
Produced by Simon Lawman   Balance Engineer: Bob Auger  Recorded in Rosslyn Hill Chapel, Hampstead, London
Front cover picture: Skittle Players outside an Inn by Jan Steen,  

reproduced by courtesy of the Trustees of The  National Gallery, London.
Black & white photography: Jeremy Fletcher   Piano: Steinway D Grand 430510

© 2010 CRD Records Ltd.    P 1979 CRD Records Ltd.   Made in England

3411 3411Mozart

Schumann

Mozart
Schumann

The Nash Ensemble

Wind Quintet in E flat, K.452     
Clarinet Trio in E flat, K.498 (Kegelstatt)

Märchenerzählungen Op. 132  
Fantasiestücke Op. 73

The Nash Ensemble 
Ian Brown, piano; Robin Miller, oboe; Antony Pay, clarinet; 
John Pigneguy, horn; Brian Wightman, bassoon; Roger Chase, viola
 Wolfgang Amadeus Mozart
 Quintet in E flat for piano, oboe, clarinet, horn and bassoon K.452
1 Largo - Allegro moderato 10’ 37”
2 Larghetto 9’ 13”
3 Rondo, Allegretto   5’ 47”
 Trio in E flat for piano, clarinet and viola K.498
4  Andante 6’ 19”
5  Menuetto - Trio   6’ 10”
6  Rondeaux, Allegretto   8’ 40” 

 Robert Schumann
 Märchenerzählungen for piano, clarinet, and viola Op. 132
7 Lebhaft, nicht zu schnell(Allegretto) 3’ 11”
8 Lebhaft und sehr markiert(Vivace e ben marcato) 3’ 24”
9 Ruhiges tempo, mit zartem Ausdruck 4’ 29”
 (Andante espressivo con tenerezza)
0 Lebhaft, sehr markiert - Etwas ruhigeres Tempo           5’ 03” 
 (Allegro marcato - Meno mosso)
q Fantasiestücke for clarinet and piano Op. 73      10’ 55”
 (Zart und mit Ausdruck; Lebhaft, leicht; Rasch und mit Feuer)  
  TT: 74’ 30” 



No composer of music for wind instruments either as soloists or as members of an ensemble has 
ever equalled Mozart’s instinctive feeling for their individual characteristics; certainly none has left a 
richer or more varied legacy to performers and listeners.   He wrote at least one concerto (in some 
cases more) for each of the four principal members of the woodwind family and for their honoured 
colleague, the French horn, and a number of chamber works in which a single wind instrument holds 
the  position of primus inter pares; and a great number of them still occupy a distinguished position 
in the concert and recital repertory.    Less often played - for the simple reason that the physical 
difficulties of assembling suitable groups of players are so much greater now than they were in 
Mozart’s day - but scarcely less treasured by the musicians who know it, is the enormous corpus of 
music for wind ensemble, which ranges from unassuming trios for two clarinets and bassoon to the 
great Serenade in B flat K361 for thirteen wind instruments.

One of the most appealing of all Mozart’s works for wind instruments is the Quintet in E flat, K452 
for piano. oboe, clarinet, horn and bassoon, which he completed on 30 March 1784 - at precisely 
the time when his mastery of the piano concerto was beginning to manifest itself (he composed no  
fewer than six between February and December that year).   The first performance was given on 1 
April, during the season of Lent Concerts at the Burgtheater in Vienna, and ten days later Mozart 
wrote to his father Leopold in Salzburg: ‘I have done myself great credit with my three subscription 
concerts and the concert I gave in the theatre was most successful.  I have composed two grand 
concertos [K450 in B flat and K451 in D] and then a quintet, which called forth the very greatest 
applause; I myself consider it to be the best work I have ever composed.   It is written for oboe, 
clarinet, horn, bassoon and pianoforte.   How I wish you could have heard it!   And how beautifully it 
was performed!  Well, to tell the truth I was really worn out in the end after playing so much - and 
it is greatly to my credit that my listeners never got tired.’   Mozart played it again on 10 June at 
Döbling (near Vienna), in a concert arranged by Court Councillor Gottfried Ignaz von Ployer, agent 
of the Salzburg Court in Vienna and the father of Barbara (‘Babette’) Ployer, one of Mozart’s most 
gifted pupils, for who he wrote the piano concertos in E flat, K449 and G, K453.   The quintet was 
first published in 1800 (nine years after Mozart’s death) by Gombart of Augsburg, but as early as 
1793 it had been issued by Artaria in Vienna in an arrangement (not by Mozart)  for piano, violin, 
viola and cello.
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The Nash Ensemble has built up a remarkable reputation as one of Britain’s best known 
chamber groups, and through the dedication of its founder and artistic director, Amelia 
Freedman, and the calibre of its players, it has gained a similar reputation all over the world. 
Their impressive collection of recordings, most notably for CRD, who launched their recording 
career in 1976, illustrates well the same varied and colourful combination of classical 
masterpieces, little known neglected gems, and important contemporary works:

