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SALOMON JADASSOHN: Piano Trios Nos. 1–3

by Malcolm MacDonald

Salomon Jadassohn’s name is moderately familiar to musicologists, but only because he was 
an important teacher, many of whose students went on to make a considerable reputation 
for themselves: the roll-call includes Albéniz, Alfano, Bortkiewicz, Busoni, Chadwick, 
Čiurlionis, Delius, Fibich, Grieg, Kajanus, Karg-Elert, Reznicek, Georg Schumann, Sinding 
and Weingartner. Until recently Jadassohn’s own music has been virtually ignored, but it is 
beginning to emerge from the shadows. "e three piano trios on this disc are not among 
the most important essays in the genre to emerge from nineteenth-century Germany, but 
they are full of highly enjoyable music, written to give pleasure, while being economically 
constructed with considerable skill and ingenuity.
 Jadassohn was born into a Jewish family in Breslau, the capital of the Prussian province 
of Silesia (now Wrocław in Poland), on 13 August 1831 and enrolled in the Leipzig 
Conservatorium in 1848, where his composition teachers were Moritz Hauptmann, 
Ernst Richter and Julius Rietz. He studied piano, moreover, with Beethoven’s friend and 
protégé Ignaz Moscheles. From 1849 to 1851, by contrast, and to the disquiet of some of his 
teachers, Jadassohn also became a private pupil of Franz Liszt in Weimar. He spent most 
of his subsequent career teaching in Leipzig. As a Jew, he was unable to apply for any of 
the Leipzig church-music posts that were open to other graduates from the Conservatory; 
instead, he worked for a synagogue and supported himself otherwise mainly as a teacher of 
piano. From 1866 he conducted a choral society, ‘Psalterion’, and took charge of the Euterpe 
Concerts from 1867 to 1869. In 1871 he quali$ed for a position at the Conservatory, and 
was appointed a teacher of theory, composition and instrumentation there; his status was 
eventually upgraded to Royal Professor in 1893. He died in Leipzig on 1 February 1902, 
aged 71. Personally popular, he was known to his friends and students as a joker and lover 
of paradox. His fellow-professor Alfred Richter, in his book Aus Leipzigs Musikalischer
Glanzzeit (19131) paints an a%ectionate picture of Jadassohn and asserts that an entire book 
could easily be $lled with his sayings, and what others said about him. 

1. "ough $rst published, by Lehmstedt Verlag, Leipzig, in 2004. Richer writes about Jadassohn on p. 381.
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 Jadassohn’s renown as a teacher was reinforced by the large number of pedagogical books 
he wrote, including a study of canon and fugue (1884), one on the art of modulation (1890), 
on Bach’s Art of Fugue (1899) and his St Matthew Passion (1899). His book on harmony (1883) 
was widely used, if one can judge from the fact that it was translated into English, Dutch, Italian 
and French; that on counterpoint (1884) was issued also in French and Italian editions. But 
Jadassohn’s own works found only modest appreciation in his lifetime, and a'er his death his 
compositions fell into neglect. Perhaps because he was regarded as too much of an academic, 
the common critical opinion – well-deserved, but also back-handed as a term of praise – was 
that his works were ‘solidly cra'ed’. Partly, too, he seems to have been overshadowed by 
his colleague Carl Reinecke, Leipzig’s foremost musical personality as composer, educator 
and conductor during Jadassohn’s maturity. Some writers have also asserted that Jadassohn 
was disadvantaged by the institutionalised anti-semitism of professional life in Germany. 
Certainly, in contrast to the relatively tolerant atmosphere prevalent in Jadassohn’s youth, the 
later nineteenth century was a period of increasing anti-semitism, partly fuelled by racially 
based ideas of German nationalism. "is tendency reached its climax, of course, under 
the "ird Reich, when the performance of the music of Jewish composers – Jadassohn 
included – was entirely proscribed. At all events, from a profound neglect that doubtless had 
several causes, his œuvre has only recently begun to be revived. 
 He was in fact a proli$c composer: his output included four symphonies, four orchestral 
serenades, two piano concertos,2 orchestral overtures, a Konzertstück for (ute and orchestra, 
three piano quintets, three piano quartets, four string quartets, a sextet, $ve piano trios,3 piano 
music, and several large-scale works for chorus and orchestra. Although these were his ‘o)cial’ 
compositions, Jadassohn contrived to lead a double creative life, writing a large number of 
salon pieces which were published by the $rm of C. F. Peters under the alias of ‘Avenel’. If such 
moonlighting seems unexpected in a distinguished pianist-composer-scholar, it probably 

