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1. The Music-Historian’s Perspective
by Peter Tregear

Ernst Krenek might be most commonly known today as a composer of operas, but he was also 
prolific across many instrumental genres. The piano in particular served as a principal medium 
of musical expression and experimentation throughout his long compositional life. 

Born in Vienna in 1900, Krenek had grown up in the fading days of the Austro-Hungarian 
empire, and, as befitted the child of a middle-ranked officer in the Austro-Hungarian Army, he 
had received piano lessons from a young age. He demonstrated an early, and prodigious, talent 
for the instrument and compositions for it soon followed. A draft score for a piano concerto and 
a suite for piano led to his successful audition for a place in Franz Schreker’s composition class 
at the Imperial Academy of Music in Vienna.

Any chance that his interests in the piano might be circumscribed by Viennese tradition 
ended with Austria’s defeat in the First World War and the political, economic, cultural and 
humanitarian crises that followed. Although Krenek’s direct experience of war was mercifully 
brief and some distance from the front-line, it – and the revolutionary turmoil which followed – 
was enough to undermine faith he otherwise might have had had in the validity of the old social 
and aesthetic orders. 

For his older compatriot, Arnold Schoenberg, the search for new forms of musical 
expression led to the ‘discovery’ (as he termed it) of the twelve-tone technique. But Krenek was 
less confident that a way of securing the continuing centrality of Austro-German music would 
be so clear-cut. Rather than simply replacing one set of compositional rules with another, he 
became interested in exploring the very nature of the boundary between order and freedom in 
music. When, in the early 1930s, he adopted Schoenberg’s methods, he did so in the spirit more 
of an explorer than as a proselytiser. 

Krenek was also soon experiencing cultures and attitudes very different from the Vienna of 
his childhood. Schreker’s move to Berlin in 1920 enabled Krenek to come into contact not only 
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with the culture of that vibrant post-War metropolis but also to befriend the composer-pianists 
Artur Schnabel, Eduard Erdmann and Ferruccio Busoni. 

By Krenek’s own admission1 the influence of Erdmann was to be the most significant. Erdmann 
encouraged Krenek to respond to questions of musical value abstracted from any poetic intent, 
and to concentrate first and foremost on the balancing of musical phrases and the coordination 
of harmony and metre. It was Erdmann who suggested to Krenek that his First Piano Concerto 
should be in a tonal idiom, and Erdmann was to be the soloist at its premiere in December 1923 
under Herman Scherchen. Its success had a decisive impact on Krenek’s development, since it led 
the Swiss businessman and philanthropist Werner Reinhart to invite Krenek to live in Zurich – a 
change of scene that in turn led to the composition of Krenek’s most famous work, the opera Jonny 
spielt auf. 

His Second Piano Concerto, composed in 1937, has its origins in an invitation from the 
Concertgebouw in Amsterdam to compose a work for its fiftieth-anniversary celebrations. It 
received its first performance there in March 1938 with Krenek at the keyboard under the direction 
of Bruno Walter. The following year the Concerto received further performances in Zurich, Lugano 
and Helsinki. Krenek had by this time made a decisive turn towards the twelve-tone technique, but 
his explorations were never to become as obsessively concerned with the total control of musical 
material, or the desire to remove all references to tonal conventions, that was to characterise works 
by leading composers of the post-Second World War generation. Nevertheless, his decision was to 
have considerable consequence, and not only in terms of his music. Krenek was now deliberately 
positioning his art, and thus himself, in opposition to the growing oppressive influence of Nazism 
and Nazi-inspired cultural policies across Austria and Germany. Indeed, the premiere of Krenek’s 
Second Concerto  coincided with Austria’s annexation into Nazi Germany. Having been considered 
for many years a ‘degenerate’ composer by the Third Reich, and having made his own opposition to 
its social and political programmes very clear, Krenek realised his personal safety was now at risk 
and he decided to emigrate to America. 

