to see tilee¥thine era lins, 2 Violas and 2 Cellos. The Sextet clearlyobek in the front
disappear. rank of such works and is well written from starfinish. The
themes are skillfully presented and the work igejgonorous.
Erich Korngold (1897-1957) was born in The first movement, Allegro, begins with a short pawerful
the Moravian city of Brunn then part of theintroduction which gives the impression of storrhead. Instead,
Austrian Habsburg Empire (today Brno in the main melody is quite genial and broad. Lateugkcleverly
the Czech Republic). He grew up in Viennaveaves the introduction into the second theme aed it as part
where his father was a music critic for oneaffthe coda. The second movement, Adagio tranqudloharac-
Vienna's leading papers. Recognizing his terized by a calm, deeply felt melody, which imupted by a
son’s extraordinary talent, Korngold’s fatharrgent and highly dramatic middle section. Themedscherzo,
took him to see Mahler when the boy was but the lively first theme to the finale, Allegregems to fill this
nine. Mahler declared him a genius and otlgap. A quieter and more lyrical second theme prewiecellent
er noteworthy musicians such as Humperdinck andaric contrast. The Sextet deserves concert performartean cer-
Strauss held that he was the greatest child praiigye Mozart. tainly be recommended to amateurs.
Mabhler saw to it that Korngold studied with Viensdest teach-
ers—~Robert Fuchs, Hermann Gradener and Alexareiafiz-
sky. Korngold became one of Europe’s leading opeeatd in-
strumental composers as well as conductors anegqubatly
served as a professor of composition at the Vi€loservatory.
In the 1930’'s he was invited to Hollywood and tledrer became
one of the leading film composers of his time. Aft846, he left
the film industry to concentrate on composing altgoimusic.
Korngold'sString Sextet in D Major, Op.10was completed in have studied piano with Arnold Krug and pos-
1915 and premiered two years later to great acaldatimcritics i sibly Hans von Bulow in Hamburg and most
calling it the finest such work since Brahms. Thgdesis post likely studled composition as well with Krug andipaps with
Brahmsian late romantic. In four movements, Kordgobperat- Josef Foerster and Gustav Mahler. Other sourcagestipe may
ic talent is foreshadowed almost immediately inubey lyrical  have studied composition with Heinrich von Herzdggng at the
and romantic first subject. A calmer melody seragshe second Hochschule fur Musik in Berlin. What is known isathe per-
theme. The second movement is an Adagio. It ietingith sad- formed as a pianist and served as a conductortmBerlin and
ness and introspection but it is not funereal. Nexhes an Inter- London. It is also known that several of his wadirken chamber
mezzo which in many ways recalls the days of GoMiemna at music, to symphonies to vocal works were perforinetth in
the end of the 19th century. The rousing finaleraktes betweernGermany and elsewhere in Europe. Although he s¢eimave
a sense of urgency and a mood of jubilation. Tier® question been most active in Berlin, he died in his homernt@ffHamburg
that this Sextet is a masterpiece, one of the fimegt in the liter- in a boating accident. HString Sextet in ¢ minor, Op.5dates
ature which deserves a place on the concert dtageist be ad- from 1904. The opening movement, Allegro assairdifly begins
mitted, however, that it is a work beyond the reatchll but the with a bang. The main theme which is immediatetsoduced is
most experienced of amateurs with excellent techibility. dramatic and riveting, full of forward thrust. Amjal second
theme is more lyrical and relaxed. The lovely secmovement,
Arnold Krug (1849-1904) was born in Ham- Andante sostenuto, is a cross between a romamdoage and an
burg. He began his music studies with piano intermezzo. Next comes a nervous Scherzo, allegitonaivace,
lessons from his father, who was a music teadh-the tradition of Mendelssohn. It is coupled watlslower, lyri-
er. Later, he was sent to the Leipzig Conservatat and quite appealing trio section. The finaldedto moderato
ry where he studied with Carl Reinecke and thea energico, begins with a lugubrious but very péuvenarch-
went on to Berlin, where continued with Frie- like theme, which quickly picks up speed and foidvamotion. A
drich Kiel and Eduard Franck. After completinganguid second subject provides excellent contiidss is a first
his studies, he taught in Berlin before returningate work, an excellent addition to the string etlterature. It is
to Hamburg where he remained for the rest of Fés HisString sure to make a strong impression in the concerhal should
Sextet in D Major, Op.68was known as the "Prize Sextet" be-not be missed by amateurs as it presents no tedhprizblems.
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Max Lewandowsky (1874-1906) was born in
the German city of Hamburg. Despite the fact
that he was, though not famous, a fairly well-
known performing musician, conductor and
composer within Germany and England during
the last five years of his life, very little infor-
mation about him is available. He is thought to




