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Franz Theodor Reizenstein was born in
Nuremberg on 7 June 1911 into an
artistic and musical family who nurtured

the gifts as a pianist and as a composer which
he displayed from early childhood.  In 1930 he
went to the Berlin State Academy, studying
composition with Paul Hindemith and piano
with Leonid Kreutzer.  Upon Hitler’s rise to
power, he was forced to leave Germany and in
1934 came as a refugee to London where he
studied composition with Ralph Vaughan
Williams at the Royal College of Music and
later took private piano lessons with Solomon.
At the outbreak of World War II he was
interned as an ‘enemy alien’ on the Isle of Man
but was subsequently released and worked as a
railway clerk until the end of the war.

Reizenstein built a successful career as
a concert pianist, often giving recitals,
appearing as a soloist in concertos, and
performing as a member of a piano trio, which
he founded.  In addition to his own
compositions, his broad repertoire featured
works by contemporaries such as Arnold Cooke,

Stravinsky, Debussy, Honegger and Milhaud and especially Hindemith - he made his name
with interpretations of  - as well as lesser-known scores by earlier masters, such
as Tchaikovsky’s , Bizet’s  and Dvorák’s Piano
Concerto, which he edited, revised and arranged.

Though a well-respected teacher, Reizenstein was never offered a position as a
composition tutor in his adopted country and had to be content instead with appointments
as professor of piano at the Royal Academy of Music in 1958 and at the Royal Manchester
(now the Royal Northern) College of Music in 1962, posts he held until his untimely death
in London at the age of 57 on 15 October 1968.

Several commentators have detected the influence of both of his former teachers in
Reizenstein’s his distinctive, highly sophisticated musical language. Thus, compositions
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DISC TWO

1-12 (1953/54)

 I  in C. Prelude Fugue a 4 voci.  4’46”

 II  in G. Prelude Fugue a 3 voci.  7’32”

 III in F. Prelude    Fugue a 3 voci.  4’03”

 IV in A. Prelude    Fugue a 3 voci.  3’26”

 V in E. Prelude    Fugue a 3 voci.  5’00”

 VI in E-flat. Prelude    Fugue a 4 voci.  8’36”

 VII in A-flat. Prelude    Fugue a 3 voci.  5’43”

 VIII in D. Prelude Fugue a 3 voci.  2’41”

 IX in B-flat. Prelude Fugue a 4 voci.  6’02”

 X in D-flat. Prelude Fugue a 2 voci.  3’44”

 XI in B. Prelude Fugue a 3 voci.  7’50”

 XII in F-sharp. Prelude Fugue a 5 voci.  6’33”

13   (c.1958) 13’32”
  Theme
  Chopin   [1’00”]
  Verdi   [2’58”]
  Beethoven   [4’00”]
  Mozart   [5’19”]
  Schubert   [6’02”]
  Wagner  [8’25”]
  Liszt [10’54”]



14

  DISC THREE

 (1964)
1-4 I Fanfare.  (Aries) 1’16”  II Enharmonics.  (Aquarius) 1’22”

III Intermezzo.  (Virgo) 1’19”  IV Imitations.  (Libra) 1’22”

5-8 V  Variations. (Capricorn) 3’43”  VI Interplay. (Cancer) 1’14”
VII Burlesque.  (Sagittarius) 2’05”  VIII Fughetta.  (Scorpio) 1’25”

9-12 IX Textures. (Taurus) 3’00”  X Mysteries. (Pisces) 2’35”
XI Scherzino.  (Gemini) 1’43”  XII Polonaise.  (Leo) 2’16”

13-17  (1960)
Written for the Associated Board
I Secret Story. 1’19”  II Little Fugue in 3 parts. 1’34”  III Siciliana. 2’02”
IV Victory. 1’18”  V Toccatina. 1’15”

18-20  (1964)
  1st movement:  9’44”
  2nd movement:  9’11”
  3rd movement: Finale 7’53”

(c.1958)
  with Adrian Farmer
21-24  Set 1 Op.27

I 2’28”  II 1’56”  III 2’35”  IV 1’32”

