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Though regarded for most of the last century as a much-maligned purveyor of 
nothing more than salon trifles – as well as the once-popular Spanish Dances for 
piano duet – Moritz Moszkowski is at last beginning to receive the attention he 
deserves, at least by way of recordings. With luck the warm reception given to the 
first two volumes of this series might facilitate its emergence in the concert-hall, too: 
although his output of orchestral music is relatively small, what he did produce ought 
to have a direct appeal to audiences around the globe. 

Moszkowski came from a wealthy Polish-Jewish family with its origins in Pilica, 
approximately 33 miles north-east of Katowice, in what is now southern Poland; they 
had settled in Breslau (now Wrocław in Poland, but then the capital of Silesia in East 
Prussia) in 1854, the year of his birth, which occurred on 23 August. Having displayed 
a natural talent for music from an early age, and after some basic home tuition, he 
began his formal musical education in 1865, following his family’s relocation to 
Dresden. A further family move, to Berlin in 1869, enabled Moszkowski to continue 
his musical education, first at Julius Stern’s Conservatoire (which still exists today as 
part of the Faculty of Music of the Berlin University of the Arts), where he studied 
piano with the composer and pianist Eduard Franck (1817–93) and composition 
with the famous theoretician and composer Friedrich Kiel (1821–85). He then went 
on to complete his musical studies at Theodor Kullak’s renowned Neue Akademie 
der Tonkunst, also in Berlin, taking composition with Richard Wüerst (1824–81), a 
former pupil of Mendelssohn, and piano with Kullak himself, who had studied with 
Carl Czerny. In addition, he had further instruction in orchestration from Heinrich 
Dorn (1804–92), a long-forgotten German operatic composer. Founded in 1855, 
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Kullak’s Akademie had quickly established itself in the vanguard of German academic 
musical institutions, and soon became the largest and one of the most respected music-
schools in Germany, accepting students from all over the world. Amongst his fellow 
students here were the Scharwenka brothers, Philipp (1847–1917) and Xaver (1850–
1924), both of whom Moszkowski counted among his close friends.

In 1871, although still only aged seventeen, he accepted Kullak’s invitation to join 
his teaching staff, and in 1873 he made a successful debut as pianist, which in turn led 
to a number of concert tours, undertaken while still fulfilling his professional duties 
as teacher. From 1874 onwards, Moszkowski’s music started to appear in print, his  
Op. 1 being a scherzo for solo piano, although his earliest attempts at composition – all 
still unpublished – pre-date this piece. They include a piano quintet (the manuscript 
of which survives, but lacking a final movement), which was probably composed in 
his thirteenth year, an Overture in D major and a Symphony in D minor; and he had 
certainly started work on his colossal Piano Concerto in B minor, Op. 3, during 1873, 
although it had to wait until 2015 for its publication.

In 1884 Moszkowski married Henriette, the youngest sister of the well-known 
French pianist and prolific salon composer Cécile Chaminade. Soon after, however, he 
began to suffer from neuropathy in his arms, which caused him severely to restrict his 
performing activities as a pianist. This setback in turn, though, gave him the opportunity 
to devote more time to composition and teaching. He also began to achieve recognition 
and success as a conductor. 

In 1897, at the height of his fame and by now considerably wealthy, he moved 
permanently to Paris. He was highly sought-after as a teacher, with such illustrious 
names as Vlado Perlemuter, Josef Hofmann and Wanda Landowska among his many 
piano students; and it was not only for piano that he was in demand: in 1904 none 
other than a young Thomas Beecham came to him for lessons in orchestration, at the 
recommendation of André Messager. 