§ During the last ten years of his life and for the

| three decades following idpachim Raff (1822-

| 1882) was regularly mentioned in the same

breath as Wagner, Liszt, and Brahms as one of

Germany's leading composers. The experts and

the public judged him to be the equal to such

past masters as Mendelssohn, Schumann and

with textbooks by Anton Reicha and Johal Tchaikovsky. Incredibly, by the 1920's his mu-

Nepomuk Hummel. Up until 1859, he wrot® sic had all but disappeared from the concert

in the German Romantic styl€he String  stage. It seems virtually unimaginable that a casepavhose

Sextet in ¢ minor dates from 1844, well before his Hungarian talent was recognized and whose music was admirédemndels-

conversion and there is nothing Hungarian-soundbngut it. The sohn and Liszt, could become a mere footnote hyetis what

big opening Allegro agitato begins in dramatic fashwith a became of Raff and his music for most of the 2@thtary. Only

gripping theme. Schubert and Beethoven seem to lese the now is he being rediscovered to the delight of ¢hfostunate

models, tonally-speaking. However, it would be atake to con-enough to hear his music. He wrote a great decthafmber mu-

sider it imitative. The music is quite fresh andyoral sounding. sic, and, in my opinion, much of it is very goodéed. His

The part-writing also is quite good. The ensuin@éio begins inString Sextet in g minor, Op.178certainly begins in a very

an almost Mozartean fashion. Its main theme is ¢agrming.  promising fashion. The opening Allegro is quiteitirg and has

What follows appears to be a set of variationdjydaely exe- a beautiful main theme. It does require technicadignpetent

cuted. A first rate Scherzo, allegro comes nextakt some very players to pull off the accompaniment which is faflrushing

interesting and briefly jarring tonalities. A camoepisode is alsopassages. The short but excellent scherzo whitdwslbegins in

quite arresting. The middle section has some vegymal har-  a Mendelssohnian fashion and quickly turns intald tarantella

monic effects. The main theme to the finale, Alefyirioso, is  interspersed with an equally wild Hungarian melotlye trio,

not as captivating as the earlier ones, but thehrhig drive with its guitar-like accompaniment in the lower e®8$, is particu-

serves as compensation. The powerful and highlydtia coda larly effective and quite original. A big slow mawent, Larghet-

is handled quite deftly. In all, this is reallyiesf rate work. It's  to, is a theme and set of variations. If Raff mdanthis move-

worth considering when composed, no well-known cosep of ment to be the showcase of the sextet, he miseadxlil The

the 19th century had yet to write a string sextet. theme, though pleasant, is unexceptional. As fewtriations,
there simply are too many and while several of tlaeenquite

Per August Olander(1824-1886) was good, a number of weaker and less interesting arescluded.

born in the Swedish town of Linkdping.Though it is not a bad movement, it is rather tmagl The some-

His early music lessons were with his what Mendelssohnian finale is fairly short. It ddicestablishes

father, a violinist and parish organist. Hension. The thematic material is average, whicdoimewhat of a

attended the University of Uppsala andproblem since it follows the excellent materialridun the first

although he took some music lessons two movements. Although it is a shame that the bederial

from the school’'s music director, it wascomes first, there is much fine writing in the lagb movements

~ not his main area of study. Because it and the finale is both exciting and commendablytsifomateurs

 was virtually impossible for musicians inf good technical ability will certainly enjoy theork.