25-28  Set 2 Op.33
I 3’17”  II 1’48”  III 2’25”  IV 2’26”
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dating from the immediate post-Berlin years are regarded as having an unmistakably
Hindemithian rigour to their melodic, harmonic and contrapuntal elements whilst later works,
it is claimed, temper this disciplined approach with a lyrical sweep redolent of Vaughan
Williams and the English tradition.  Certainly, Reizenstein’s illustrious mentors, to their great
credit, enabled him to discover and develop by degrees quite different, and yet equally
important, facets of his own natural voice.  Those years of study with two such formidable
standard bearers of traditional methods and forms must also have assisted in shaping his
unwavering, often-expressed conviction that tonality was indispensable: ‘I believe that tonal
relationships are as much of a natural phenomenon as the laws of the spectrum…I am all in
favour of an experimental and progressive attitude…but why discard tonality when there is
still so much ground to be covered within it?’ (1)

Chamber music forms a significant part of Reizenstein’s creative output.  His first
piece to win wide acclaim was the substantial Prologue, Variations and Finale, for violin and
piano, Op.12 (1938) and the Quintet in D for piano and strings, Op.23 (1948) has been
lauded as one of his finest works in any genre.  Other instrumental works of note include a
Partita for flute (or treble recorder), Op.13 (1939), sonatas for violin, Op.20 (1945) and cello,
Op.22 (1947), a Trio for flute, clarinet and bassoon, Op.39 (1963) and three late solo sonatas,
for cello, Op.44 (1966), viola, Op.45 (1967) and violin, Op.46 (1968).

There are two large-scale works written in the English choral tradition:
, for soprano and tenor soloists, chorus and orchestra, Op.27 (1951), and , for

soprano and baritone soloists, chorus and orchestra, op.35 (1958), which was commissioned
by the Three Choirs Festival.  His facility for word setting is evident at a more intimate level
in the , for tenor and piano, Op.36 (1959).

Reizenstein wrote scores for the stage, television and radio, including the one-act
radio opera , Op.30 (1952), whose chief protagonist is a German refugee.  His
natural wit and sense adds lustre to two droll pastiches he wrote for Gerard Hoffnung’s
anarchic music extravaganzas at the Festival Hall: , for piano and
orchestra (1956) is an ingeniously assembled medley in which the piano soloist proceeds on
the basis of having been hired to play the Grieg Concerto, whilst the accompanists are
committed to the Tchaikovsky First and the resulting mayhem takes in references to a myriad
other pieces from  to ; , for eleven
soloists, chorus and orchestra (1958) is, as its title suggests, a Britten spoof to a libretto by
William Mann that serves up diverse characters derived from forty different operas.

His music for the cinema includes documentaries, the B-movie thriller
, (1959), for Independent Artists, and two full-blooded horror scores:
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(1959), one of Hammer’s most accomplished productions, whose dramatic use of a wordless
chorus - a luxury not afforded to previous fantasy titles from Bray Studios - complements the
visual opulence on screen, and  (1960), for Anglo-Amalgamated, which
captures the histrionic flavour of a lurid tale featuring a deranged plastic surgeon, played to
the hilt by German-born Anton Diffring, and a succession of elaborately staged fatalities
under the big top.  Reizenstein must surely have needed to draw upon every ounce of his
fabled sense of humour for his participation in this resolutely tawdry shocker; in any event, it
effectively terminated his brief association with full-length feature films.

Considering his wide experience of instrumental writing, prescribed by Hindemith
at the Berlin Academy, there are remarkably few orchestral works and these are dominated
by the concertante form: a cello concerto, Op.8, completed in Berlin in 1936 and revised in
1948; a violin concerto, Op.31, written in 1953 for Thomas Matthews, and two piano
concertos, of which the Second, Op.37 (1959), premiered by the composer himself on the
occasion of his fiftieth birthday in 1961, is exceptionally polished.  Among other scores for
substantial forces are two short curtain-raisers,  (1951) and

 (1952).  The Concerto for String Orchestra, Op.43 was (1967) his last completed
work - a symphony remained unfinished at his death.