But his success was short-lived. Gradually, with the major cultural sea-change taking 
place as the new century dawned, Moszkowski found his once-considerable popularity 
fading. He ceased taking students in composition, bemoaning the fact that they were 
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interested in following only the latest avant-garde trends, which certainly did not sit 
well with his conservative ideals, firmly entrenched in the traditions of the nineteenth 
century and now under threat from the emerging New Order as Romanticism moved 
into its twilight. By 1908, at the age of only 54, he had become a recluse, having been 
separated from his wife in 1890 (a divorce was finalised in 1892), as well as losing 
his daughter Sylvie in 1906 at the age of seventeen, for reasons that I have not been 
able to discover. His other child, a son, Marcel, born in Berlin in 1887, became a 
diplomat and financial journalist, writing under the pseudonym Marcel Chaminade; 
during the Second World War, he was involved with the French resistance, and he 
died as late as 1971. Moszkowski père also suffered from poor health, which dogged 
him for the rest of his life. To make matters worse, he had unwisely invested the larger 
part of his considerable fortune in German, Austrian and Russian securities which 
were rendered valueless as a consequence of the First World War, not to mention 
the ensuing revolution in Russia in 1917; and therefore his last years were spent in 
desperate poverty. He did receive some financial assistance, including some royalties, 
procured at the instigation of two of his former pupils, Josef Hofmann and Bernhard 
Pollack, the latter famous as a pioneer in the study of ophthalmology and neuro-
histology, as well as being a pianist of note. A grand testimonial concert was arranged 
on his behalf, at Carnegie Hall, New York, on 21 December 1924, by a number of 
his former friends and colleagues, with a considerable sum being raised, but before 
he could benefit from the proceeds he died, from stomach cancer, on 4 March the 
following year.

It was while researching for his 2009 dissertation on Moszkowski,1 at the 
Bibliothèque Nationale de France in Paris, that a pianist and composer by the name 
of Bojan Assenov came across the manuscript scores of Moszkowski’s early works – 
hitherto presumed lost for many years. Amongst these discoveries were the early  
B minor Piano Concerto, the D minor Symphony and the earliest of these scores, 
the Overture in D major of 1871–72, which is here receiving its first recording – and 
1 Bojan Assenov, Moritz Moszkowski – Eine Werkmonographie, D.Phil. dissertation, Technische Universität, Berlin, 2009 (online at 
https://www.scharwenka-stiftung.de/daten/musik/literatur_digital/2009_assenov_bojan_moritz_moszkowski.pdf).
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almost certainly its first performance since that documented in Moszkowski’s own 
diary.2 Looking more closely at the chronology of Moszkowski’s compositions, this 
overture 1  would seem to be his first completed composition in any form that survives, 
with the possible exception of a short untitled piece for violin and piano (moszwv133), 
which dates from the mid-1860s. This anomaly is a little surprising, given that he made 
his compositional reputation with his piano music, and one would have expected to find 
at least some examples of completed piano works dating from this period.

At the time that Moszkowski was studying at Kullak’s Akademie, composition 
students were expected to produce an overture; and it was the norm for the more 
outstanding works to be performed at the Berlin Singakademie, with the Berlin 
Symphony Orchestra usually conducted by Richard Wüerst. For the most part, these 
student works were not considered worthy of publication, and as such remained in 
manuscript and therefore subject to the vagaries of time and the variety of circumstances 
and events that come with it. For example, the score of Xaver Scharwenka’s 1869 
Overture in C minor (scharwv123), performed as part of his graduation, has survived 
and has been recorded, whereas a corresponding early overture and symphony by his 
older brother Philipp, as well as similar works by Jean Louis Nicodé (1853–1919), have 
been lost. In Moszkowski’s case, though, Assenov’s discoveries now allow music from 
his earliest years as a composer to be heard for the first time since it was written, thereby 
demonstrating his competence and facility in the handling of form and structure 
within the orchestral medium, even at that early age. Initially, before his move to 
Berlin, Moszkowski had admitted that he had little interest in studying harmony and 
considered himself lazy, much preferring his piano studies, although he had already 
been making his first attempts at composition in private. Always the ready wit, he later 
said of himself in a satirical letter to the German-born American composer and pianist 
Ernst Perabo (1845–1920), first published in the February 1887 issue of the American 
music magazine The Etude: ‘In spite of the theoretical instruction of Kiel and Wüerst, 
a lively desire to compose was early aroused in me. I perpetrated in time an overture, a 

2 Tagebuch, moszwv 350, p. 320. (Assenov has assigned ‘moszwv’ numbers to Moszkowski’s prose output as well as to his music.)
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piano concerto, two symphonies, piano and violin pieces, songs, etc.’. As things turned 
out, though, when his Overture in D major was performed under Wüerst’s direction, 
it received ‘very encouraging applause’.3 From then onwards, Moszkowski made rapid 
progress, and became one of Kullak’s most important students, well respected by his 
peers.

