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Until recently, Moszkowski’s slender reputation rested almost entirely on his Spanish 
Dances for piano duet – more specifically, the first set, published as his Op. 12 in 
1876. They quickly became immensely popular, and his publisher maximised 
every opportunity to benefit, making them available in almost every conceivable 
instrumental arrangement. The following year, quick on the heels of this success, 
his ‘Serenata’, Op. 15, No. 1, became his first piano solo to achieve a similar early 
popularity, as briefly noted by the composer himself,1 and which likewise was soon 
being offered in near on thirty different published arrangements. This second volume 
of Moszkowski’s complete œuvre for piano solo commences with said ‘Serenata’ – 
here presented in its original context as the first of the rather nondescriptly entitled 
Sechs Stücke. The fourteen pieces recorded on this album all appeared between 1877 
and late 1878 (or early 1879), and since this complete recorded survey continues 
from Volume One2 in opus number order, it includes all Moszkowski’s works for 
piano solo which comprise his Opp. 15, 17 and 18. 

Moritz Moszkowski came from a wealthy Polish-Jewish family which had settled 
in Breslau (now known as the Polish city of Wrocław, but then the capital of Silesia 
in East Prussia) in 1854, the year of his birth. Having displayed a natural talent for 
music from an early age, and with some basic home tuition, he began his formal 
musical education in 1865 after his family’s relocation to Dresden. A further family 
move, to Berlin, in 1869, enabled Moszkowski to advance his musical education – 
1 Moszkowski,Tagebuch (moszwv350) p. 321, as quoted in Bojan Assenov, Moritz Moszkowski: Eine Werkmonographie, doctoral 
thesis, Technische Universität, Berlin, 2009, p. 38 (online at https://depositonce.tu-berlin.de/handle/11303/2418).
2 Toccata Classics tocc 0572 featured the Conservatoristen-Polka, Op. ½ (1875), the Scherzo, Op. 1 (1874), Albumblatt,  
Op. 2 (1875), Caprice, Op. 4 (1875), Fantaisie (Hommage à Schumann), Op. 5 (1875), Fantaisie-Impromptu, Op. 6 (1875), Trois 
Moments Musicaux, Op. 7 (1875), Skizzen, Vier kleine Stücke, Op. 10 (1876), and the Humoreske, Op. 14 (1877).
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first at Julius Stern’s Conservatorium (which still exists, 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, with Richard Wüerst (1824–81),  
a former pupil of Mendelssohn, for composition, and, for piano, with Kullak himself, 
who had studied with Carl Czerny. In addition, he had instruction in orchestration 
from Heinrich Dorn (1804–92), a long-forgotten German operatic composer. Founded 
in 1855, 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. Among 
his fellow students there were the Scharwenka brothers, Philipp (1847–1917) and Xaver 
(1850–1924), both of whom Moszkowski counted as close friends. His earliest attempts 
at composition – all unpublished to date – include a piano quintet (the manuscript of 
which survives, though lacking a final movement), which was probably composed in 
his thirteenth year, an Overture in D major from 1871–723 and a Symphony in D minor 
(1873); and he had almost certainly commenced work on his enormous Piano Concerto in  
B minor, Op. 3, also during 1873.

In 1871, still only seventeen, he accepted Kullak’s invitation to join his teaching 
staff, and in 1873 made his successful debut as pianist; that in turn led to a number 
of concert tours, while he continued to fulfil his professional duties in Berlin. In the 
same year, 1873, Moszkowski’s first published work appeared, seemingly with some 
assistance from his father, who had various business contacts in Berlin. This was a rather 
modest Mazurka in G major for piano solo, which was included in the June edition of 
the popular Berlin ladies’ magazine Der Bazar. Nevertheless, Moszkowski must have 
thought enough of it to include it later as the third of his four Skizzen, Op. 10, in 1876. 
By the end of 1874, the Berlin music publisher Carl Simon had accepted Moszkowski’s 
Scherzo, Op. 1, for publication, and from then on, his music began to appear in print 
with increasing frequency as his reputation gathered momentum.
3 Recorded on Moszkowski: Orchestral Music, Volume Three, Toccata Classics tocc 0598.
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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, and it was in this capacity that he made the first of several 
visits to England in 1885, at the invitation of the Philharmonic Society, which in 1887 
granted him an honorary life-membership. It was on this first visit that, on 20 May, he 
conducted the first performance in England of his Johanna d’Arc, at St James’s Hall in 
London.4 

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 pupils. And it was not only for piano that he was in demand: in 1904, it was none 
other than a young Thomas Beecham who came to him for lessons in orchestration, on 
the recommendation and advice of André Messager. 