b Sweden during this time to earn a living

solely through music, like so many ot

ers, he supported himself by means of working iewtirely dif-

ferent area unrelated to music. He served for wibisis life as a

officer in the customs office. He did not ignore siwualtogether,

working as a violinist and music critic. He playsgtond violin

in a prominent string quartet and may have hadvactamposi-

tion lessons from the first violinist but was lageelf-taught as

composer. Hence, it was quite surprising when pes@ Blenda

won the first prize in the 1876 Royal Competitignazclama- teaching job, he met the eminent musicologist

tion; the jury was unanimous. He was not a protifienposer, Hugo Riemann, who was so impressed by

writing just the one opera, a few other vocal woekstring sextetReger’s talent that he urged him to devote hinesetifrely to

and several string quartets. Hitring Sextet in D Major dates music. Reger studied with him for nearly five yedg 1907,

from 1850. It begins with a substantial and verguidgul Andan- Reger was appointed to the prestigious positioRrofessor of

tino introduction which leads to the main sectiatively Allegro composition at the Leipzig Conservatory. In additio this, he

full of fetching melodies. The second movementistiractive was widely regarded as one of the best living cotats and

Mendelssohnian Scherzo which is followed by a lashdter-  organists. Th&extet in F Major, Op.118 is one of his late

mezzo, showcasing the tonal qualities of the varimices, espeworks which he finished in 1910. | would be thesffito tell you

cially those of the cello and viola. The excitingale, Allegro that this is not an easy work to play. And, | realihat for many,

vivace, bursts out of the starting gate full ofgye Gorgeous  Reger is an acquired taste. Nonetheless, it muatibstted that it

cantilena melodies provide excellent contrast. Thasfirst rate is a very original and well executed work. The dpgmove-

string sextet, presenting no technical difficultiirgem the time of ment, Allegro energico, begifisand literally explodes with tre-

Schumann and Mendelssohn which not only has wouldeslo- mendous power. It is followed by several other viatgresting

dies but also excellent part-writing, with solos &dl. themes all of which are in one way or another basethe main

'| Michael Brand. Born in the Austro-
Hungarian town of Frauenkirchen (Boldo
| -szonyfalva), he studied piano and comp
tion with unknowns and learned what he
from studying the Viennese Classics alon