The Overture was composed during the winter of 1871–72, according to a 
handwritten note on the inside cover of the manuscript full score; this date is further 
supported by an entry on page 91 in Moszkowski’s exercise book (moszwv 353) which 
includes an incomplete draft specifically dated ‘Berlin 13/1/72’. One can therefore 
assume that the first performance to which Moszkowski referred took place later that 
year. As a student work, it will obviously show a number of influences, with Schumann 
coming immediately to mind, and perhaps also Weber, though to a lesser extent – 
although acquaintance with Moszkowski’s later compositions reveals that he had 
already developed a style of his own, one he would go on to consolidate and refine with 
experience. 

The Overture is scored for a standard orchestra: strings, double woodwind, two 
horns, two trumpets, alto, tenor and bass trombones and timpani; it is marked Allegro 
risoluto. A brief introductory passage, introduced by the horns and trumpets, quickly 
heralds the first subject, which immediately sets a mood of energetic optimism that 
characterises the whole movement – and is used to good effect throughout in its various 
guises. This section is contrasted by a mildly syncopated second subject, in the relative 
B minor, which is initially presented by the woodwind before the strings join in to take 
it up. A further jaunty staccato theme is incorporated in the short development section, 
before the opening material is again presented for the recapitulation, leading in turn to 
a lively coda which provides a concise but convincing conclusion. Although the work is 
predictably derivative, Moszkowski’s clever use of orchestral colour and his confidence 
with counterpoint is evident throughout this modest but effective debut composition, 
which never outstays its welcome.

3 Ibid., p. 320.
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The year 1885 saw the beginning of Moszkowski’s amiable and long-standing 
relationship with the Philharmonic Society in London, at the instigation of Francesco 
Berger (1834–1933), an English-born pianist and composer of Italian extraction, who 
was Honorary Secretary of the Society from 1884 to 1911, and to whom Moszkowski 
had recently dedicated his ‘Valse Sentimentale’ for piano, Op. 36, No. 7. The success 
of his first engagement with the Society, during which he conducted the English 
premiere of his Johanna d’Arc on 20 May 1885, prompted the Society to request a 
new orchestral work. Having accepted the commission, Moszkowski composed his 
Première Suite d’Orchestre, Op. 39, later that year, dedicating it to the Society by way 
of acknowledgement. Its premiere, at a Philharmonic Society concert in London on  
2 June 1886, was well received. The Musical Times began its review on a positive note, 
stating that ‘The composer, who conducted, was recalled twice, and overwhelmed with 
applause’, but then went on to suggest that ‘we cannot say that the Suite is of sufficient 
importance to occupy so large a portion of a Philharmonic programme’,4 and so perhaps, 
even then, in late-nineteenth-century London, there was more than a hint of snobbery 
at large from a rather conservative and reactionary musical establishment. Nevertheless, 
the Society was quick to confirm a further performance of the Perpetuum mobile 
movement from the Suite, to be included in the opening concert of the 1887 season; 
moreover, Moszkowski was awarded an honorary membership of the Society. Such was 
the popularity of the work that it was soon in considerable demand, and Moszkowski 
subsequently went on to conduct it in several other English cities, before returning home, 
where further performances were given throughout Germany. Moszkowski, who was 
known for his droll humour, took to signing himself in hotel registers as ‘Moszkowski 
with Suite’ while on concert tours. 

After his four-movement symphonic poem Johanna d’Arc, Op. 19, Moszkowski 
abandoned more formal structures in favour of the orchestral suite, giving him the 
flexibility he wanted to be able to compose as he wished. His three orchestral suites form 
the centre point of his orchestral œuvre and, as a canon, they represent the composer in 

4 Anon., The Musical Times, Vol. 27, 1 July 1886, p. 403.
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his full maturity. The First Suite, in F major, is cast in five movements. The first, Allegro 
molto e brioso 2 , immediately suggests that Moszkowski is beginning with a scherzo, 
though one without a trio. In a brisk 3