CRD 3344 - Hummel/Berwald, Septets
CRD 3345 - Beethoven/Archduke Rudolph, Clarinet Trios
CRD 3352 - Schubert, Tout Quintet & Notturno
CRD 3354 - Spohr, Octet & Nonet
CRD 3367 - Mozart/ Beethoven, Piano and Wind Quintets
CRD 3389 - Fauré, Piano Trio & La Bonne Chanson
CRD 3390 - Hummel/Kreutzer, Wind Septets
CRD 3398 -  Weber, Clarinet Quintet & Flute Trio
CRD 3399 -  Spohr, Piano Quintet & Septet
CRD 3403 -  Fauré, Piano Quartets
CRD 3409 -  Arensky/Rimsky Korsakov, Piano Trio/Piano Quintet
CRD 3410 -  Dvořák/Krommer, Wind Serenade/Octets
CRD 3418 -  Hummel, Septets
CRD 3437 -  Poulenc, Trio & Sextet etc.
CRD 3445 -  Mozart/Brahms, Clarinet Quintets
CRD 3446 -  Ravel, Introduction & Allegro etc. 
CRD 3489 -  Brahms, Piano Quintet & Horn Trio
CRD 3505 -  Fauré, Piano Quintet & Dolly Suite etc.

The complete CRD Catalogue can be seen on our web site: www.crdrecords.com



3

The first movement is prefaced by a substantial slow introduction, during the course of which three 
short motifs are introduced and then discussed sequentially: the shapely phrase of the very first bar 
(on the piano), a descending scale begun by the bassoon; and a little arabesque introduced by the 
oboe.   These twenty bars are sufficient, alone, to display Mozart’s masterly handling of the four wind 
instruments, and the skill with which he allows the piano to lead, but not dominate the ensemble.   
The Allegro moderato thus introduced is spacious and unhurried (to allow for proper articulation 
of the quick runs that are a feature of the music).   The first subject, alternately gentle and stately, 
is shared between the piano and the wind instruments, and the second subject, also initiated by 
the piano, is treated in similar style; but the instrumental layout of the transition and of the closing 
part of the exposition is much freer.   The development is based exclusively on the first two bars of 
the first subject, and is unusually short (a mere sixteen bars), though by no means uneventful; it is 
followed by a recapitulation that is subtly varied, both in actual substance and in scoring.

Whereas in the first movement the lead in introducing the most important melodic ideas has been 
taken by the piano, in the Larghetto in B flat it is the wind instruments that initiate the first subject 
and are most active in its modulating continuation, above a flowing, arpeggiated accompaniment on 
the piano; the latter instrument does, however, introduce the short second subject, held in reserve 
until almost the end of the exposition. The ‘development’ is based on fresh material and modulates 
even more dramatically, and, as in the first movement, the recapitulation presents familiar music in 
an entirely new light.   The finale is a very free rondo, with a measured, symmetrical refrain first 
stated by the piano, and a short, rocking subject introduced by the oboe.  The main episode begins 
in C minor, with a new theme, again given to the oboe, and with the horn joining in in imitation.  
This is succeeded by a recapitulation beginning with the second subject, the refrain not being heard 
again until after an  extended and resourceful cadenza in tempo, which is perhaps the most attractive 
feature of this altogether captivating movement.