2. Both the Jadassohn piano concertos, Op. 89 in C minor and Op. 90 in F minor, were recorded by Markus Becker and the 
Rundfunk-Sinfonie Orchester Berlin conducted by Michael Sanderling in January 2008 and released, together with the Draeseke 
Piano Concerto in E (at major, Op. 36, on Hyperion CDA67636 in March 2009.
3. Jadassohn’s Piano Trio No. 4 in C minor, Op. 85, Piano Quartet No. 1 in C minor, Op. 77, and Piano Quintet No. 3 in G minor, 
Op. 126, were released on the Italian label Real Sound RS 051-0036 in 2002; the performers were Birgitta Wollenweber, piano; 
Matthias Wollong and Jörg Fassmann, violins; Hartmut Rohde, viola; and Michael Sanderling, cello. 



     4

indicates that there is much more to Jadassohn than has met the eye of history. Certainly 
on the surface the general stance of his music is conservative; but in fact he synthesised 
several contrasting trends in a way that makes it quite individual. Although he composed 
on a generally post-Classical, somewhat Mendelssohnian basis, his partiality for the ‘New 
German’ school of Liszt and Wagner led him to treat the classical forms with a certain 
freedom and (uidity (which is evident, for example, in his piano concertos). He combined 
this formal resorcefulness with a mastery of the strict contrapuntal devices of the Baroque 
and pre-Baroque eras that almost always guarantees interest and substance of texture. 
Moreover, he used these devices, conventionally considered dryly academic, with notable 
freedom and humour. It was remarked – for example, by Jadassohn’s colleague at the Leipzig 
Conservatory, the musicologist Hermann Kretzschmar – that his orchestral serenades were 
a virtual compendium of how canonic forms and textures might be used to produce music 
of melli(uous suavity, lyricism and wit: one of them is entirely in canon.4 Kretzschmar terms 
Jadassohn, in this respect, a ‘follower of Grimm’. He must mean Brahms’ close friend Julius 
Otto Grimm (1827–1903), who would have been a contemporary of Jadassohn when they 
were both students in Leipzig, and who composed a Suite in Canon-Form for string orchestra, 
his Op. 10.5 
 Jadassohn’s Piano Trios are not notably canonic in their fabric, but they certainly yield 
rich evidence of the lighter side, even perhaps the social skills, of their composer, most of 
all the Piano Trio No. 1 in F major, Op. 16, a work of determinedly sunny disposition. 
Written in 1858, it was published the following year with a dedication ‘à son ami Charles 
Dawido% ’ – none other than the celebrated Russian-Jewish cellist Karl Davydov (1838–89) 
who had become $rst cellist in the Leipzig Gewandhaus orchestra and professor at the 
Conservatory until he departed in 1862 to take up a similar post in St Petersburg. "is 
F major Trio is hardly a work of emotional profundity – indeed, it seems sedulously to avoid 
it – but it has immense charm. Not technically di)cult, it seems admirably adapted for 
playing by amateurs, which was perhaps Jadassohn’s intention.

4. Richter, op. cit., p. 381. "ree of Jadassohn’s Serenades, including the Serenade in Four Canons in G minor, Op. 42, are collected 
in a single-volume score available from Musikproduction Jurgen Ho(ich, Munich (www.musikmph.de).

5. It was Grimm who preserved the manuscripts of Brahms’s un$nished Mass in canon-form, the so-called Missa Canonica.
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 "e long-spanned, beautifully balanced opening theme on violin and cello may sound 

perfectly Mendelssohnian, but Jadassohn gives it a modulatory swerve of his own in the 

middle. A leggiero con dolcezza transitional idea plays with repeated-note patterns, then grows 

an espressivo tail-piece and turns out not to be transitional at all but the basis of the second 

subject. Jadassohn directs that the exposition should be repeated (as in this recording). "e 

second subject brings lightly tripping scales and chattering repeated-note formations which 

are the $rst topic of the development section, but the music soon grows more passionate. 