4 time, its bold, confident opening consists of 
staccato chords, ff – initially on the beat, and then syncopated. Further interest is created 
with the introduction of a series of melodic suspensions, which give extra colour, before 
the music gradually subsides in volume and intensity. A more relaxed second subject is 
soon introduced, first by the horns, then woodwind, and finally the strings, which then 
develop and extend this new material in a lyrical manner, with an important contribution 
from the oboe. The development continues with steady momentum, initially with some 
staccato interplay, mainly involving the woodwind; then, with the strings joining in, it 
gradually builds to a fff climax (at 4:13). In preparation for the recapitulation, the cellos 
introduce an eight-note motif: four quavers followed by four longer notes (4:50). This 
shape is then passed round the strings, in canon, against the ever-steady staccato triple 
beat played by the woodwind, in relay. The motif soon contracts as it is passed in turn 
round the rest of the orchestra, all the while underpinned by the horns with the main 
thematic material. The music becomes steadily more energetic as it builds in intensity, 
bringing about the triumphant return of the opening material, suitably reinforced and 
enhanced, with full orchestra. The music eventually subsides to a moment of calm, 
before the concise Più animato conclusion of the coda. 

The second movement, in the relative D minor and marked Allegretto giojoso 3 , is 
in a relaxed 24 metre throughout. It opens immediately with the second cellos sustaining 
a dominant A to a pizzicato accompaniment provided by the other strings, except the 
violas, which soon join in with an earworm of a melody, assisted with answering phrases 
from the clarinet – which may bring to mind Frederic Curzon’s catchy ‘Le Boulevardier’ 
from the 1950s, or even, more recently, the theme tune to the 1990s TV portrayal of  
P. G. Wodehouse’s Jeeves and Wooster by Stephen Fry and Hugh Laurie.5 At 1:52, 

5 The theme in question, labelled ‘Jeeves and Wooster’, was composed by Anne Dudley (b. 1956), whose film credits include the 
scores to Buster (1988) and The Full Monty (1997). Variations on ‘Jeeves and Wooster’ provided the basis of the music for all four 
series of Jeeves and Wooster, which was first aired between 1990 and 1993. The third series earned Anne Dudley a nomination for a 
British Academy Television Award.
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there follows a more lyrical second theme, equally memorable, which at first is taken 
by the violins and oboe, then after some playful staccato exchanges, particularly from 
the woodwind, it is played again, but this time with the flutes chattering above, and 
rhythmic interjections from the piccolo and small bells. It would seem that Moszkowski 
was especially pleased with this effect, since he saw fit to repeat it, before the eventual 
return of the first subject. A further final appearance of the second subject is halted 
abruptly – and then a four-bar più mosso serves as the briefest of codas, with what may 
well be a throwaway reference to the Scherzo of Beethoven’s Ninth Symphony (also in 
D minor). 

The variation form had diminished much in popularity as the nineteenth century 
progressed, and apart from some pastiche piano variations in the style of other 
composers that Moszkowski wrote for the 70th birthday of the piano manufacturer 
Carl Bechstein in 1896, the variations which constitute the third movement of his 
First Suite are the only set that he composed. In the key of A major, they begin with 
a short simple theme in two sections, more or less aba, marked Andante, and in 2

4 
time 4 , followed by eight variations. The first, Un poco più mosso 5 , adds a chromatic 
dimension, with short phrases and intricate counterpoint. In Variation 2, Un poco meno 
mosso 6 , the first violins have the lion’s share of the work, with an unbroken series of 
semiquaver triplets, marked saltato – a light staccato effect produced by the bouncing 
of the bow on the strings. This passagework is supported by the other strings playing 
pizzicato while the melodic line is given to the clarinet. Variation 3 7  continues with 
a lively Allegro con spirito, which bounces along with some deft staccato work from 
the woodwind, echoing Tchaikovsky at his balletic best. The first flute takes centre 
stage in Variation 4, Allegretto con moto 8 , with muted support from the strings. 
An abrupt change of mood occurs with the fifth variation, which takes the form of a 
Hungarian czárdás 9 . The slow, quasi-improvisatory Lassan, marked Lento maestoso. 
All’ongarese, is full of drama and pathos, which give way to a brief contrasting Friska –  
Allegro fuocoso; poco a poco ancora più animato, before the return of the slow opening. 
Variation 6, Andante tranquillo 10 , provides yet more contrast, and here Moszkowski 
introduces a harp to accompany the first violins in some rather soulful writing. 



10

Variation 7, Allegro scherzando 11 , is almost the exclusive domain of the strings, which 
play a hectic non-stop pizzicato virtually to the end, but then grind to a halt before 
a short bridging passage, led by the oboes, leads directly into the eighth and final 
variation 12 . Here the opening theme in its original simplicity is given by the woodwind, 
in chorale. The strings join in and, with the woodwind eventually departing the stage, 
the movement draws to its peaceful conclusion. 