Commanding in all registers and sensitive to contrasting sonorities, his piano writing
has a strong claim to be viewed as his finest achievement, befitting of such an outstanding
executant.  Matthew Reizenstein has argued that his grandfather ‘owed his place in the

A Hindemith class
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The following Reizenstein pieces for children, played by Martin Jones,
are available for digital download.

 (c.1938)
 (1952)

 (c.1960)
 (c.1960)

 (c.1960)
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culmination to a compendium of rare breadth and finesse.
 was premiered in London in August 1965 by the composer.  His last

performance, which took place a month before he died, was a radio broadcast from
Nuremberg, the town of his birth, of a programme featuring the Zodiac Suite and his Second
Piano Sonata.

Reizenstein was a skilled arranger, as evidenced by his conversion into an orchestral
accompaniment of the piano part of his Prologue, Variations and Finale and his
reconstruction of three pieces from the Piano Suite as Three Pieces for violin and piano,
Op.6a.  He also arranged the work of other composers, such as Nos. 3-6 and the Ricercare
from Bach’s  for string trio and string quartet and Schubert’s Polonaise in D
for string quartet and piano, to say nothing of his sly transformations of existing material in
his two contributions to the Hoffnung extravaganzas and the ‘ .

His reduction of both sets of  for orchestra into
a version for piano duet (1958) constitutes one of his most substantial and convincing
reincarnations.  In this form, the occasionally dissonant harmonies are especially piquant.  By
elevating the diverting, lavishly decorated tunes of the  and  movements
from Set Two to the keyboard’s upper reaches, Reizenstein recalls Arnold’s splendidly
eccentric score for the 1954 film ‘The Belles of St. Trinians’, which features prominently a
piano duet.  If, on the face of it, these two composers seem strange bedfellows, it is worth
remembering that they both had a sharp sense of humour which, , resulted in their
involvement in several Hoffnung concerts and, to cite one purely musical connection, the
insouciant main theme of Reizenstein’s waggish ‘A Jolly Overture’ is, to these ears at least,
decidedly Arnoldian in character.

(1) ‘Mr Franz Reizenstein on New Music and the Public’, , 17 December 1959.
(2) (3)  Martin Reizenstein (2012),

BA (Hons) History, University of Cambridge.
(4) Reizenstein recycled this idea in his film score for : it can be heard at the end of ‘The Scroll of
Life’ cue and during the music for the eponymous behemoth’s series of attacks.
(5) For occasions when this is not possible, the composer suggested the following possible groupings for
performance: 1,2,3,4; 3,4,5; 3,7,8; 6,9,10; 11,8,12; 11,12, according to Francis Routh in ‘Contemporary British
Music: The twenty-five years from 1945 to 1970’ (London: Macdonald and Company, 1972), p.144.
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musical establishment to his pianism’(2), since he was able to programme his own works
regularly in the recitals he gave nationwide.  Indeed, according to the surviving concert
materials contained within the Franz Reizenstein Papers, he played the piano part in 125 out
of the 132 occasions when his music was performed in Britain during his lifetime (3).

His juvenilia contains several piano pieces, such as the Theme and Variations in A
minor (1916),  (1917), an Andante in B (1918) dedicated ‘to my dear sister
Lotte’, a Sonatina (1918), a Prelude (1918), Theme and Variations (1918), a Rondo (1918),

 (1923) describing a day in life of the Reizenstein family and two sonatas
(1927 and 1929).  Among his earliest acknowledged compositions are two further works for
the instrument, Fantasy – Concert Piece, Op.3 (1934) and , Op.4 (1934).

His first published piece was the , Op.6, written whilst he was still studying at
the RCM and dedicated to his then teacher, Vaughan Williams.  As with most works so
entitled, it is essentially a series of varied vignettes.  In this instance, a selection of lilting and
relaxed miniatures is interleaved with lively and crisply rhythmic pieces.  A preludial

in sprightly, neo-classical vein is followed by a gracefully flowing .
The composer’s dry wit is revealed in a pert , with its tinkling excursions to the
upper reaches of the keyboard and a throwaway ending.  A languid and serene
precedes a vigorous march-like movement parading a fanfare-like principal theme.  With its
deeply expressive melodic lines, the lyrical  is a fine example of
Reizenstein’s inherent romanticism, whilst the gripping technical command of the exciting
final Tarantella is a reminder that his Berlin studies had ceased only a couple of years before
this score was written.  In fact the Suite could be regarded as something of a transitional work,
still bearing imprints of the twin legacies of his German and English apprenticeship.