Jadassohn shows the opening phrase of his $rst subject in a new guise (making it sound 

rather like the $rst subject of the Mendelssohn Octet) and he uses this form to modulate 

excitingly to the start of the recapitulation. "e various ideas are reprised in the textbook 

fashion – the second subject returns in F rather than the C of the exposition, for instance, and 

it is the delicate staccato character of the second subject that dominates the coda. "e whole 

movement has something of the e%ect of a serenade, despite its sonata-form working-out. 

 "e second movement, an A minor Andantino, starts o% as a little strutting march, the 

strings having the tune over a staccato repeated-note accompaniment in the piano. A turn 

to the major brings in a sunny, song-like theme against rippling piano $guration. When the 

march returns some of that $guration contrives to smuggle itself into the piano part, and a 

brief reminiscence of the song brings the movement to an end. 

 Brillante is the marking on the piano part at the start of the Allegro grazioso $nale, and 

its cheerful opening solo shows there need not have been much stylistic distance between 

Jadassohn the professor and Avenel the salon composer a'er all. "e carefree opening theme 

gives way to a skittish pizzicato episode. An unexpected turn to D (at brings a soulful, 

rather sentimental theme on the cello over a pulsing chordal pattern in the piano. Violin 

and cello take it up in rapturous duet, a'er which a dominant preparation on C incorporates 

reminiscences of the $rst theme and a little piano cadenza, before a return to the tonic F and 

a reprise of the opening music, pizzicato episode and all. "e material is developed, always in 

a mood of smiling good humour, in the coda that brings the work to a punctual end.

 "e Piano Trio No. 2 in E major, Op. 20, was written only two years later, in 1860, In fact 

it opens in E minor, and quite a lot of the $rst movement uses the minor mode. "ough the 
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minor is seldom sighted in the other movements, this Trio is in most respects a more ‘serious’ 

work than the F major, laid out on a larger scale, with four movements instead of three, 

wider-ranging in its tonal relations and both more thoughtful and more full-blooded in its 

moods. But it continues to display Jadassohn’s quality as a melodist, as its thematic invention 

is highly attractive throughout. "e $ne opening subject of the $rst movement ful$ls the 

expectations of its Allegro appassionato marking, and its opening four-note motif, with the 

dotted rhythm in the middle, is a germinal cell that Jadassohn uses in various contexts. "e 

salon style comes closer with the second subject, in the relative major (G major) – a tender 

duet for violin and cello, con intimo sentimento, with a passionate extension involving all 

three instruments. Jadassohn unexpectedly moves into a warm E (at major for the beginning 

of the development, returning to his opening subject and then using elements of the second 

subject to raise the emotional temperature until the section climaxes in angry risoluto 

exchanges of the four-note motif between strings and piano, precipitating the return to E minor 

and the recapitulation. "e romantic second subject now appears in E major, and the major 

and minor modes rather battle it out in the energetic, bravura coda. 

 "e slow movement, an E major Andante, Jadassohn labels ‘Romanze’, and it certainly 

evokes sentiments of discreet ardour. It is also disarmingly delightful in its melodic invention. 

A'er a G major central section that maintains the shyly perfumed mood, the reprise of the 

opening theme comes to a brief climax on a repeated dotted-rhythm march-$gure before 

evanescing in rising arpeggios. "e movement as a whole is such a lollipop it could well merit 

performance on its own, perhaps as an encore piece.

 A witty scherzo in A minor follows. At least, Jadassohn calls it a scherzo, but it starts o% 

as a kind of minuet with capriciously leaping string $gures played o% against the plodding 

archaism of the piano part. A contrasting energico idea has more of the character of an over-

enthusiastic country dance. "ere is no trio, though the music moves into A major: the two 

ideas compete in varying forms, the minuet having the $nal word. 
 "e spirited $nale, in a truncated sonata form, gives continuing proof of Jadassohn’s 
fertility in coming up with attractive melodies. "e opening idea is rather martial, a bit 
like a hornpipe with its repeated dotted rhythms and upward-rushing scale passages. A 
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scherzando transitional idea with a faintly oriental-sounding tinge leads to B major and an 
espressivo second-subject tune, announced by the piano, of which Mendelssohn might have 
been proud. "is idea is extended until it ends up in the familiar emotional territory of con 
intimo sentimento. "e transitional idea is used to make a codetta, a'er which a very brief 
development of the $rst subject is all one gets before a fairly orthodox recapitulation where 
the second subject recurs in E major, and the lively coda concerns itself with the caperings 
of the $rst subject.  
 Twenty years were to pass before Jadassohn returned to the genre. His Piano Trio No. 3 