Gradually, though, with the major cultural sea-change taking place as the new 
century dawned, Moszkowski found his once-considerable popularity fading. He 
stopped taking composition students, and often bemoaned the fact that they were 
interested only in following the latest avant-garde trends, which certainly did not sit 
well with his conservative ideals, firmly entrenched in the traditions of the nineteenth 
century, but now in the twilight of Romanticism, under threat from the emerging new 
order. By 1908, aged 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 only seventeen years of age; he now suffered continually from the poor health 
which dogged him right up until his death, from cancer of the stomach, in 1925. 

To make matters worse, he had unwisely invested the larger part of his considerable 
fortune in German and Russian securities, which were rendered valueless at the outbreak 

4 Recorded on Moszkowski: Orchestral Music, Volume One, Toccata Classics tocc 0523.
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of the First World War, not to mention the ensuing revolution in Russia in 1917, and so 
his last years were spent in desperate poverty. He did, however, receive some financial 
assistance, including some royalties, procured at the instigation of two of his former 
pupils: the pianist Josef Hofmann and Professor Bernhard Pollack, the latter famous 
also as a pioneer in ophthalmology and neurohistology, as well as a pianist of note. 
Finally, on 21 December 1924, a grand testimonial concert was arranged on his behalf, 
at Carnegie Hall, New York, by a number of his former friends and colleagues, and a 
considerable sum was raised; but  he died on 4 March the following year, before he could 
benefit from the proceeds.

It may be useful here to make brief mention of Moszkowki’s Tagebuch (which has its 
own catalogue number, moszwv350). According to its editor, Bojan Assenov, the diary 
itself (known as Tagebuch III – the first two volumes appear to be lost) covers the period 
from 3 December 1874 to 8 November 1875, and so it is useful in obtaining background 
information on Moszkowski’s early piano works. After 1875, apparently, he no longer 
kept a diary as such, but continued to record personal notes only, draft letters and copies 
of correspondence; as a result, information on much of his music from 1875 onwards is 
more random and sketchy. 

Moszkowski’s Sechs Stücke, Op. 15, published in 1877, is a rather disparate collection 
of piano pieces in style, length and complexity, as well as in technical requirement.  
The popularity of his famous ‘Serenata’ 1 , which opens the set, lingered on, mainly 
as a staple of the Palm Court-style of light-orchestral ensembles popular in the inter-
war years; its five stablemates were long since cast into undeserved oblivion. The 
original composition, though, as conceived, is the archetypal salon morceau for piano. 
Marked Andante grazioso, and in D major, it consists of a simple aba structure. After 
the briefest of introductions, the opening melody of nonchalant simplicity is contrasted 
with an equally brief but livelier central section, complete with the virtuoso guitar-like 
improvisations of the inferred serenader. With simplicity restored as the opening theme 
is restated, the piece comes succinctly to an end. 

The term ‘arabeske’, or ‘arabesque’, originally referred to decorative art-forms 
originating from Islamic culture, consisting of artistic embellishments involving a 
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continuous repetitive and rhythmic pattern of decorative and interlacing plant-based 
motifs. From a musical perspective, Debussy’s two Arabesques for piano are probably 
the best-known examples of the genre, deriving from this original concept, with the 
constant and sinuous weaving of decorative configurations into the music. Schumann 
was probably the first to use the title – for his Op. 18 piano piece of 1839, with further 
similar examples from this period by Stephen Heller (1813–88) and Niels Gade  
(1817–90). However, these earlier examples have little to link music and title – which 
could easily and more accurately qualify as simply Fantasiestück, or any other such 
generic title; and Moszkowski’s ‘Arabeske’ 2  likewise easily falls into this category, with 
its obvious stylistic nod to Schumann, but without being in any way an imitation of 
the latter’s earlier essay. Written in the key of G major, and again in basic aba form, 
it appears at first sight to be fairly accessible from a technical perspective, but that 
impression is deceptive, since it requires the playing of large stretches in both hands, 
while observing an Allegro molto tempo. Furthermore, the complexities of the harmonic 
detail call for careful attention. These aspects may have made it a touch too challenging 
for the moderately endowed pianist, who would therefore probably have preferred the 
lesser demands of the ‘Serenata’, another factor in its longevity.

A bass drone in open fifths supporting a repeated four-bar descending progression 
initially gives a somewhat earthy quality to the Mazurka in G minor 3 . Consisting 
of three short contrasting sections typically laid out in abacaba form, it would seem 
to have Chopin as the obvious choice of original inspiration, but, not surprisingly, 
Moszkowski seems here to be closer to the Polish National Dances of his close friend, 
Xaver Scharwenka, which, though they also borrow from Chopin, also display a degree 
of individuality. 

