
Erich wolf^an^ Korng-old 

Piano Quintet in E major, Op. 15 
The Komgold Quintet 

String Quartet No. 2 in E fiat, Op. 26 
Lyric Art Quartet 



E
R

IC
H

 W
O

L
F

G
A

N
G

 K
O

R
N

G
O

L
D
 

V
A

R
E

S
E
 S

A
R

A
B

A
N

D
 

P
ian

o
 Q

u
in

te
t / S

trin
g
 Q

u
a
rte

t N
o. 2
 

3
0
2
 0

6
6
 0

4
9

 

torn] 

Erich wolf^an^ k 
Plano Quintet in £ major, Op. 15 
1. Massiges Zeitmass, mit schungvoll bluhendem Ausdruck 
2. Adagio (Freie Variationen uber die "Lieder des Abschiedes" op. 14) 
3. Finale 

The Korngold Quartet 
Stacey Woolley, violin 
Bing Wong, violin 
Steven Rosen, viola 
Daniel Culnan, cello 
Scot Woolley, piano 

Produced by Stacey Woolley 

String Quartet No. 2 in £ flat, Op. 26 
4. Allegro 
5. Intermezzo: Allegretto con mo to 
6. Larghetto: Lento 
7. Finale: Waltz 

Lyric Art Quartet, Houston 
Kenneth Goldsmith, violin 
Albert Muenzer, violin II 
Lawrence 
Terry King, cello 
Jeffrey C. Lerner, 
Nancy Weems, John 

Produced by John M. Proffitt 

Executive Producers: Bruce Kimmel and Alain Silver 

Originally released on Bay Cities 1014 and 1037 

1999 Vareae Sarabande Recoxds, Me. M lidbls leserml. Iitoaufoctured Vardse Sarabande Records, Me.. 
11846 Ventuia Blvd., Suite 130, l^dlo ate, CA 91604. Unautborized dj^Hcation Is a vtolatton of ^UcaMe laws. 

Printed M the U.S.A. EMsWbuted Unteeraal Music & Weo Ettstributton. 10 Untwarsal aigr Plaza. Unteeraal Cffy. CA 91608. 

VARESE 
SARABANDE 

WWW. VareseSarabande. com 

o" 1130206 60492'>"4 



was greatly concerned with 
melody. He had by this time 
been involved in the music 
theatres of Vienna, starting in 
1923 with his version of the 
Johann Strauss, Jr. operetta 
Eine Nacht in Venedig, the 
success of which led to a simi¬ 
lar job of restoration on 
Strauss’ Cagliostro in Wien. 
In 1929 he rearranged Die 
Fledermaus, supplementing 
it with other Strauss material, 
and two years later he devised 
an operetta drawn from the 
huge Strauss catalog called 
Walzer aus Wien, which 
evolved into the enormously 
successful The Great Waltz. 
In addition to all the Strauss 
excavations, Korngold also 
restructured two operettas of 
Leo Fall, Rosen aus Florida 
and Die Geschiedene Frau, 
plus Offenbach’s La Belle 
Helene. 

The concern with melody 
went beyond the involvement 
with the works of Strauss, Fall 
and Offenbach during this 
period. His fourth opera. Das 
Wunder der Heliane, was 
greeted by the critics in 1927 
as his most serious and musi¬ 

cally modernistic work, but it 
fell short of public expecta¬ 
tions. The public, especially 
in Vienna, had come to 
expect romantic and rhapsod¬ 
ic music from their Erich 
Wolfgang Korngold. When in 
1933 he embarked on another 
opera. Die Kathrin, he 
resolved to give them what 
they wanted. Ironically it 
turned out to be less success¬ 
ful than his other operas, part¬ 
ly because its planned 1938 
Viennese premiere was 
banned by the Nazis. Be that 
as it may. Die Kathrin does 
help account for his excep¬ 
tionally melodious frame of 
mind in 1935. 

Structured in the traditional 
four movements, the second 
string quartet of Korngold 
offers no complexities, other 
than the subtleties of notation 
and timings that only a musi¬ 
cian can grasp. With 
Korngold nothing is ever sim¬ 
ple, despite the great appeal 
of the music. The opening 
Allegro speaks for his new¬ 
found interest in America and 
its rhythms, with a tentative 
hint of syncopation; the 

Intermezzo is almost child-like 
in its merriment, as if the 
composer were reflecting 
upon his own good fortune; 
the Larghetto is reflective in a 
more spiritual manner, a sort 
of religioso feeling that occurs 
at moments in all his works; 
the concluding movement is 
well marked as a Waltz - and 
what a waltz, gloriously obvi¬ 
ous in its love for Vienna. 
Thus the second string quartet 
of Erich Wolfgang Korngold, a 
traditional piece of music 
with one foot stepping into 
California and the other firmly 
fixed in Austria. 