in C minor, Op. 59, dates from 1880. Here the claims of the minor mode – indeed of 
Beethoven’s ‘Fate’ key – are allowed to assert themselves more than in Op. 20, at least in 
the $rst movement; but like Opp. 16 and 20 the work is basically good-humoured. Indeed, 
in these works Jadassohn reminds one of Dr Johnson’s friend, the lawyer Oliver Edwards, 
who told Johnson: ‘You are a philosopher, Dr. Johnson. I have tried too in my time to be a 
philosopher; but, I don’t know how, cheerfulness was always breaking in’.6 "e Op. 59 Trio 
opens philosophically enough, Allegro patetico, with a downward-stalking theme on the 
piano that is taken up by the strings with genuine fervour. An ecclesiastical-sounding, chant-
like transition idea leads to the second subject, a highly expressive string theme over a pedal 
G, turning towards the major, a'er which is heard a livelier codetta-theme in ‘hunting’-style 
triplet rhythms in the relative major (E (at). "e whole exposition, with these four distinct 
ideas, is very concise, and Jadassohn directs it should be repeated (as it is here, of course). 
 When the development sets in, it is with a warm variant of the second subject, passing to 
the triplet rhythms of the codetta theme, which are treated to a strenuous (but sparkling) 
working-out. "e dramatic re-entry of the downward-marching $rst subject, on violin 
and cello in unison against piano arpeggios begins a recapitulation which simultaneously 
continues the development process: everything from the exposition is passed in review, but 
the internal relations are changed. "e second subject reappears in E major, the ‘hunting’ 
music in the horn key of F. "e coda, which could hardly be briefer, is given over to the 
chant-like ecclesiastical theme, ending the movement in sudden laconic shadow As in the 
E major Trio, the slow movement is a ‘Romanze’, this time in G major. "e cello’s expansive 
6. James Boswell, "e Life of Samuel Johnson, LL.D., James Sharpe, London, 1803, p. 308. 

 E major Trio, the slow
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song-like theme, marked con gran espressione, is taken up by the violin and develops into 
a romantic duet. It develops seamlessly, apparently entirely sincere in its protestations of 
undying love, only to (ow without a break into a very dapper Allegretto in E (at that has 
more than a hint of a burlesque march for toy soldiers – Jadassohn the joker is in evidence 
here. "e march has a sprightly trio in B (at in the same tempo, and the reprise leads to an 
entirely good-humoured ending.
 "e $nale, Allegro moderato ma energico, returns us to C minor, and its opening three 
notes, C–D–E (at, outlining the minor third, becomes a much-reiterated motif. But in spite of 
the marching crotchets in the le' hand of the piano, the mood is more sardonic than serious. 
A contrasting, rather Russian-sounding theme in G minor, marked dolente espress., injects 
a little pathos into the proceedings. "e $rst theme, and especially its staccato crotchets, is 
then developed, marching up and down, a'er which comes an orthodox recapitulation – the 
dolente theme in C minor – and a brief Presto coda to round things o%. Rather surprisingly, 
Jadassohn does not succumb to any temptation to end in C major, but the closing bars are 
more vivacious than grim. 

© Malcolm MacDonald 

Malcolm MacDonald is the author of "e Symphonies of Havergal Brian (three vols., Kahn 
& Averill, London, 1974, 1978 and 1983) and the editor of the !rst two volumes of Havergal 
Brian on Music (Toccata Press, London, 1985 and 2009); further volumes are in preparation. 
His other writings include books on Brahms, Foulds, Schoenberg, Ronald Stevenson and Edgard 
Varèse.
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"e Syrius Trio – Elizabeth Cooney, violin, Jane O’Hara, cello, and Bobby Chen, piano – was 
formed in 2006. It was awarded a place on Music Network Ireland’s Young Musicwide Scheme in 
that year and has since performed extensively in Ireland and abroad. Highlights in the past three 
years have included the presentation of an all-Shostakovich programme at the Weill Hall in New 
York, a London debut at Conway Hall, and performances at the Musica Nova Festival in Brazil 
where the Trio performed the works of contemporary Irish composers, including Ben Dwyer who 
was commissioned to compose a work for the Trio by Music Network. "is CD for Toccata Classics 
is the Trio’s $rst.