In spite of the initial cultural shock, he remained prolifically active as a composer, although 
now a much less well-known one. His main form of employment became the teaching of music 
1 Krenek, memoirs, published in German as Im Atem der Zeit: Erinnerungen an die Moderne, trans. Friedrich Saathen & Sabine 
Schulte, Braumüller Literaturverlag, Vienna, 1998, p. 240. Krenek’s original English text is in preparation from Toccata Press.
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theory and composition and he was to hold a series of university positions across the United 
States. From 1942 to 1947 he was a professor and head of the Department of Music at Hamline 
University in St Paul, Minnesota, and there he came to the attention of the conductor of the 
Minneapolis Symphony Orchestra, Dimitri Mitropoulos, who was subsequently to become one of 
his most ardent champions and closest friends. It was for Mitropoulos that Krenek composed the 
Third Piano Concerto. Mitropoulos premiered the work in Minneapolis on 22 November 1946, 
conducting from the keyboard. 

Eventually, the relative isolation and the cooler climate of Minnesota convinced Krenek to 
move further west, to California, where he was to spend the rest of his life. There, as well as teaching, 
he furthered his experiments with compositional techniques and materials. Krenek died in 1991 
in Palm Springs, never having regained the fame as a composer he had enjoyed in his twenties. His 
active years as a composer, however, almost perfectly match what his compatriot and fellow-exile 
Eric Hobsbawm would come to describe as The Age of Extremes (1914–91). Contradiction, rupture 
and irony were not only qualities to be found in his music: they were qualities of the times, no 
less. Today it can be seen more clearly that the diversity of his compositional output reflects the 
tumultuous age in which he lived. For that reason, and for the quality of the music itself, Krenek is 
increasingly recognised as one of the towering figures of twentieth-century music.

© Peter Tregear, 2016

Peter Tregear is a teaching fellow at Royal Holloway University of London. He has conducted several 
UK premieres of Weimar-era works, including Max Brand’s opera Maschinist Hopkins at the Queen 
Elizabeth Hall in 2001, and Krenek’s Schwergewicht in Cambridge in 2004. He is a member of the 
Advisory Board of the Ernst Krenek Institut in Krems and a committee member of the International 
Centre for Suppressed Music, London. He is the author of Ernst Krenek and the Politics of Musical 
Style (Scarecrow Press, Lanham (Maryland), 2013).
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2. The Conductor’s Perspective
by Kenneth Woods

It’s hard to imagine any figure whose life and career sat closer to the epicentre of twentieth-century 
musical history, nor a composer whose music has moved further to the periphery of the repertoire, 
than Ernst Krenek. He was a composer who wrote an astonishing amount of music in almost every 
genre, an important and insightful author, a gifted librettist and an influential teacher. In the course 
of his long career, his music went through a number of striking stylistic transformations, and a 
casual listener to this CD might even find it hard to believe that these three concertos, which create 
such radically different sound worlds, are all by the same person. Who was this prolific chameleon 
of a composer?

In fact, on paper, these three works look more unified than they might first sound. Krenek’s 
profound and seemingly effortless craftsmanship, his love of counterpoint and development, and 
his concern for structural unity are apparent in all three scores. All three works display formidable 
fugal writing and sharply focused use of motivic development and transformation. These three 
concerti are all cyclically structured, and all end with a restatement of the opening material that 
seems to sum up the essence of the work. In the case of the First Concerto, the work begins and 
ends in quiet, almost improvisational-sounding contemplation. Somehow, when the opening of the 
work re-emerges in the closing pages of the finale it creates for me the impression of the whole work 
as dreamscape, the orchestra dissolving back into the semi-conscious mists from which it emerged. 
In the altogether darker Second Concerto, the celestial tones of the solo violins which open the 
work seem somehow cruelly undermined by the quirky, dissonant march which underpins their 
return at the very end of the piece: it evokes a final, rueful commentary on a potent but bleak 
musical journey. Finally, in the Third Concerto, the most obviously public and virtuosic of these 
three works, the opening material returns with a triumphant swagger, driving home an ending that 
is a tour de force for both composer and performers. 