Within modest technical demands, the , Op.14 (1939) reflects the
diversity of the composer’s keyboard writing, exploring much emotional and psychological
terrain within a brief timespan.  Spontaneous-sounding, the main idea has a wistful simplicity,
aided by a plain, chordal accompaniment.  A faster flowing central episode is recalled in an
abbreviated restatement of the opening section.  First performed by Reizenstein, the
Impromptu was composed for and dedicated to Margaret Lawson, who later became the
composer’s wife.

Atypically, the , Op.17 (1941) is virtually monothematic, deriving most
of its material from the contained opening theme.  After some energetic development, the
principal idea is gently restated, leading to a delicate conclusion dying away to a long-held
and vertiginous final chord.  This slight but beautifully proportioned character piece was
premiered by the composer and received its first concert performance by Margaret Good in
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Bath in March 1956.
Dedicated to William Walton, the , Op.19 (1944) is Reizenstein’s first

major work for his own instrument and one of the few piano pieces he wrote on an expansive
scale, demonstrating his mastery of large forms.  Technically challenging, the sonata is also
notable for its expressive range, formal grasp and poetic intensity.

In the weighty and rhetorical introduction ( ), a sober theme, rooted
in the keyboard’s lower regions and vaulted over a tempestuous accompaniment, adumbrates
a dark and restless quality that pervades the rest of the opening movement.  After a telescoped
repetition of the introductory theme, there are intimations of the first subject of the

 main section.  This sonata-form structure is launched by a vigorous and subtly
harmonised principal theme.  Chief among the subsidiary ideas is an intense  on
repeated F sharp quavers.  During the course of a remarkably eventful exposition, the
introductory theme unexpectedly reappears and a reoccurrence of the  ushers in the
lyrical second subject.  A syncopated rhythmic figure in B major catches the ear (4) before the
second subject is repeated, bringing the rich exposition to a close.  Having presented so many
varied thematic ingredients, the composer uses the whole of the development section to
rework them via processes of both expansion and fragmentation.  After a repeat of the main
idea from the introduction, a reappearance of the secondary material’s rhythmic figure
heralds the recapitulation.  A brilliant, climactic coda sums up the tumultuous grandeur of
the whole movement.

Offering a moment of repose, the serene and songlike central  is
predominantly in D major.  This gentle, directly communicative movement germinates from
its opening pair of phrases.

Combining elements of rondo and fugue, the finale opens with a majestic theme,
whose simple dignity calls to mind the ascetic processionals of Hindemith’s

 ballet score of 1938.  It contains the seeds of the rest of the movement, notably both
the purposeful fugato subject and the semiquaver figure heard in tandem with it.  A bravura
closing passage recalls the main motifs and affirms exultantly the work’s overarching tonality
of B.

The Sonata was premiered in Wigmore Hall in 1945 by the composer, who also gave
the first broadcast performance in June 1967.  Even taking into account the finale’s dexterous
counterpoint, the real weight of the sonata resides in the protean and closely argued first
movement, one of Reizenstein’s most cogently impressive musical structures.

Marking the end of a two-year creative hiatus, the , Op.21 (1947)
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Christopher Hassall, librettist of Reizenstein’s two major choral works and radio opera, who
died in 1963.  It begins in elegiac mood with an expressive theme that, for this listener at any
rate, contains echoes of the music of Alan Rawsthorne.  The formal beginning soon eases into
a more fluent, though no less deeply felt, central section.  After the initial material is revisited,
there is a quiet ending in C major of noble simplicity.  Following without a break, the finale
begins with a slow prefatory section that swiftly gathers pace, heralding the unceasing flowing
semiquavers of the main , a scintillating toccata-like , consisting
largely of two-part writing.  A lyrical secondary idea that proceeds in octaves makes a
satisfying foil.  There is a brief reminder of the first movement’s motto-theme before the work
ends trenchantly.  Sonata no.2 was premiered by the composer in June 1965 and received its
first concert performance by Philip Martin at the Queen Elizabeth Hall in April 1973.