Max Reger(1873-1916) was born in the

small Bavarian town of Brand. He began his
musical studies at a young age and his talent
for composition became clear early on. His
family expected him to become a school
teacher like his father and to this end he
passed the necessary examinations for certifi-
cation. However, before he landed his first
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theme. The second movement, a fast moving Scheiraxe is  This is a masterpiece which belongs in the fronkraf string
somewhat unusual with regard to its various moéadatthrough sextets. Made for string players, it almost plagslf and is in no
which it passes. Reger is said to have been expating with a way technically difficult.
new idea. Today, after all of the works of the aleztomposers, it
does not sound quite so daring to our ears. Thiecehgravity
for the Sextet is its slow movement, Largo con grapressione.
This is music full of deeply felt emotion. It beawgh it that tran-
scendental sense one so often finds in the slonvements of
Bruckner’s symphonies. The finale, Allegro con masoof an
altogether lighter nature relieving the religiositiythe preceding
Largo. It is also a good movement but, followingtba footsteps
of such an outstanding and deeply felt movemedéis give the y this, there is much to admire here. The second
impression of being a little “light-weight”, perh&yp term which i movement, Rondo fugato, is from the technical
is not entirely suitable to describe Reger’'s mualtin all, this is standpoint, quite an achievement. The melodic rizdt¢ehough
a very good sextet, but unless the players are gtribng sight  hardly above ordinary, is well-suited for a fugunel &imsky
readers, it's a good idea for everyone to haveok &i their parts creates a rather clever double fugue. Surprisiragipther quick
beforehand and if possible get a recording. movement, Scherzo, Vivace alla Saltarello, folloWse main
theme is good, but again is repeated too often.sEeend theme
Prince Heinrich XXIV Reuss of is pedestrian. Korsakov makes up for this withArislante es-
Kdostritz (1855-1910), was born in the pressivo. Here, the first cello is given the ldadot only pre-
Prussian town of Trebschen. The Reusssmnts the hauntingly beautiful main theme, but td&es the lead
were a large old German noble family in the very sophisticated development. The someWwhasian-
with several branches and literally dozessunding finale, Allegro molto, though a bit thirlodically, is
of princes called Heinrich. There was handled effectively. Not really strong enough tog toncert hall,
even another Prince Heinrich XXIV, but although the Andante espressivo could certainlydes as an
he was "of Greiz", hence the need for thencore, it can definitely be recommended to amatduplays
" | lengthy name. Our Prince Reuss after ingasily and presents no technical difficulties.
' tially studying music with his father, who
had been a student of Carl Reissiger, took a laywete Howev-
er, subsequently he devoted himself to music, stigdyomposi-
tion privately with Heinrich von Herzogenberg wimroduced
him to Brahms. Although Brahms never formally géassons to
Reuss, according to the prince he gave the youmposer nu-
merous suggestions and considerable help whicarasfReuss
was concerned almost amounted to the same thirgugrhnot a
prolific composer, he did pen six symphonies ad agh consid-
erable amount of chamber music, including fivenstigquartets,
two string sextets, three piano trios, a piano @aa piano quin- tersburg Conservatory and served as
tet as well as several instrumental sonatas. klie san be its first director. His efforts in devel-
summed up as an amalgam of Brahms, Herzogenberand oping Russian musical talent were perhaps the egeaf any
some extent Dvorak and Mendelssohn. His works wegmiered single individual. Not only did he introduce Eurapesducational
to critical acclaim and were held in high regardrfmany years methods but he also established standards thatasaigorous as
before disappearing from the repertoire after tingt World War. any conservatory in Europe. While Rubinstein's cositipns
His String Sextet No.2 in b minor, Op.17s a first rate work of were extremely popular during his lifetime, aftés teath, they
art which need not fear comparison even with thxese of were criticized because they showed "no Russidnente" and
Brahms. Completed in 1901, this is a piece whidrgehamber were viewed as derivatives of prominent Europeanearaporar-
music lover should get to know. It is a work of stpcraftsman- ies, especially of Mendelssohn. However, this mbirely accu-
ship which is tonally beautiful throughout and @dortable to rate. Although he was not part of the so-calledrgemet Russian
perform. The first movement, Allegro non troppos ler its national school as led by Rimsky Korsakov, it i$ tnoe that
main theme a melody which resembles that of ther fofra leg- there is no Russian influence to be found in hisimurhis influ-
end. The second subject is graceful and freshtarappeal is  ence is just not as pronounced as in the worksooddin, Mus-
heightened by the pizzicato accompaniment. Theldpweent  sorgsky or of Korsakov himself. Rubinstein was alific com-
shows that the composer is a master of counterpbiire second poser writing in nearly every genre. Chamber mfigizres
movement, Andante con moto, is a deeply felt antbapheric  prominently amongst his works. He wrote 10 stringrtets, at
song without words, which charms by its simplicithhe main  least 5 piano trios, a string quintet and a stsextet as well as
section of the Allegretto quasi andantino whichdat calls to  several other chamber works. Hing Sextet in D Major,
mind corresponding movements from Brahms SecondpBgny Op.97 dates from 1877. It is not an easy work to briffgaad
and First Serenade but is certainly not imitatiMeere is a whim- even the second violin part is devilishly difficulthe opening
sical trio section and clever Vivace coda. Thel@pallegro ma movement has several sections—Andante, Con motblan
non troppo e grazioso, shows, like Brahms, the am®ps affec- poco animato. The main theme is appealing and dhgrbut the
tion for Hungarian gypsy melody. Not only is thislwdone but development section seems almost too complicatddiiicult
the contrasting musette section makes a good isipreas well. to follow. The first subject of the second movemdémdante, is

In 1876,Nikolai Rimsky-Korsakov (1844-

1908) composed his five movement String Sex-
tet in A Major. The main theme of the opening
Allegro vivace is extraordinarily nice. Korsa-
kov must have thought so too because he re-
peats it way too many times. Additionally, he
could have done more to develop it. Despite

Anton Rubinstein (1829-1894) was
one of the great piano virtuosi of the
19th century with a technique said to
rival that of Liszt. He also gained
renown as a composer and conduc-
tor. Rubinstein was one of those rare
concert virtuosi whose contribution
to music went far beyond perform-
ing. In 1862, he founded the St. Pe-
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in the form of a simple song-like melody. It isemupted by a  performance, congratulated Schoenberg on his nmrseender-
highly dramatic and agitated middle section. Inttke&t move-  ing of his poem. It is a masterwork but requiresypts of a very
ment, Moderato, parts of the theme are thrown ackforth be- high level technically and of ensemble experience.

tween the different voices. The finale begins waithowerful An-
dante introduction which leads to an exciting Ategivace, the
main theme to which resembles a folk tune. Thisigswork and
may make a lasting impression in the concert ballamateurs
who are not of the highest technical caliber anzkbent ensem-
ble players should be forewarned, it is not an eamk. And in
my opinion, unnecessarily difficult.