- Tony Thomas 
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Eric Wolfgang Korngold 
Piano Quintet in E major, Op. 15 

Erich Korngold was 25 when 
his piano quintet was pub¬ 
lished in 1922. For most 
other composers of that age it 
would have seemed a remark¬ 
able accomplishment, except 
that in the case of Korngold it 
was no longer remarkable, it 
had become almost the norm. 
He was a mere 11 when his 
ballet-pantomime Der 
Schneemann was staged in 
his native Vienna and all of 18 
when his first two operas, 
Der Ring des Polykrates 
and Violanta, saw the light of 
production. Five years later 
came the great success of Die 
tote Stadt. 

Korngold’s piano quintet was 
his Opus 15 and like all his 
catalog it was immediately 
published and performed. 
And just as there was no lack 
of performances so there was 
also no lack of commentary. 
However, by 1922 the critics 
were starting to wonder 
where the young man was 
heading in terms of style and 
development. As a wun- 
derkind he had been regarded 
as a revolutionary. His first 
piano sonata (1908) struck 
the critics as more futuristic 
than Alban Berg’s sonata, writ¬ 
ten the same year and at twice 
the age. Berg and Webern, 
with Schoenberg leading the 
way, began breaking away 
from tonality and creating 
new sounds in music. The 
critics waited for Korngold to 
break away too. They waited 
in vain. 

Korngold occasionally 
brushed against the edges of 
atonality but he never depart¬ 
ed from his belief that melody 
alone justifies music. He 
remained a romantic at heart, 
even amid the dying embers 
of romanticism in the wake of 

the jarring sociological and 
artistic changes brought about 
by the cataclysm of the First 
World War. Although his 
chamber music (and the piano 
quintet is a prime example) 
involved enormously complex 
harmonic and textural devel¬ 
opment, the basis remained 
melodic. This tendency clear¬ 
ly served him well in his 
operas and his film scores, 
and it is just as clearly the rea¬ 
son for their lasting appeal. 
With Korngold the music 
always sings. 

The quintet is graced with 
flowing tunes, with opera-like 
surges that supersede the 
strictures of the sonata form. 
The phrasing of the thematic 
material is that of a composer 
whose mind never strayed far 
from opera, and those familiar 
with Die tote Stadt will find 
moments verging on near 
quotations. Those familiar 
with his film scores will have 
little trouble spotting the char¬ 
acteristics that would find 
expansion in Hollywood - the 
evocative, the sensual and the 
ethereal style that marks all 
his work. The brilliance and 

energy in the first and third 
movements of the quintet will 
come as no surprise to 
Korngold admirers; but stu¬ 
dents of modern composition 
may note that the second 
movement, the adagio, is as 
close to atonality as this com¬ 
poser ever came. The critics 
of the Twenties and the 
Thirties, ever in favor of mod¬ 
ernism, eventually gave up on 
Korngold. To them he was a 
failed revolutionary. Caring 
nothing for their opinions and 
having no ambition to revolu¬ 
tionize anything, Erich 
Korngold remained true to his 
own musical nature and wrote 
as he felt. 

string Quartet No. 2 in E flat. 

Op. 26 

Of his three string quartets, 
Korngold’s second is the most 
immediately appealing in 
terms of melody and spirit. 
The first, written in 1923 
when the former wunderkind 
had reached the age of 26, is 
more complex in texture and 
structure, and the third, writ¬ 
ten in 1945, is darker and 
more reflective. The three 

quartets are clear indications 
of the various stages in 
Korngold’s career and his atti¬ 
tudes at the time. In the 
Twenties he was viewed as a 
major composer whose suc¬ 
cess with operas and concert 
works had given him an envi¬ 
able reputation; by 1945 he 
felt he had lost much of that 
high regard and was now 
known for his film scores, a 
view of himself that was not 
entirely to his liking. But 
where was Korngold at the 
time of writing the second 
string quartet in 1935? 

1935 was the year of the great 
transition in Korngold’s life, 
the year in which it became 
apparent to him that Vienna 
would no longer be his sole 
base of operation and that 
Hollywood was about to play 
a considerable role in his 
career. It was in late summer 
of 1934 that he first visited 
California. He came with pro¬ 
ducer-director Max Reinhardt 
to adapt and conduct 
Mendelssohn’s score for 
Reinhardt’s film version of 
Shakespeare’s A Midsummer 
Night’s Dream. Korngold 

enjoyed this first exposure to 
the world of film, and Warner 
Bros., for their part, were 
pleased with having the 
famed composer’s name asso¬ 
ciated with one of their pic¬ 
tures, especially when they 
realized the impact his scoring 
had on the Reinhardt film. He 
returned to Vienna after mak¬ 
ing the film but accepted an 
offer from Paramount to 
return in September of 1935 
to write an original score for 
Give Us This Night, and it 
was while scoring that long 
forgotten picture that 
Warners hired him to score 
Captain Blood, resulting in a 
triumph both for him and the 
hitherto unknown Errol Flynn. 
When he came back to 
California, Korngold brought 
with him a work he had been 
working on that summer - the 
second string quartet, which 
became has first work pub¬ 
lished in the United States. 

That the quartet reflects a 
happy state of mind is not dif¬ 
ficult to understand; that it 
abounds with melody perhaps 
needs a little explaining. It 
was a time when Korngold 
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