Moszkowski gave the Allegretto con moto fourth movement 13 , in the key of  
A major, the title ‘Intermezzo’, but, as with its similarly entitled counterpart in the 
second Suite, Op. 47, it has all the characteristics of a minuet, complete with Watteau-
esque Rococoisms, presented within a late-nineteenth-century idiom. After the briefest 
of introductions, the oboes and clarinets introduce a graceful theme accompanied by 
the pizzicato cellos. Soon, the violins take over the main melodic line, though with some 
delightful and delicate exchanges from the woodwind. By way of contrast, the following 
section, in the tonic minor, has a slightly darker hue, though still lyrical. The cellos and 
bassoons initially here take the lead, handing over to the first violins, before a bridging 
passage leads back to the beginning, which is repeated before the movement quietly 
comes to an end. Although Moszkowski himself made a piano-duet reduction of the 
whole suite, he also made a concert transcription of this movement for piano solo. 

Moszkowski’s uncanny ability to prefigure music that has yet to be written is again 
here in evidence, since those with long memories might notice a pre-echo of Vivian 
Ellis’ once-popular light-orchestral piece Coronation Scot (1938) in the fifth and last 
movement 14 . Entitled Perpetuum mobile, in the home key of F major, and marked 
Vivace, it has much in common with the finale of Moszkowski’s Violin Concerto,  
Op. 30, of some four years earlier. The movement opens immediately with an 
introductory passage, shimmering on the dominant seventh from the woodwind, 
assisted by the harp and triangle, followed by a descending sequence which quickly 
recedes, leaving a steady metronomic staccato to set a bustling pace. The first violins 
enter with an unbroken and relentless 21 bars of non-stop semiquavers, with the 
other strings playing a light rhythmic pizzicato accompaniment. Soon the flutes and 
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clarinets contribute similarly as they join in this animated mêlée. At 1:27, a new motif 
is introduced by the oboes, bassoons and second violins, which quickly evolves into a 
typical Moszkowskian sweeping melody. The constant momentum is maintained as the 
music builds to a climax, before the return of the opening section. Now the horns and 
clarinets converse with each other in rapid five-note salvos, before the strings continue 
with a short fugato passage. Another climax is reached before a timely diminuendo 
sets up for the final appearance of the opening material of the movement. The music 
continues to ebb and flow, with the orchestra finally coming together in a rousing 
conclusion.

Moszkowski composed his Prelude and Fugue for string orchestra, Op. 85, shortly 
after the death of his mother, Salomia, on 13 April 1910. In a letter of 20 May to Henri 
Hinrichsen, the director of the famous German music-publisher C. F. Peters – one of 
Moszkowski’s most prominent publishers – he mentions the work but, before submitting 
it for publication, indicates that he would like to hear it first, and in the meanwhile offers 
another, smaller piece, of a less serious nature, that he was working on at that time.6 
What that ‘other piece’ was must be left as a matter of conjecture, since, apart from 
this Prelude and Fugue, Peters thereafter published only Moszkowski’s two Wagner 
transcriptions for piano.7 In a further letter to Hinrichsen, dated 23 December 1910, 
Moszkowski confirms that he has now been present at the first performance, given at the 
Covent Garden Theatre in London, under the direction of none other than his former 
pupil, Thomas Beecham. He goes on to say that ‘it had an extraordinary success, and 
because I did not conduct myself and almost nobody knew that I was present, courtesy 
did not play its part’.8 In a further communication, Moszkowski almost apologises for 
accepting more than the work was worth, in spite of its London success, but goes on 
to say that maybe it will sell passably, and that ‘there are many string orchestras and 
even halfway good ones that will encounter no difficulty in performing it’.9 Eventually 

6 Quoted in Assenov, op. cit., p. 356.
7 They are Isoldens Tod, moszwv252 (c. 1910), and Der Venusberg, moszwv253 (1910–11).
8 Quoted in Assenov, op. cit., p. 356.
9 Ibid.
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the work was published in 1911, with a dedication to the Polish pianist and composer 
Zygmunt (Sigismond) Stojowski (1869–1946), who returned the compliment with his 
own Fantaisie for piano, Op. 38, the following year. 