Echoes of Schumann are again present in the opening section of the Canon 4 , in  
D major, the longest piece of the set. Again, Moszkowski makes use of aba form, but here 
the writing is more complex, as he demonstrates his contrapuntal skills. The well-crafted 
quasi-Bachian writing in the energico B minor central section further undermines the 
idea that Moszkowski’s music is purely for the salon. 
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The short and innocent ‘Walzer’ which follows 5  at first seems to be unsure of 
its identity, as the dotted rhythm on the first beat in alternate bars suggests another 
mazurka, and there is perhaps also the slightest hint of an Austrian Ländler. Nonetheless, 
Moszkowski’s title seems to be confirmed with the appearance of the contrasting second 
section, which has a graceful flowing accompaniment. After both are presented twice, 
the opening re-appears again, in truncated form, in conclusion. Moszkowski later made 
an arrangement of this piece, the only one of the set, for cello and piano. 

To complete this set, Moszkowski produced an exquisite miniature tone-poem – in 
the form of a ‘Barcarole’ in A minor 6 . Here his meticulous attention to harmonic and 
melodic detail retains the listener’s attention throughout, as he cleverly evokes a 
delicate musical mezzotint of the ubiquitous Venetian gondolier, popular with 
so many nineteenth-century composers, with Mendelssohn, Chopin and Alkan 
immediately coming to mind. Moszkowski’s ‘Barcarole’ here starts in 34  rather than the 
customary 6

8, which more usually provides the rhythmic imitation of the gondolier’s 
oars. Nevertheless, the relaxed Andante semplice in triple time still manages to draw 
out a mood of gentle melancholy, with further colour added by the occasional use of 
the Neapolitan sixth. The second subject, in the relative major, C, does now change to 
compound time, but still maintains triple meter (9

8). Both subjects are then repeated in 
sequence, but with a number of subtle differences, before an extended coda decorated 
with delicate cascades of triplets brings the music peacefully to a conclusion in the tonic 
major. 

The ‘Polonaise’, ‘Menuett’ and ‘Walzer’, which constitute Moszkowski’s Drei 
Clavierstücke in Tanzform, Op. 17, were published by Hainauer in 1878 as separate 
numbers, but could ideally be grouped together as a set for concert use, being all 
longer, virtuoso pieces, with a collective performance time of around 27 minutes. 
Chopin’s Polonaise in A flat, Op. 53, has often been referred to in the past by pianists as 
his ‘heroic’ polonaise, although this sobriquet seemed to have originated with George 
Sand and not Chopin, who did not favour giving such titles to his works. Moszkowski’s  
D major polonaise 7  would certainly qualify as his ‘heroic’ counterpart. The origins of 
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the polonaise as a dance form were premised on the stately and the processional, almost 
suggesting a march in 3

4 time, and Moszkowski’s work admirably fulfils these criteria, 
with its introductory clarion rooted on the dominant, leading to the first subject of a 
rather noble character. This subject is soon repeated fortissimo, and augmented with 
octaves, before being countered with an answering passage, which in turn is varied and 
expanded in a series of semiquaver sequences. After a short diminuendo, a new subject 
of more relaxed character, marked amoroso, is introduced and gradually builds up to a 
fortissimo climax, marked grandioso, before an extended bravura bridging passage leads 
eventually to the re-appearance of the opening processional, now slightly abbreviated. 
A short cadenza is now the cue for an extended virtuosic coda in scurrying semiquaver 
triplets leading to the suitably affirmative finish. This polonaise was a favourite of 
Leopold Godowsky (1870–1938), born in neighbouring Lithuania, who made a rather 
erratic and truncated but still exciting recording on a Duo-Art piano roll for the Aeolian 
Company in 1917. 

A genial Allegro moderato in G major sets the ‘Menuett’ 8  on its way, and soon 
the introduction of canon and counterpoint adds colour and dimension as the texture 
thickens before the repetition of the opening in octaves. A contrasting energico b section 
brings about an abrupt change in mood, harking back more to the eighteenth century 
with an almost processional feel, with the left hand punching out its accompaniment in 
octaves and several fortissimo climaxes. Once the summit has been reached – con strepito 
(‘impetuously’, ‘boisterously’) – the musical descent brings about the return and relative 
calm of the opening, which is repeated in full with a pianissimo finish. Moszkowski must 
have considered this work in particular as suitable to be arranged for piano duet, and 
subsequently made the arrangement himself, which Hainauer published in 1881. (Duet 
arrangements of the two other pieces in this opus were later made by the British-born 
German pianist Max Pauer (1866–1945).) 