These three works also show Krenek as a master of musical colour with a hugely diverse 
palette. One of the most striking features of the First Concerto is Krenek’s use of an orchestra of 
Mozartian proportions: double woodwinds and horns, a single trumpet and a small string section 
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provide all the tools he needs to sculpt a richly varied soundscape. The First Concerto shows 
Krenek’s astonishing harmonic resourcefulness – it is a work simply overflowing with magic chords 
and special notes (you’ll see what I mean), and it is largely through this wide-ranging harmonic 
vocabulary that Krenek achieves such a breadth of colour with limited forces. 

The Bergian Second Piano Concerto is an austere work that marks a decisive change from 
the First Concerto in Krenek’s approach to colour. Working in a twelve-tone idiom, he no longer 
has access to the rich variety of consonance and dissonance and the keenly judged hierarchy of 
harmonic structure which gives the First Concerto its sense of wonder and discovery. Instead, he 
creates a nocturnal musical world of shadows, moonlight and cobwebs, using a huge orchestra with 
an incredible range of textures, effects, timbres and dynamics. Written shortly after Berg’s death in 
1935, this remarkable work, with its dissonant echoes of late Mahler and decrepit reminiscences of 
The Blue Danube, is just the sort of essay in decay and despair that Berg would have surely loved.

In the Third Concerto, Krenek works within a very rigorous coloristic framework, each section 
of the work pairing the piano with a single section of the orchestra: first, the brass and timpani 
unleash a storm of energy 10 , then the strings take over with a lamenting fugue 11  followed by 
a biting and somewhat Stravinskyan scherzo for woodwinds and piano 12 . Finally, Krenek uses 
piano, percussion and harp as a team 13  before the whole orchestra joins together for the first and 
only time in the fugal finale 14 . Such a scheme could easily sound either contrived or squarely 
pedagogical, like a concertante version of Britten’s Young Person’s Guide, but the Third Concerto is 
instead the work most clearly ‘for the audience’ of the three. Krenek is so clever and subtle in the 
way he links the sections of the Third Concerto that the piece has a fantastic and unpredictable 
sense of flow and surprise from beginning to end.

Krenek’s sense of caprice and humour is apparent in moments of irony and wit across all 
three pieces. In the penultimate section of the Third Concerto 13 , the dialogue between piano 
and harp takes a humorous turn when the pianist abandons the keyboard halfway through in 
order to turn the inside of the piano into a second harp. It’s a moment that shows Krenek using 
extended instrumental techniques with an almost post-modern sense of irony. The First Concerto 
takes a rather bizarre turn at the beginning of the finale 4  when, after much echt-Romantic 
brooding in the slow movement, the solo piano suddenly launches into a Tempo di Menuetto that 
dispenses, momentarily, with all the emotional subtlety and intensity that has been the territory 
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of the Concerto for the first 747 bars in exchange for something that sounds uncomfortably like 
a drinking song. One can’t help but wonder if the composer has lost the plot at this point, but 
Krenek proceeds to develop from this rather unpromising theme a movement of big emotions and 
powerful ideas, opening out at last into the great exhalation of the coda with an ending as personal 
and touching and understated as one could ever hope to hear. Even the seductively morbid Second 
Concerto sees Krenek repeatedly using humour to knock the listener off guard, particularly in the 
last movement 9  with its seemingly anachronistic castanets and repeated musical hiccups. 

He’s also a composer who sees no problem with tearing up the musical rulebook from time to 
time when he wants to make an important structural or emotional point. The tipsy and harmonically 
pure, even simplistic, F sharp major opening of the Tempo di Menuetto of the First Concerto 4  
mirrors a similarly harmonically monochromatic passage in F sharp minor at the end of the first 
movement 2 , a moment which dissolves into the F sharp pedal point which underpins virtually 
the whole ensuing Adagio. These two strictly diatonic passages framing the almost static Adagio 3  
feel almost shockingly out of character for such a quintessentially Austro-German concerto, one 
that everywhere else positively oozes supple changes of harmony, but it also creates an unmissable 
pair of structural focal points which frame the entire Concerto.