Violinist Elizabeth Cooney is equally at home in the world of chamber music and as a soloist, 
playing works ranging from classical to contemporary. She has performed as soloist with a number 
of European orchestras, with conductors Alexander Anissimov, Paavo Järvi, Shlomo Mintz, 
Howard Shelley, Valdimir Altschuler and Laurent Wagner, and is a regular soloist with the National 
Symphony Orchestra and the Ulster Orchestra in Ireland. 
 Studies with Adrian Petcu at the Cork School of Music were followed by a scholarship which 
took her to the Royal College of Music, London, to study with Itzhak Rashkovsky; there Elizabeth 
subsequently held both the Mills Williams and the Phoebe Benham Junior Fellowships for two 
years. "e ‘Rising Star’ of the National Concert Hall of Ireland in 2006, she is laureate of numerous 
international violin competitions, and has played with many distinguished partners in the West 
Cork Chamber Music Festival, the Wigmore Hall, the Royal Festival Hall, Victoria Hall, Geneva and 
the Weill Recital Hall at Carnegie in New York. She recently undertook a chamber-music tour of 
Japan and has released her own debut solo disc of works by Brahms, Schumann and Wieniawski. She 
performs on a violin by Matteo Go%riller, Venice, 1700. Elizabeth has premiered works by Valentyn 
Silvestrov, Alexander Knaifel, Mark Anthony Turnage and Greg Ca%rey. 

Jane Cords-O’Hara, cello, is based in New York and Ireland. She has performed extensively in 
Ireland, the UK, Europe and the United States. In 2006, she made her New York recital debut at 
Carnegie’s Weill Recital Hall. She was the 2004–5 Performing Arts Foundation Artist-in–Residence 
at International House, New York. She is a member of "e Knights, a chamber orchestra which was 
recently invited to join the artist roster at Opus 3 Artists. In 2009, they recorded two albums on 
the Sony Classical label and performed the opening concert at the Dresden Musikfestspiele; other 
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festival appearances include Stillwater, Ravinia and Caramoor. 
 Jane is the cellist of the Caravel Quartet, which enjoys a residency at the Museum of Biblical Art 
in New York City, and also plays regularly with SONYC (String Orchestra of New York City) and the 
Tarab Cello Ensemble. She was one of three cellists selected to play with Yo Yo Ma and "e Silk Road 
Ensemble in Carnegie’s Tradition and Innovation workshop, which culminated in $ve performances 
at Ozawa Hall, Tanglewood, and Carnegie’s Zankel Hall. 
 Jane received her Masters Degree at Mannes College of Music, New York, where she studied with 
Timothy Eddy. She currently resides in Brooklyn, and makes frequent trips to Europe to play with 
the Syrius Trio.

Bobby Chen, piano, has performed as soloist under the conductors Matthias Bamert, Maximiliano 
Valdés, Lan Shui, Sir Neville Marriner, Lord Menuhin and Pierre-André Valade; the orchestras with 
which he has appeared include "e Academy of St Martin-in-the-Fields, the London Sinfonietta, 
Warsaw Sinfonia, Singapore Symphony Orchestra and Malaysian Philharmonic Orchestra. 
 A graduate of the Yehudi Menuhin School and the Royal Academy of Music, where he studied 
with Ruth Nye and Hamish Milne, Bobby has made three solo appearances at the Wigmore 
Hall, and performed at the Fazioli Concert Hall, Sacile, Italy, the Forbidden City Concert Hall in 
Beijing, the National Concert Hall in Dublin, the Cadogan Hall and Purcell Room in London, the 
Victoria Concert Hall in Singapore and Dewan Petronas in Kuala Lumpur. He has also played in 
the  Proko$ev Festival in the South Bank Centre, London, the "ree Choirs’ Festival in Worcester, 
Lidköping Music Festival in Sweden and broadcast for Radio Television Hong Kong and Pianoforte 
Chicago (USA). He had the honour of representing Malaysia for the 27th Annual Federation of 
Asian Cultural Promotion (FACP) Conference, 2009. His six commercial recordings include two 
solo CDs for Jaques Samuel Recordings, a recording for Cello Classics with Leonid Gorokhov, a 
solo-piano disc for SOMM Recordings, a piano trio CD for Illuminate Records and this disc for 
Toccata Classics.
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Antonín Dvořák has long been known as one of music’s supreme melodists, but his songs 
have not made quite the headway of his best-known works. Now 30 of them are given a 
new lease of life in transcriptions for violin and viola and piano by his great-grandson, 
Josef Suk – the viola pieces performed here on Dvořák’s own instrument, restored 
especially for this recording. With Josef Suk joined here by Vladimir Ashkenazy, 
this disc o%ers two of the world’s greatest musicians playing – together for the $rst 
time – some of its most beautiful music, in versions never heard before.
TOCC 0100                                                                                     FIRST RECORDINGS