The ‘Walzer’ 9 , in A major, is the first of Moszkowski’s several extended ‘concert’ 
waltzes, of which that in E major, Op. 34, No. 1, is probably the best-known and is 
still occasionally encountered as an encore. The scene is perfectly set with a scaled 
introduction before the typically Moszkowskian lilt of the opening theme takes over. 
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This theme is repeated, and then a second subject is introduced, also repeated, before 
returning to the first. There now follows a shift to a more wistful mood, as a new melody, 
in the relative F sharp minor, is heard, which, apart from a rather brief interlude in 
the major, forms the contrasting central section. After the opening themes are again 
presented, the coda fittingly rounds things off with a bravura ending, requiring some 
rather awkward crossing of hands.

Moszkowski’s Fünf Clavierstücke, Op. 18, appeared late in 1878, or possibly 
early 1879. In contrast with the preceding opus, this collection is obviously intended 
for pianists of more modest ability, although still requiring a well-developed sense 
of musicality and technique to make the best of the varied demands. Again, as with  
Op. 15, the opening piece achieved some extended popularity, with the remaining four 
being unjustly forgotten. The ‘Melodie’,5 in F major 10 , is an uncomplicated but well-
crafted miniature again in the manner of Schumann – think Kinderszenen, perhaps. One 
presumes that Moszkowski would not have wanted to lose any opportunity to increase 
income from his publisher, and here, again, he made his own arrangement for cello and 
piano. The second piece, a ‘Scherzino’, also in F major 11 , immediately sets the mood 
with a bustling perpetuum mobile in staccato chords. A more restrained middle section 
in the relative minor provides the required contrast before returning to the opening. 
An Étude in G major, marked con agilità 12 , is next, with its main purpose being to 
develop and improve fluency and evenness in right-hand sequential passagework. Aside 
from the technical element, Moszkowski is still able to create an attractive morceau, 
eminently suitable for the intermediate pianist. The fourth piece is a ‘Marcia’, also in  
G major 13 . It follows a fairly relaxed tempo – Allegro moderato – and falls into a basic 
aba scheme, though the trio is not marked as such. A ‘Polonaise’ in B flat major 14  
completes this set. Also following an aba structure, each section is varied and expanded; 
and Moszkowski clearly shows his now well-developed and intimate knowledge of the 
piano to good effect in creating attractive and interesting music for both performer and 

5 The later English edition by Augener gives ‘Euphrosyne’ as title, Euphrosyne being one of the three sister goddesses, otherwise 
known as the Graces, the bringers of charm and beauty. This alternative title is probably not Moszkowski’s own.
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listener within a technically less demanding idiom, without in any way compromising 
the overall quality of the music. 

When, on 26 November 1922, an impatient Lord Carnaervon asked Howard Carter 
if he could see anything after the first small opening had been made in the door of 
Tutankhamun’s newly discovered tomb, Carter is said to have replied: ‘Yes, wonderful 
things’. I feel that, in a more modest way, such an analogy could apply to Ian Hobson’s 
‘discovery’ of Moszkowski’s complete œuvre for both piano and orchestra, ongoing on 
Toccata Classics, after its century of neglect. There are many musical treasures still to be 
unearthed and enjoyed as this series progresses – music of beguiling quality.

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 a 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 
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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, Israel Sinfonietta and New Zealand Symphony Orchestra.

Born in Wolverhampton in 1952 and one of the youngest-ever graduates of the Royal 
Academy of Music, he 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 much in 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 60 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 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 the 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, and 
the third (tocc 0598), featuring Suite No. 1 in F major, Op. 39, the Prelude and Fugue for 
strings, Op. 85, and the early Overture in D major, both albums recorded with the Sinfonia 
Varsovia, were equally well received. More recently, he began a series presenting the late-
Romantic orchestral music of the Viennese-born Hitlerflüchlting to the United States, Richard 
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Stöhr (1874–1967), with the Konzert im alten Stil, Op. 68, for strings, piano and percussion 
(1937), and Suite No. 2 in A minor, Op. 120, for strings (1947), again recorded with the Sinfonia 
Varsovia (tocc 0468). A review in Fanfare (September/October 2022) by Jerry Dubins was 
unstinting in its praise: ‘The performances here by pianist Agnieszka Kopacka-Aleksandrowicz 
and the strings and percussion of the Sinfonia Varsovia under the leadership of celebrated 
pianist and conductor Ian Hobson are, in one word, awesome. This is a disc that belongs in 
everyone’s collection’.
www.ianhobson.net
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