, Op.42 (1965) is a suite of twelve piano pieces (published in three sets),
each symbolising an astrological sign.  As in his earlier Suite, Op.6, Reizenstein demonstrates
a natural aptitude for writing distinguished miniatures for his own instrument.

The first set consists of a short fanfare with a sharply defined trumpet tune (Aries);
the densely chromatic ‘Enharmonics’ (Aquarius); a wistful intermezzo incorporating a variety
of phrase-lengths (Virgo), and the canonic pleasures of ‘Imitations’ (Libra).  Short and
relatively straightforward, though invariably idiomatically written and rewarding to play, this
collection makes a perfect introduction to Reizenstein’s piano music.

More substantial and adventurous, Book Two begins with Capricorn, a set of
mini-variations on an original theme, whose four variants seem to chart a chronological
progress stylistically from the seventeenth century through to the twentieth - the technical
skills incorporated within this small-scale piece are every bit as representative of Reizenstein’s
formal invention as his full-blown sonata movements.  ‘Interplay’ (Cancer), a lively discourse
between the hands, is followed by ‘Burlesque’ (Sagittarius), an intricate study that requires
and repays attention to detail in terms of expressive contrasts and articulation of the various,
often concurrent, melodic lines. After this relatively elaborate piece, the set is rounded off
satisfyingly by a cool and finely chiselled fugal movement (Scorpio).

Marking a further advance in complexity and musicianship, Book Three offers a
measured, wide-ranging opening piece entitled ‘Textures’ (Taurus), succeeded by a veiled
and cryptic  movement (Pisces) with frequent excursions into the keyboard’s upper
range.   After a delicate, fully realised Scherzino (Gemini) comes a grand Polonaise (Leo)
which is Chopinesque only in as much as its clarity of writing and strength of ideas is worthy
of the Polish master rather than suggesting pastiche of any kind – it provides a fitting
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during the brilliant and sustained five-part Fugue.  This e is the grand
culmination not just of the preceding Prelude but the entire set and it ends on a suitably
heroic and positive note with a grand .

Twelve Preludes and Fugues was first performed in its entirety by the composer in
London on 8 December 1955.  Reviewing that concert debut, the ’ critic commented
on the work’s ‘splendid craftsmanship’ and ‘pianistic’ texture, adding that, ‘[t]here is plenty
of variety of pace and figuration within the all-pervading chromaticism of the set’.

The success of  really lies in Reizenstein’s contrapuntal gift for
combining disparate works imaginatively to create what sounds, at times, like an entirely new
piece.  Similarly, in his , based on the popular song from Noel
Gay's 1937 musical, ‘Me and My Girl’, which assigns a different composer to each variation,
he does not merely write in the style of the featured masters, but cunningly recomposes one
or two of their pieces – Chopin’s Nocturne Op. 9 No. 2, ‘La Donna e Mobile’ from Act Three
of Verdi’s , Wagner’s Prelude and Overture to , Liszt’s

 no.2, etc. - by morphing them into the ‘Lambeth Walk’ theme.  As with
all first-rate examples of comedy, the humourist (and executant) must be on absolutely top
form for the joke to succeed.  Dating from the late 1950s, the Variations were premiered by
the composer at the Royal Albert Hall on 17 July 1958 at a concert presented by Anthony
Hopkins and Fritz Spiegel.

In 1960 Reizenstein wrote  for inclusion in the Associated
Board’s examination syllabus.  The set consists of the gently enigmatic ‘Secret Story’; a
carefully pared down Little Fugue in 3 parts; an eloquent and flexible Siciliana; the tiny,
march-like ‘Victory’ and a rapid, closely argued Toccatina.  Exemplifying the composer’s
passionate advocacy of high-quality educational works, these gnomic sketches illustrate his
art at its purest and most accessible.