Ferdinand "ieriot (1836–1919) was, like Johannes Brahms, a student of Eduard 
Marxsen in Hamburg. Brahms remained a friend in later years – and indeed 
"ieriot’s music has a Brahmsian warmth and richness. His music, the chamber works 
especially, was popular during his own lifetime but since his death in 1919 it has been 
totally forgotten – not least because the archives containing his manuscripts were 
taken to Leningrad a'er the Second World War. It is time to rediscover this generous 
and big-hearted music, which over(ows with memorable melodies.
TOCC 0080                                                                                     FIRST RECORDINGS

"e music of the German composer Friedrich Gernsheim (1839–1916) is gradually 
beginning to emerge in recordings, revealing him as one of the $nest composers of 
his age. His two piano quintets are tightly constructed, powerfully argued and full 
of rhythmic energy, and also abound with memorable tunes. "ey are, in fact, both 
masterpieces, among the very best of German Romantic chamber music, ranking 
alongside the Brahms and Schumann works.
TOCC 0099                                                                                     FIRST RECORDINGS

Arthur Hartmann (1881–1956) was a Philadelphia-born violinist and composer – though 
he claimed he came from Hungary – whose Kreisler-like salon miniatures for violin 
and piano were once the toast of violinists everywhere. He was also a close friend of 
Debussy, a number of whose piano pieces he transcribed, performing them in Paris 
with the composer. "is $rst recording of Hartmann’s charming pieces restores a 
forgotten but immediately attractive corner of the violin repertoire.
TOCC 0089                                                               INCLUDES FIRST RECORDINGS

Romantic Chamber Music on Toccata Classics
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Salomon Jadassohn (1831–1902) is best remembered as a much-revered teacher at the Leipzig 

Conservatoire: his students included Busoni, Delius and Grieg; he himself studied with Liszt. 

Jadassohn’s own compositions, roundly forgotten for a hundred years, are only now beginning

to attract attention. As these three trios demonstrate, they are central to the German Romantic 

tradition, with something of Schumann’s melodic inspiration, the spontaneity of Schubert 

and Mendelssohn’s classicising elegance, fused together with Jadassohn’s own impeccable 

craftsmanship – and a gentle sense of humour.

SALOMON JADASSOHN Piano Trios Nos. 1–3

No. 1 in F major, Op. 16 (1858)       19:45      No. 3 in C minor, Op. 59 (1880)                          20:13      

 1   I.     Allegro tranquillo                                      8:44       8   I.     Allegro patetico                                               9:28

 2   II.    Andantino                            3:53       9   II.    Romanze: Andante tranquillo – 

 3   III.  Allegro grazioso                                        7:08                     Allegro grazioso – L’istesso tempo                7:08

                           10  III.   Allegro moderato ma energico                       3:37

No. 2 in E major, Op. 20 (1860)       21:51                                                                                     
TT 62:02

 4   I.     Allegro appassionato                           8:48

 5   II.   Romanze: Andante           3:41

 6   III.  Scherzo: Allegretto molto moderato         4:00

 7   IV.   Allegro con brio          5:22

Syrius Trio
Elizabeth Cooney, violin
Jane Cords-O’Hara, cello
Bobby Chen, piano

FIRST RECORDINGS

With support from Music Network 

www.musicnetwork.ie
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