Erwin Schulhoff (1894-1942) was born in
Prague. He began studying piano at the Pra-
gue Conservatory, and at the suggestion of

| Dvorak, who heard the boy play shortly be-
fore he died. recommended that Schulhoff

| move to Vienna to continue his studies, which
he did for two years. Then on the Leipzig
When most people hear the naReter Schick- Conservatory where he studied composition
ele (1935-) they think of his creation, the infa- with Max Reger. In Cologne in 1913, he was
mous P.D.Q. Bach, his famous comedy parodgble to study privately Debussy for a brief peraddime. His

of the Baroque. But Schickele, who was born Btring Sextetwas begun in Dresden in 1920, but not completed
Ames, lowa and trained at the Juilliard Schooluntil 4 years later. It is a profound work of fauovements, and

of Music, where he studied composition with although not truly atonal, bears a certain kinshigh Schoen-

Roy Harris, Darius Milhaud and Vincent Persiberg's music. A three-note cell (C-D flat-G) isrgfiggant through-
chetti among others is a serious composer witbut the piece. The brooding mood of the work yigldst in the
over 100 works to his credit. H&tring Sextet second movement to a calmer cantilena, but thd thovement, a
in six movements dates from 1990. This is a corapjdbnal fiendish 5/8 Burlesca is tense and riveting. Tlst faovement is a
work. The first movement, Moderately fast, openthwai whiff of more lyrical meditation upon earlier material. Merk was said
sound reminiscent of Brahms. Schickele writes tiealhad the  to reflect the cynicism which infected Schulhofffaisic after
Brahms String Sextet No.2 in mind when he begamtids is no serving in the Austro-Hungarian army on the eashennt during
mere copy of Brahms, far from it. There are altsof interesting World War | and then later as a prisoner of wais Hot an easy
effects. For example, there is the short, nerveasrsd move- work to play and certainly not immediately ingréitig, nor was it
ment; a slow movement with American plains folkuehce, then meant to be, but it cannot be denied that it isqrfut and effec-

a fast-paced movement showing the influence of, jard then a tive.

lovely disembodied waltz movement. This is a mageift work,
a super work, but it requires super players.

Otto Siegl(1896-1978) was born in the Austrian
city of Graz. He studied violin and compaosition
at the Graz Conservatory, the latter with Roder-
ich von Mojsisovics, and then in Vienna with
Egon Kornauth. He worked as a violinist, con-
ductor and held the position of professor of mu-
sic at conservatories in Cologne and Vienna. His
tion privately with the composer Alexande String Sextet, Op.28dates from 1924. It is not
Zemlinsky but was largely self-taught. traditionally tonal. Though most accurately de-
Schoenberg'¥erklarte Nacht (Transfiguredscribed as atonal it is not part of the 12 tone@ethf Schoenberg
™ Night), originally for string sextet dates fronand at times flirts with traditional tonality. Nat all an easy, in

* 1899 and was later orchestrated by him in part because the time signature changes often,tsneseevery
1917. It is perhaps the best known of his workenftos early two or three bars. It is an interesting but notipatarly enjoyable
period, before he eschewed traditional tonalityvds the orches- work.
tral version in which work achieved fame. In thisting, with the
massed strings, there is a torrent of sound amaeimdous power,
however, though highly dramatic, it loses the seisetimacy of
the original. Schoenberg set to music Richard Ddlsrpeem of
the same name. The poem tells of a poignant coatiensbe-
tween two lovers, a man and a woman, as they watkugh the
moonlit woods on a cold, clear winter night. Torteehby guilt,
the woman confesses that she had become pregnanbtyer
man before she had met her lover. After sobbirgwbman falls But he was also an important composer and
silent. Her lover replies that because their I®/sd strong, the conductor. Spohr wrote in virtually every genre,
unborn child will become his. Redeemed by his lard for- not the least being chamber music. He composed 86rs&ing
giveness, the woman’s heart is lightened. The beenbrace, andquartets, 7 string quintets, five piano trios, fdouble quartets
as they continue their walk, the night takes oraadfigured aura. and several other chamber pieces. He was no lgogerg when
Played without break, the music mirrors the fivetimms of the  he penned hiString Sextet in C Major, Op.140in 1848. He
poem: an introduction, which sets the scene irstiaglowy forest;was one of the few since Boccherini to have compas¢his
the woman’s depressed trudge and anguished coorfiesise genre. Unfortunately, like so many of his works, fimel that oth-
man'’s deep-toned, comforting forgiveness; the dnrag love  erwise fine writing is marred with the insertionpessages of
duet in an optimistic major mode; and the etheapakheosis, which he as player excelled but which do littleaattvance the mu-
representing the “transfigured night” itself. Deliratter hearing asic. The thematic material of the first movemeribigly though