At the beginning of this project, I asked the orchestra for a show of hands from those who had 
played Krenek’s music before. Only two were raised – a devastating indictment on the lamentable 
narrowness of the modern orchestral repertoire. Throughout the recording process, it was wonderful 
to witness the sense of discovery among my colleagues as they got to know these remarkable pieces. 
It is music that strikes exactly the right balance between challenging and rewarding the performers 
and our listeners. All three works are also splendidly effective virtuoso display vehicles, and Mikhail 
Korzhev’s faultless pianism and cultivated musicianship made the process of bringing these three 
lost concertos back to life a joyous voyage of discovery from beginning to end.

© Kenneth Woods, 2016
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3. The Pianist’s Perspective
by Mikhail Korzhev

Ernst Krenek’s First, Second and Third Piano Concertos are among his finest and most important 
compositions. Yet to this day these masterpieces haven’t had the attention they deserve, and I hope 
that this recording will help popularise them.

The First and Second Concertos (which coincidentally have symmetrical opus numbers:  
18 and 81) are in effect the virtual ‘book-ends’ of Krenek’s European period which ended with his 
emigration to the USA in 1938. There is a dramatic divergence in their musical language: the First 
Concerto, dating from 1923 is tonal (indeed, it is labelled Concerto in F sharp major in the original 
edition), and the Second Piano Concerto, written fourteen years later, is in a strictly twelve-tone 
style. But one can sense the hand of the same creator, revealed in clearly recognisable similar 
sonorities used within a tonal context in the First Concerto and in an atonal, dodecaphonic one 
in the Second.

Likewise they exhibit some subtle similarities of formal design: both works begin with an 
extensive slow introduction 1  5 , which is not a very common structural feature among piano 
concertos (the Liszt Second and Tchaikovsky First Concertos being notable exceptions). Similarly, 
both concertos end quietly, dissolving into silence rather than having a noisy climactic ending so 
typical of the genre. 

Stylistically, the First Concerto is more of a post-Romantic rather than a ‘modern’ piece that 
develops the late-Romantic model of a one-movement concerto, consisting of several contrasting 
sections. (Besides the Liszt Second Concerto, Fauré’s Ballade for Piano and Orchestra – in the 
same key of F sharp major – comes to mind.) Yet its harmonic language is intensely chromatic, 
sometimes bordering on an atonality that foreshadows Krenek’s further evolution as a composer. 

The Second Concerto displays Krenek’s virtuosic handling of twelve-tone technique. What is 
especially remarkable is that, as Krenek himself recalls in his autobiography,1 the main twelve-tone 
row of the first movement was derived from the main theme that had been composed before he had 
decided that the whole concerto was to be dodecaphonic. 

1 Im Atem der Zeit, p. 952.
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This Second Piano Concerto happened to be Krenek’s last major composition written before he 
had to flee Austria. Its music is permeated with nostalgic longing for the ‘old world’ he was about 
to lose. At the same time it is full of dreadful premonitions.

Krenek wrote his Third Piano Concerto, Op. 107, in 1946 at the request of and for Dmitri 
Mitropoulos, who performed it at his inaugural concert as a new conductor of the New York 
Philharmonic, playing the solo part and conducting it from the piano. As a result, it is as much of a 
showcase for the orchestra as it is for piano, where the soloist is engaged in a virtuosic competition 
with different orchestral groups in each brief section of the concerto. It is perhaps the most extravert 
of all of Krenek’s piano concertos.

In spite of their obvious musical merits and brilliant, idiomatic writing for piano these 
wonderful compositions still have to find a way to and to become known to broader audiences. It is 
amazing that, for example, Krenek’s First Piano Concerto had to wait for 92 years since its premiere 
for this first recording! I hope that the recordings of all three concertos will help establish them 
in the standard twentieth-century concerto repertoire alongside the piano concertos by Bartók, 
Prokofiev, Shostakovich and Schoenberg, which is where they truly deserve to be.