This last of Moszkowski’s orchestral compositions is certainly not what one might 
have expected; it might even seem out of character. Gone is the ebullience and joie de 
vivre usually associated with his music in general, to be replaced by a mood of elegiac 
disposition, sombre and even austere in places, especially in the fugue, no doubt to some 
extent influenced by his recent personal loss; he may even have shared the widespread 
presentiment of looming disaster, with the First World War now only four years away. 
The Prelude, in D minor 15 , opens with a solemn chorale, before the texture begins to 
thicken with the gradual introduction of contrapuntal interest. After an almost majestic 
fortissimo climax (at 2:50), the ensuing diminuendo brings about the first thematic 
suggestion of the fugal subject, played by the cellos. The violins and violas add some 
pizzicato accompaniment to a brief sustained chromatic descent from the cellos, before 
a poco accelerando and molto crescendo summarily propel the music to its cadence in 
preparation for the fugue 16 . Marked Allegro energico, the fugal subject, predominantly 
consisting of steadily moving quavers, provides the ideal foil to the slow and measured 
pace of the Prelude; as it moves forward, it soon becomes quite busy, as the various 
instruments make their respective fugal entries. At 6:27, by contrast, the violins play a 
rhythmically varied version of the sustained melody from the Prelude; and before long 
the strings divide as the soaring lyricism intensifies, now in counterpoint with the fugal 
subject, eventually broadening to a fortissimo climax on the dominant of A major. The 
fugue now resumes with a second idea, vaguely related to the first, and again soon builds 
in intensity and contrapuntal intricacy, finally reaching a grandiose and affirmative 
conclusion in the tonic major.

This third volume of Moszkowski’s orchestral music – featuring his first and last 
works in the genre, as well as his first mature orchestral work – must surely reinforce a 
growing realisation that he was a far more multi-dimensional composer and musician 
than has hitherto been realised. It is true that he never sought to plumb the depths 
of musical expression in these works, but he consistently provides the listener with 
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a continuous source of melodic inspiration, supported by his constant exemplary 
treatment of the orchestra, of which he had become an unarguable master.

Martin Eastick was born in Croydon in 1957 and studied piano from age six. Although continuing 
with his studies, he decided against a musical career, instead devoting his spare time to researching 
neglected nineteenth-century music and collecting scores, mainly of piano music by forgotten composers 
of the Romantic era. He has presented many lecture-recitals introducing forgotten repertoire, as well 
as, more recently, assisting on a number of recordings, often providing performing material from his 
now substantial private collection.

Ian Hobson, pianist and conductor, enjoys an 
international reputation, both for his performances of 
the Romantic repertoire and of neglected piano music 
old and new, and for his assured conducting from both 
the piano and the podium, renewing interest in the 
music of such lesser-known masters as Ignaz Moscheles 
and Johann Hummel. He is also an effective advocate 
of works written expressly for him by contemporary 
composers, among them John Gardner, Benjamin Lees, 
David Liptak, Alan Ridout and Roberto Sierra. 

As guest soloist, Ian Hobson has appeared with 
the world’s major orchestras; those in the United States 
include the Chicago Symphony Orchestra and the 
Philadelphia Orchestra, the symphony orchestras of 
Baltimore, Florida, Houston, Indianapolis, Pittsburgh 
and St Louis, the American Symphony Orchestra and 
the Orquesta Sinfónica de Puerto Rico. Elsewhere, he 
has been heard with the Royal Philharmonic Orchestra, 
London Philharmonic Orchestra, Royal Scottish National Orchestra, Royal Liverpool 
Philharmonic Orchestra and Hallé Orchestra in the UK, and the ORF-Vienna, Orchester der 
Beethovenhalle, Moscow Chopin Orchestra, Israeli Sinfonietta and New Zealand Symphony 
Orchestra.
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Born in Wolverhampton in 1952 and one of the youngest-ever graduates of the Royal 
Academy of Music, Ian Hobson subsequently pursued advanced studies at both Cambridge 
University and Yale University. He began his international career in 1981 when he won First 
Prize at the Leeds International Piano Competition, having previously earned silver medals 
at both the Arthur Rubinstein and Vienna Beethoven competitions. A professor in the Center 
for Advanced Study at the University of Illinois (Urbana-Champaign), Ian Hobson received 
the endowed chair of Swanlund Professor of Music in 2000 and is now the Swanlund Emeritus 
Professor. 