, Op.40 (1964) is one of Reizenstein’s most searching
statements from his last years.  It opens gently and slowly with the work’s motto-theme, which
consists of two distinct elements: a sequence of deep, melodic octaves answered by a soaring,
richly harmonised version of the B-A-C-H motif (the notes B flat-A-C-B natural).  Following
a sudden loud and sonorous chord, a third idea, urgent and reiterative, gradually gathers
speed, signalling the arrival of the main  section.  This is an uncommonly refined
structure which exploits fully all the material presented in the introduction and maintains a
fresh, improvisatory feeling throughout.

The central movement is dedicated to the memory of the actor, poet and dramatist
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shines very brightly indeed among the composer’s short, single-movement piano works.  It
sets out at a suitably brisk pace for a work of its type and proceeds with tremendous verve,
boasting an extensive  principal theme which deftly shifts between A minor and A
major.   A boldly rhythmic, heavily accented sequence of chords in the right hand adds
textural variety.  In the slow central section of this ternary structure, two ideas are introduced
jointly and then developed separately, building to a climax of considerable intensity.  In the
Scherzo’s truncated recapitulation, vehement reiterations of the secondary, chordal idea
usher in a short, incisive coda.  Dedicated to the British diplomat William Montagu-Pollock

‘in friendship’, the Scherzo in A was first performed in Oslo in October 1947 by the composer
while he was on a Scandinavian tour.

, Op.24 (1949) is distinguished by a typically long-breathed lyrical main
theme, which is literally repeated.  After the second time bar, phrases culled from the main
theme are heard, supported by undulating semiquavers.  There is a significant filling out of
the textures in the reprise of the chief idea and the closing B major chord is unerringly placed.
Dedicated to the Australian pianist Eileen Ralf,  was premiered by Reizenstein in 1950.

, Op.26 (1950) exudes the same grotesque and devilish air as
Liszt’s .  The main portion consists of two ideas, the first a tense, sinewy
subject, the second a more relaxed theme couched in elegant phrases accompanied, initially,
by an Alberti bass.  A more measured central trio-like idea shows off the composer’s
contrapuntal sleight of hand and provides a convincing foil to the sulphurous Scherzo.  There
is some considerable development of subsidiary figures before the opening theme returns,
together with its own inversion.  After a thinning out of the texture, the coda revisits the
opening bars of the piece.  The music gradually falters like a candle sputtering in the night
wind before it is finally snuffed out altogether by a single dry subterranean  tap.  The

 was premiered by the composer in Dublin in October 1950 and
recorded by him eight years later for Lyrita, together with Opp.17, 19, 21 and 24 (REAM
2015).     Dedicated ‘to Paul Hindemith with the sincerest admiration’, the virtuoso

 for piano, Op.32 (1955) is the  of Reizenstein’s piano
writing, fully exploring the modal and polytonal ramifications of his individual harmonic
language.  Inspired by Hindemith’s , the key sequence of Twelve Preludes and
Fugues is based on the ‘Series I’ evolved by Hindemith in his book

, which presents the twelve notes of the chromatic scale in order of their
relationship to the central tone C.  Each prelude is related thematically to its fugue so that the
connection between them is unusually close, several examples - Nos. 1, 3, 5, 7, 8, 10 and 11
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- leading into one another without a break.
In No.1 in C (  - ), the Prelude’s main theme is made up

of the 12 notes of the chromatic scale, arranged in the same order in which they are presented
as tonal centres in the set.  Particular emphasis is given to the note F sharp – the tonal centre
of No.12 and the note furthest away from C.  Thus, Reizenstein already suggests an
overarching homogeneity to the collection, heard to best advantage when it is played
(5).  This Prelude is mercurial in mood, dynamics and tempo, its fervently romantic style
standing at the furthest possible remove from the ensuing four-part Fugue, which is chaste
and contained, with an almost classical objectivity.

Beginning with hushed and restrained phrases, No.2 in G ( )
acquires greater eloquence and energy as it progresses.  In the three-part Fugue, two motifs
from the Prelude are heard one after the other and then in combination.  Though a steady
tempo is maintained throughout, the liberal use of demisemiquavers often suggests a much
quicker pulse.