This recording is the product of a very happy collaboration with a wonderful team: Kenneth 
Woods and the English Symphony Orchestra, Michael Haas and Ben Connellan – and I would like 
to thank them all for their support, professionalism and dedication to the project. Finally, very 
special thanks go to Gladys Nordenstrom Krenek, the composer’s widow, without whose generous 
support this project would not have been realised, as well as to Antje Müller from the Ernst Krenek 
Institut in Krems, Lower Austria.

© Mikhail Korzhev, 2016
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Mikhail Korzhev, a pianist who ‘projects strength, atmosphere and 
the ability to untangle even the knottiest passages’ (International 
Record Review), is equally active as a solo recitalist, a chamber 
musician and an orchestral soloist. He has worked with a number 
of distinguished conductors, among them Sergiu Commissiona 
and Carlo Ponti Jr; his chamber partners have included soloists 
of the Russian National Orchestra, the Mladi Chamber Orchestra, 
the Lyris String Quartet and members of the St Petersburg and 
Tokyo String Quartets. His collaborative work has been highly 
appreciated by Eugenia Zukerman, Richard Stolzman, Oleh Krysa 
and other noted musicians. Korzhev’s performances received a high 
critical acclaim from the American and European press. Momento Sera in Rome felt that ‘The 
young Russian pianist […] displayed a notable technical mastery which allowed for passionate 
moments of ardent lyricism as well as wonderful purity and fluency’, and The Salt Lake Tribune 
that ‘Korzhev belongs to that exclusive club of super musicians’, that ‘he already performs like a 
keyboard legend’ and that ‘he is a major talent’.

His particular interest in contemporary music led him to participate in the Virginia Waring 
International Piano Competition in 2005, which had an emphasis on the music of Ernst Krenek. 
As a winner of that competition in September 2006 Korzhev gave a recital in the Konzerthaus 
in Vienna, about which the Wiener Zeitung wrote: ‘Korzhev obviously has much affection for 
Krenek’s personal style, thanks to which the listener experiences the dramatic qualities of the 
work’. Following the success of his Vienna debut Korzhev recorded a CD of Krenek’s piano 
music, released by Phoenix Edition/Naxos Records in 2008 that became an instant top-seller 
and received very enthusiastic reviews.

Mikhail Korzhev’s second CD recording featured compositions for piano solo as well 
as works for violin and piano (with Alyssa Park) by the prominent Anglo-Dutch composer 
Gerard Schurmann and was released by Toccata Classics in 2012 on tocc 0133. In the same 
year a very different recording project came out: a compilation of 40 classical standards for the 
online music library Megatrax. Another Schurmann CD – this one a collection of chamber 
works, with the cellist Clive Greensmith and clarinettist Håkan Rosengren – was released in 
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spring 2014 on Toccata Classics tocc 0220. A new recording project with the Lyris String Quartet 
presenting the two Schurmann piano quartets and two violin works is currently under way and will 
be released on Toccata Classics tocc 0336.

Mikhail combines his performing career with teaching. He has served on the faculties 
of University of Southern California, Chapman University and currently is on the faculty of 
California State University at Fullerton. Since 2008 he has been a faculty member at Beverly Hills 
International Music Festival, and in summer 2009 he taught a summer course at the Bosendorfer 
Piano Academy in Vienna. He holds a doctorate in piano performance from University of Southern 
California, where he studied with Daniel Pollack. His previous teachers include Alexander Satz and 
Vera Khoroshina at Moscow Conservatoire College.

Hailed by Gramophone as a ‘symphonic conductor of stature’, the 
conductor, cellist, composer and author Kenneth Woods has worked 
with the National Symphony Orchestra (USA), Royal Philharmonic, 
Cincinnati Symphony, BBC National Orchestra of Wales, Budapest 
Festival Orchestra, Royal Northern Sinfonia and English Chamber 
Orchestra. He has also appeared on the stages of some of the world’s 
leading music festivals, such as Aspen, Scotia and Lucerne. In 2013, he 
took up a new position as Artistic Director and Principal Conductor of 
the English Symphony Orchestra, succeeding Vernon Handley. In 2015 
he was made the second Artistic Director of the Colorado MahlerFest, 
the only American organisation other than the New York Philharmonic to receive the Gold Medal 
of the International Gustav Mahler Society.