He is also in much demand as a conductor, particularly for performances in which he 
doubles as a pianist. He made his debut in this capacity in 1996 with the Stuttgart Chamber 
Orchestra, and has since appeared with the English Chamber Orchestra, the Fort Worth 
Chamber Orchestra, the Sinfonia Varsovia (at Carnegie Hall), the Pomeranian Philharmonic 
and the Kibbutz Chamber Orchestra of Israel, among others. He also performs extensively as 
pianist-conductor with Sinfonia da Camera, a group he formed in 1984 and which quickly 
gained international recognition through its recordings. 

To date he has amassed a discography of some sixty releases, mostly on the Zephyr label, 
including the complete piano sonatas of Beethoven and Schumann, a complete edition of 
Brahms’ piano variations and the complete piano works by Chopin. With the violinist Sherban 
Lupu he is recording, as pianist and conductor, the complete works of Heinrich Ernst for Toccata 
Classics, for which label he has also recorded piano music by Edward and Kate Loder (tocc 
0322 and 0321) and Harold Truscott (tocc 0252). He has released three albums in a pioneering 
series of recordings of the early orchestral works by Martinů, also for Toccata Classics (tocc 
0156, 0249 and 0414), and in the first album in this series of the orchestral music of Moritz 
Moszkowski, he conducts the Sinfonia Varsovia in Moszkowski’s monumental symphonic 
poem Johanna d’Arc (tocc 0523), its first-ever recording, received with astonished superlatives 
around the world. The second volume (tocc 0557), which presented the Second and Third 
Orchestral Suites, Opp. 47 and 79, again with the Sinfonia Varsovia, was equally well received.
www.ianhobson.net

In 1984, at the invitation of Waldemar Dąbrowski, director of the Stanisław I. Witkiewicz 
Studio Centre for the Arts in Warsaw, and Franciszek Wybrańczyk, director of the Polish 
Chamber Orchestra, the violinist Yehudi Menuhin arrived in Poland to perform as a soloist 
and conductor. So as to meet the exigencies of the repertoire, the orchestra invited renowned 
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Polish musicians from all over Poland to take part in the performances. The first concerts of 
the ensemble, conducted by Menuhin, were received enthusiastically by audiences and critics, 
and he accepted the invitation to become the first guest conductor of the newly established 
orchestra, now named Sinfonia Varsovia. 

Sinfonia Varsovia performs at the world’s major concert-halls and festivals, working with 
world-renowned conductors and soloists. The orchestra has recorded a wide range of albums, 
radio and television performances, and boasts a discography of almost 300 albums, many 
of which have received prestigious prizes. In 1997 the late Krzysztof Penderecki became the 
musical director, and in 2003 also its artistic director. Sinfonia Varsovia is a municipal cultural 
institution co-ordinated by the City of Warsaw. In 2015, in the presence of the President of 
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Grochowska. 
www.sinfoniavarsovia.org
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himself a virtuoso pianist in the grand tradition of Moszkowski.’     —Fanfare on Volume Two
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MORITZ MOSZKOWSKI Orchestral Music, Volume Three 
1  Overture in D major (1871–72) 7:37
Première Suite d’Orchestre, Op. 39, in F major (1885) 42:07
2  I Allegro molto e brioso 9:21
3  II Allegretto giojoso 7:00
 III Tema con variazioni  13:36
4   Tema: Andante 1:07
5   Var. 1: Un poco più mosso 0:58
6   Var. 2: Un poco meno mosso 1:02
7   Var. 3: Allegro con spirito 1:12
8   Var. 4: Allegretto con moto 1:29
9   Var. 5: Lento maestoso. All’ongarese – più animato – Tempo primo 2:55

10  Var. 6: Andante tranquillo 1:38
11  Var. 7: Allegro scherzando 1:19
12  Var. 8: Un pochino più lento del tema 1:48
13 IV Intermezzo: Allegretto con moto 5:53
14 V Perpetuum mobile: Vivace* 6:05
Prélude et Fugue pour Orchestre à Cordes, Op. 85 (1910)*  11:00
15 Prélude 4:39
16 Fugue 6:20
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