Mozart’s six trios (seven, if we include a work that he himself never completed, but which was 
finished by the Abbé Maximilian Stadler) for the conventional combination of piano, violin and cello, 
can hardly be considered, any more than Haydn’s forty-five, as works for three instruments of equal 
importance: the piano is always the dominating factor, and the subservience of the cello recalls its 
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continuo role of earlier days.    The Trio in E flat for piano. clarinet and viola, K.498, however, is 
on an altogether different, and more exalted footing, and there can be little doubt that the unique 
combination of instrumental timbres fired Mozart’s genius just as much as it forced him to treat 
his three protagonists as equals in the musical argument.  He wrote it in the summer of 1786 (the 
autograph score is dated 5th August), the year of Le nozze di Figaro, for Franziska von Jacquin (1769-
1853), a favourite pupil and the daughter of the famous botanist, Nicolaus Josef, Baron von Jacquin 
(1727-1792).   At its first performance, presumably at the house of Baron Gottfried, Nicolas Josef’s 
second son and Franziska’s brother, Franziska probably played the piano, while Mozart played the 
viola, and Anton Stadler (1753-1812), for whom he was subsequently to compose a Quintet in A 
with strings, K.581 (CRD 3445), and the Concerto in A, K.622 - and who was no relation of the 
Abbé mentioned above, played the clarinet.  Tradition has it that Mozart wrote the trio while taking 
part in a game of skittles, though it is hard to believe that even he could have composed any music 
so obviously committed and personal; as this under such circumstances.

The music’s highly individual quality extends to its formal design, at any rate as far as the first two 
movements are concerned.  The first of them is not, as one would expect, a sonata-form Allegro, 
but an Andante that is both assured and reflective in mood; it is cast in an approximation to sonata 
form, although the persistence of its main theme, with its prominent four-note gruppeto, gives it 
a rondo like flavour.  The second movement is a proud Minuet, enclosing a dark-coloured Trio in 
D and G minor, permeated by scurrying triplet figuration in the viola and piano parts, and full of 
subtle contrapuntal devices.  The finale is a glorious rondo, as remarkable for its profusion of singing 
melody as for the strength and seriousness of its minore episode, initiated by the viola.

Between 1949 and 1853 (three years before his untimely death at the age of forty-six) Schumann 
composed eight miscellaneous chamber works for various instruments with piano: the Adagio and 
Allegro for horn, Op. 70, the Drei Fantasiestücke for clarinet, Op. 73, the Drei Romanzen for oboe, Op. 
94, and the Fünf Stücke im Volkston for cello, Op. 102 (all in 1849); the Vier Fantasiestücke for piano trio, 
Op. 88 (1850); the Märchenbilder for viola, Op. 113 (1851); and the Märchenerzählungen for piano, 
clarinet and viola, Op. 132 and the lost Fünf Romanzen for cello (both 1853).
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The four Märchenerzählungen (‘Fairy Tales’) must be among the very few works in the chamber 
music repertory that are scored for the same combination as Mozart’s Trio, K.498.   Schumann 
dedicated them ‘in friendship’ to his pupil Albert Dietrich (1829-1908), who in the same year, 
collaborated with him, and the young Brahms in composing, jointly, a violin sonata for Joachim (the 
‘FAE Sonata’, for which Dietrich wrote the first movement, Brahms the Scherzo, and Schumann the 
Romance and finale).   The first and last of the Märchenerzählungen are in B flat and in lively tempo 
(the first delicate and playful, and with a persistent fluttering piano figuration, the second in ternary 
form and with a hint of the opening of Schumann’s Piano Concerto of 1841-5.   They are separated 
by a vigorous, rhythmic movement in G minor (with a lilting ‘trio in E flat major) and a tender, lyrical 
slow movement in G major. 

The three Fantasiestücke of 
1849 were originally entitled 
Soireestücke and, like many of 
Schumann’s late chamber music 
miniatures were provided with 
alternative parts for other 
instruments - here for violin 
or cello replacing the specified 
clarinet.  The first of the three 
pieces is a gentle, thoughtful 
one in A minor; the other two 
(both of which follow without a 
break) are in ternary from with 
a coda: the first light and airy, 
the second of characteristic 
Schumannesque ardour.

© Robin Golding 
Roger Chase, Ian Brown, Antony Pay
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