Kenneth Woods was appointed Principal Guest Conductor of the Stratford-upon-Avon- 
based Orchestra of the Swan in 2010, and during his tenure he lifted the orchestra to new-found 
international acclaim through a triumphant series of concerts, broadcasts and recordings. He and 
the orchestra recorded the first complete cycle of the symphonies of the Austrian-born composer 
Hans Gál, paired with those of Robert Schumann, for Avie Records. This series has been among 
the most widely praised classical recording projects in recent years, highlighted in National Public 
Radio’s All Things Considered, Performance Today, BBC Radio 3, the Sunday edition of The New 
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York Times, The Sunday Telegraph and The Washington Post; it was also an ‘Editor’s Choice’ in 
Gramophone. Among Kenneth Woods’ other recordings are Schoenberg’s chamber-ensemble 
versions of Das Lied von der Erde and Lieder eines fahrenden Gesellen by Gustav Mahler (for 
SOMM), which won the coveted ‘IRR Outstanding’ rosette from International Record Review; 
and Spring Sounds, Spring Seas (for MSR), a MusicWeb ‘Record of the Year’. CD releases in 2014 
included orchestral music of Philip Sawyers (another MusicWeb Record of the Year) for Nimbus, 
music of Brahms and Schoenberg for SOMM and a disc of new works for violin, cello and narrator 
for Avie. Also in 2014, Avie Records released string trios by Kurtág, Penderecki, Schnittke and 
Weinberg, and Signum released a disc of contemporary trumpet concerti by John McCabe, Robert 
Saxton and Deborah Pritchard, with the trumpeter Simon Desbruslais. His most recent release, 
Hans Gál: The Four Symphonies, recently won the prestigious Diapason d’or in France.

As a cello soloist and chamber musician, Woods has collaborated with members of the Toronto, 
Chicago and Cincinnati Symphony Orchestras, the Minnesota, Gewandhaus and Concertgebouw 
Orchestras and the La Salle, Pro Arte, Tokyo and Audubon Quartets. He is currently cellist of the 
string trio Ensemble Epomeo, with whom he performs regularly in the UK, Europe and the USA.

A widely read author and frequent broadcaster, Woods writes a blog, A View from the Podium, 
which is one of the 25 most popular classical blogs in the world. He has spoken on Mahler on All 
Things Considered for NPR, and at the BBC Proms and the Today Programme of BBC Radio 4. Since 
2014, he has been Honorary Patron of the Hans Gál Society.

The Worcestershire-based English Symphony Orchestra is the international professional orchestra 
of Elgar Country. Founded by the conductor William Boughton as the English String Orchestra in 
1978, it soon earned an international reputation for performances of English music, made over fifty 
recordings and began touring regularly in Europe. Over time, the Orchestra’s repertoire expanded 
to include the full breadth of orchestral music, and the ESO grew to become the English Symphony 
Orchestra. Ever since then, ‘ESO’ has served as an acronym with a dual meaning. Vernon (‘Tod’) 
Handley succeeded William Boughton in 2007 but, sadly, died in September 2008. 

Over the years, the ESO has worked with a distinguished list of instrumentalists, composers 
and conductors, including Daniel Hope, Stephen Isserlis, Nigel Kennedy, Nicholas Maw, Yehudi 
Menuhin and Michael Tippett; Menuhin was appointed the ESO’s Principal Guest Conductor in 



13

1991, and led the orchestra on a number of international tours. Kenneth Woods was appointed as 
the third Principal Conductor in 2013. 