In No.3 in F ( ), the Prelude is characterised initially by its steady tread of
 semiquavers which leads into much more rhythmically unstable territory.  The more

controlled three-part Fugue begins where the Prelude leaves off and is thematically closely
related. It features a triplet followed by a dotted rhythm figuration.

Effecting a total change of mood, No.4 in A ( ) is fleet-footed and
witty.  Its sparkling Prelude affords much pleasure with its gossamer textures and offhand
ending.  In three parts, the Fugue has no less fun with its own drily humorous subject.

Maintaining the fluency of its predecessor, No.5 in E ( ) offers
a flowing, lyrical Prelude.  This is followed by a short three-part Fugue that begins with crisp
and austere lines but gains in heft as it progresses so that by the end the subject is presented
in weighty octaves.

No.6 in E flat ( - ) brings another significant alteration in atmosphere
with its slow, heavy-footed procession, gnarled chromaticism and massive double-dotted
rhythms.  Though the Fugue, which is in four parts, shrugs off some of the Prelude’s
complexity, there is still a great deal of harmonic adventurousness on display.

In No.7 in A flat ( ), the Prelude opens with a two-part canon in
inversion in 2/4 time, leading into a more wistful section in 3/8; both these segments presage
components of the fugue theme.  The Fugue itself is in three parts, whose subject is in the
minor key, though later also heard in the major.   At its heart is a tightly-knit episode in which
the theme appears in both its prototype and inverted forms.

Sharing the same time signature, the Prelude and the three-part Fugue of No.8 in D

9

( ), which follows consecutively,
are the most symbiotic yet heard and feel like
subtle variants of the same basic material.  This
spirited display of jocularity is the most compact
contribution to the set.

No.9 in B flat (  –
) begins with a transitional,

modulatory bar establishing the home key,
which is to be played only when preceded by
No.8, lending further substance to the idea that
Reizenstein conceived this set as a complete
entity.  The Prelude opens with an eloquent
theme, supported by a solemn bass line.  As the
texture fills out, the fugue subject appears.  The
opening melody is revisited and before the
sonorous end of the Prelude, there is a more
fully-fledged manifestation of the fugue subject.
After a pause the four-part Fugue adopts a more
animated tempo to unfold a deeply impressive
example of polyphonic writing.

The toccata-like Prelude of No.10 in D
flat ( ) maintains a semiquaver
figuration almost throughout which anticipates
the fugue subject at both ends of its fluent
discourse.  It leads seamlessly into the strict
two-part Fugue, whose refreshing restraint acts as a palette cleanser before the luxuriance to
come.

No.11 in B (  – ) shows a strong divergence between its gently
atmospheric, extended Prelude and the dynamic and forthright three-part Fugue.  The
relationship between the two is more elusive than other examples in the set, as the fugue
subject is contained within the Prelude’s opening harmonies.

With No.12 in F sharp (  – ), the
association between Prelude and Fugue is closer than in any of the previous eleven, although
the mood and tempo are sharply divergent.  Here, not only does the fugue subject appears
several times during the Prelude, but the Prelude’s opening theme is used in two instances
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FRANZ REIZENSTEIN (1911-1968)

1-7 Suite Op.6 (1936) 15’40”
8 Impromptu Op.14 (1939) 6'11”
9 Scherzo in A - Concert Piece for piano Op.20 (1947) 6'23”
10 Intermezzo Op.17 (1941) 3'26”
11-13 Sonata No.1 in B Op.19 (1944) 31'05”
14 Legend Op.24 (1949) 5'12”
15 Scherzo Fantastique Op.26 (1950) 9'44”

1-12 Twelve Preludes & Fugues Op.32 (1953/54) 65’56”
13 Variations on ‘The Lambeth Walk’  (c.1958) 13’32”

1-12 Zodiac - piano suite Op.41 (1964) 23’20”
13-17 Five Modern Pieces for Piano (1960) 9’05”
18-20 Sonata No.2 in A-flat Op.40 (1964) 26’48”
 Malcolm Arnold ‘English Dances’ arr. for piano duet (c.1958)
 with Adrian Farmer
21-24   Set 1 Op.27 8’31”
25-28   Set 2 Op.33 9’56”

Martin Jones, piano