= Arnold Schoenberg(1874-1951) was born
in Vienna. As a youth he studied cello and
# violin. His father’s death, when he was a

s teenager, forced him to get a job as a ban
 clerk. He studied counterpoint and compos

Louis Spohr(1784-1859 also known as Lud-
wig) was born in the German city of Braun-
schweig. From early childhood, he showed a
great aptitude for the violin. He studied with the
virtuoso violinist Franz Anton Eck in St. Peters-
burg and ultimately became one of the leading
violinists in the first half of the 19th century.




thin. Spohr tries to fluff it out by excessive eglte on trills amount of music was discovered in 1983, includihgtting
which quickly becomes pretty tiresome. The slow ement is  quartets, this work and many others. It is in fourvements, well
altogether better. The final two movements, a sahan the -written with excellent part writing. But it suffefrom a lack of
form of a mazurka, and a presto, are actually clgwmbined memorable thematic material in my opinion. | wodhte the
into one movement. This is an enjoyable work,raet good, butwork from roughly 1885-1895, although tonally itubd have
certainly not great. Suitable for home music malingclearly been composed earlier. In the first movement, Atlewe hear,
not for the concert hall. at times, vague echoes of Mendelssohn. The melduiegever,
are rather ordinary and nothing about themes standd he sec-
Vaclav Stepan(1889-1944) was born in ond movement, Intermezzo-Allegro vivace, again éflwiritten,
the town of Pecky, near Prague, then paaihd there is considerable forward movement, bubiékdic
of the Austro-Hungarian Empire. His  material is weak. The Adagio non troppo which felois the
family moved to Prague when he was best movement of the work, but it cannot be clasbids particu-
young and he studied piano and compos&ily fine. The middle section, however, is effgetiThe finale,
tion. The latter with Vizeslav Novak. An Allegro vivace, is no different from the earlier vamments—fine
eye infection resulted in blindness in hispart-writing and a nicely constructed movementatlynattrac-
right eye. HisString Sextet, Op.11dates tive but the melodic material is totally bland amimemorable.
from 1923. It is a tonal work most of theCertainly not a candidate for concert and therea@wamany other
time. The time signatures and tempi  works out there which are better and deserve yienton be-
change frequently. It is in one long movdere this one.
ment and rather difficult to play. Certainly beyaaitibut the best
amateur players. It is an original sounding workalitwould
make a strong impression in the concert hall ispréed.

Nicolai von Wilm (1834-1911) was born in
. the old Hanseatic city of Riga, today’s capi-
. tal of Latvia, but then part of the Russian

. empire. In the 19th century, Riga was still

| predominantly a German city and Wilm’s

» family was ethnic German. He first learned
s piano and then studied that instrument as