British music has always been a central part of the Orchestra’s mission. Appropriately for 
an orchestra based in Elgar’s home town, the ESO has made many acclaimed recordings of his 
music, and that of other major twentieth-century British composers, including Bridge, Britten, 
Butterworth and Vaughan Williams. The ESO discography also highlights a commitment to the 
music of today; in addition to the notable recordings which grew out of the Orchestra’s affiliation 
with Sir Michael Tippett are recordings of music by Michael and Lennox Berkeley, John Joubert 
and John Metcalfe. The ESO’s discography also includes Baroque masters such as Boyce and 
Handel, and composers as diverse as Respighi, Schnittke, Shostakovich, Sibelius and Strauss. 
Kenneth Woods brings to the ESO a particular grounding in the core central European and Russian 
repertoire alongside a life-long interest in British music, and the composers of his native USA. 
Woods is a noted advocate for the generation of composers killed or exiled during World War II, 
and works by composers including Hans Gál, Viktor Ullmann and Mieczysław Weinberg feature 
prominently in the Orchestra’s current concert offerings and scheduled recordings. 

John McCabe served as the orchestra’s Composer-in-Association from 2013 till his death in 
2015. The ESO then appointed Philip Sawyers as ‘John McCabe Composer-in-Association’. The 
ESO and Kenneth Woods have commissioned a Third Symphony from Philip Sawyers, planned for 
performance in 2016 and to be recorded by the orchestra for Nimbus, and they will be recording a 
number of other works by Sawyers as part of their collaboration. Other recent recording projects 
include a disc of newly commissioned works for trumpet, piano and strings with Simon Desbruslais 
and Clare Hammond for Signum, the Hans Gál Concertino for Cello and Orchestra with Matthew 
Sharp for Avie, and a new orchestration of the Elgar Piano Quintet by Donald Fraser, recently 
hailed by Classical Music magazine as 2015 Premiere of the Year.
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Recorded on 12 and 13 September 2015 in Wyastone Concert Hall, Wyastone Leys, 
Monmouth, Wales

Producer: Michael Haas
Engineer: Ben Connellan

Booklet notes: Peter Tregear, Kenneth Woods and Mikhail Korzhev
Cover design: David M. Baker (david@notneverknow.com)
Typesetting and layout: KerryPress, St Albans

Toccata Classics wishes to thank Gladys Krenek for her generous support of this recording.

Executive producers: Antje Müller, for the Ernst Krenek Institut, Krems; Martin Anderson, 
for Toccata Classics

© Toccata Classics, 2016 ℗ Toccata Classics, 2016

Toccata Classics CDs are available in the shops and can also be ordered from our distributors 
around the world, a list of whom can be found at www.toccataclassics.com. If we have no 
representation in your country, please contact: Toccata Classics, 16 Dalkeith Court, Vincent 
Street, London SW1P 4HH, UK
Tel: +44/0 207 821 5020 E-mail: info@toccataclassics.com

Join the Toccata Discovery Club for big savings on all Toccata Classics recordings and all Toccata 
Press music publications – with the added advantage that you can enjoy our new releases, books 
and, soon, scores well before they reach the rest of the world. Go to www.toccataclassics.com 
and click on the Discovery Club tab for more information and to join.
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ERNST KRENEK Complete Piano Concertos, Volume One

Piano Concerto No. 1 in F sharp major, Op. 18 (1923) 30:24
1  Moderato –   5:37
2  Allegro agitato –   11:02
3  Adagio –   3:04
4  Allegro moderato (Tempo di Menuetto)  10:54

Piano Concerto No. 2, Op. 81 (1937)  24:51
5  Andante dolcissimo, celeste –   5:52
6  Allegro assai, con ferocità –   6:28
7  Quasi cadenza –   3:25
8  Canon in der Umkehrung: Adagio, con intimo sentimento –  5:07
9  Allegretto vivace, molto grazioso e leggiero  4:13

Piano Concerto No. 3, Op. 107 (1946)  12:58
10  Allegro, con passione –   1:57
11  Andante sostenuto –  3:49
12  Poco più mosso –  1:41
13  Adagio –   2:42
14  Vivace  2:51
    TT 68:45

Mikhail Korzhev, piano
English Symphony Orchestra
Kenneth Woods, conductor