Peter Tchaikovsky's Souvenir d’Florenceit one of the greatest
works for string sextet. And like the two sextet8oahms
should be on every chamber music player’s listiofig sextets
to try. But be forewarned, it requires playersezlrtechnical
accomplishment, a level or two above what thoséetexnf = well as composition at the Leipzig Conserva-
Brahms do. And the first violinist and first cet|iff not profes- @S- tory. Subsequently, he worked as a music
sionals, need to be of the highest technical ghititdo a good  director in Riga and St. Petersburg after whichmoeed to
job. Much has been written about the Souvenir disze: Itis ~ Wiesbaden in Germany where he remained for theofdss life.
justly famous and there is little if nothing mohat | can add He was a prolific composer who wrote in most genbes the
here other than to recommend it to you. bulk of his music was for piano, although he did igoore cham-
ber music writing several works for strings. Wiln8&ing Sex-
@ Not long ago, the author of the jacket notést in b minor, Op.27, dating from 1882, is a nice work. Beauti-
| to a CD of Thieriot's chamber music wrotdul sounding and cleverly written, the sextet ghti hearted in
“One no longer knows the name Ferdinargpirit. It opens with a Larghetto introduction whileads to the
o Thieriot who emerged from the circle main section Allegro vivace. The first theme idltiny melody.
around Johannes Brahms..If it can be  The main subject of the second movement, Andaneessivo, is
= said that~erdinand Thieriot (1835-1919) of an elegiac nature, while the second melody isereguberant
| emerged at all, his emergence was brief amith the aroma of the coffee house. Next comeset icherzo,
unnoticed, at least by English speaking m@&Hegro molto, with a sweet melody in the contragtirio sec-
: : sicians and listeners. He is unknown to eition. The finale, Allegro con brio, is march-likacaenergetic.
ther the Groves or New Grove, and not to be foarBaker’s Not at all difficult to play, this is a work whiatan be recom-
Dictionary. Cobbett’'s Cyclopedic Survey, while poothg a list mended to amateurs, though not for concert perfocea
of his chamber works, has but one sentence aboyt#iiich is
in part misinformation: “German composer, pupiBsahms and
Rheinberger.” Though he was an admirer and frigrisrahms,
he was not a student of the great man. Thieriostlidy with the
same teacher in Hamburg that Brahms had: Eduardeviar
Thieriot eventually followed Brahms to Austria whédre first
gained a reputation as a cellist. It was on Bratenemmenda-
tion that Thieriot was appointed Director of the $ituSociety of
Steiermark in Graz. Later, he held similar posiiam Leipzig their time fairly well-known, especially in
and Hamburg. Thieriot wrote a considerable amo@éinhamber % 2 Vienna but also throughout Europe where
music including an octet for strings and windstrang octet, their music was often performed. Anton’s first nuigissons
thirteen string quartets, a quintet for piano amnithg quartet, four were from Paul. He studied philosophy in Olmitzai@buc) and
piano trios, two piano quartets, a quartet forefland string trio, subsequently from 1778 to 1782 jurisprudence ansierin
and a quintet for piano and winds. Kiging Sextet in D Major Brunn (Brno). After that, he followed his brother\ienna,
was called Op. Post. by his publisher. Howevergtlieno indi- where starting in 1783, he took composition lessoms Mozart,
cation that this is a late work but simply one whieas discov- Haydn and Georg Albrechtsberger. A talented vistirtie
ered after the composer’s death. In Thieriot's cagmuge worked as a freelance musician until 1790 when ag kired by

Anton Wranitzky (1761-1820 Antonin
Vranicky in Czech) was born in the Moravian
town of Neureisch in the Austrian Habsburg
Empire, today Nov&isi in the Czech Repub-
lic. He was the younger half-brother of the
composer Paul Wranitzky, who was the bet-
ter known of the two, although both were in




Prince Lobkowitz, the patron of Haydn and Beethower even-
tually became Kapellmeister or Music Director aof frince’s
orchestra.. In 1807 he became the orchestra direttbe Impe-
rial Court Theater and in 1814 he became conducthre Thea-
ter an der Wien. He knew all of the major musiaglifes in Vi-
enna and was often engaged by Beethoven to copdermieres
of his symphonies. HiString Sextet in G Major has no opus
number and is one six such works composed arou8d, ihich
probably makes it the earliest for such an ensemiide those of
Boccherini which were written a few years befotes worth
pointing out that there is virtually no likelihodldat Wranitzky
ever heard any of Boccherini’s sextets, and thies syunds abso-
lutely unlike that composer. The style is thath# Mannheim
School. The opening Allegro is rather orchestrainsting and
could just as easily have been played by a stniogestra. The
melodic material though pleasant is ordinary, timellone hears
in divertimenti designed to be talked over, atiesmsvadays.
Next comes an Andante. What | said about the ffistement
also applies here. Lastly we have an Adagio, alléigmle. The
adagio introduction really does little to make @micipate the
main section. Though pretty simple, and made lnjtés 6/8
rhythm, the same criticism applies to the alle@ther than for
historical purposes, | cannot see any reason toglto revive
this work.
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