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Salomon Jadassohn (1831-1902)

 Symphony No. 1 in C major Op. 24 * 24.51
1 I Allegro con brio 6.43
2 II Scherzo 5.13
3 III Largo e mesto 7.09
4 IV Finale: Allegro molto e vivace 5.46

 Serenade for flute and strings Op. 80 ** 27.34
 Rebecca Hall, flute
5 I Intrata. Allegro di marela 5.51
6 II - Notturno. Andante sostenuto 6.29
7 III Menuetto. Allegro energico 6.21
8 IV Finale. Tarantella 8.53

 Serenade No. 2 in D Op. 46 *** 25.11
9 I Intrada e notturno 8.16
10 II Menuetto 7.36
11 III Finale. 9.19
   Total playing time 77.36

 DISC ONE
* Belarussian State Symphony Orchestra conducted by Marius Stravinsky

Recorded in Minsk, 2007
** Malta Philharmonic Orchestra conducted by Michael Laus

Recorded in the Robert Sammut Hall, Malta, 2011
*** Malta Philharmonic Orchestra conducted by Marius Stravinsky

Recorded in the Robert Sammut Hall, Malta, 13/14 December 2010
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and ‘Operatic theme and variations’ so popular on the
concert stages of the era. The Serenade itself is in four
classically-styled movements, with the opening Intrata
akin to the style of Jadassohn’s fellow Leipziger, Felix
Mendelssohn. This is followed by what is the jewel of the
work, a haunting and poignant Notturno, in a more
romantic style. The Menuetto which follows reverts to
the classical form, with two trios and a coda, before
launching into the breathless and virtuosic Tarantella.

Jadassohn’s first  is rhapsodic in its
construction, essentially being a two- movement work
with the addition of a bravura Introduction quasi
recitativo, the whole played without a break. This
unusual form doubtless owes something to the models
of Liszt, with whom he studied at Weimar. The concerto
is beautifully and sensitively scored and contains much
virtuoso writing for the pianist, the glittering, sensuous
filigrees which adorn the Adagio sostenuto being
particularly noteworthy. It has no pretentions to
profundity, but is designed to entertain and please,
which it does with a wealth of melody and orchestral
colour.

Gareth Vaughan

The performance materials for Serenades 1 & 2 were kindly
provided by The Fleisher Collection of Orchestral Music in the
Free Library of Philadelphia.
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effortlessly. This was the first of four orchestral serenades; Jadassohn also wrote one for flute
and strings (op. 80) and another for wind band (op. 104) as well as a number for solo piano.

This is a bigger-boned creation than its predecessor,
despite being in only three movements. A grandly ceremonial introduction leads to a
Nocturne full of impassioned lyricism. The Menuetto is ‘Mendelssohn-with-a hint-of-
Bruckner’, with its trio section providing a delicious dialogue between winds and strings. The
Finale opens in a forthright style using a figure which echoes the opening of the first
movement, and develops its material with assurance and vigour, a second flowing theme,
often accompanied by pizzicato figuration in the ’cellos and basses, providing a gracious foil.

There is little need to say much about this charming
Serenade, except to draw attention to the delicious use of the triangle in the Intermezzo and
note the exceptionally fine orchestration throughout, which is a characteristic of the
composer. Light-hearted, lyrical and utterly insouciant, the music sets out to beguile its
listeners’ ears with carefree melody, an intention in which it convincingly succeeds.

Jadassohn wrote four symphonies, of which the last, his op. 101, is a substantial and
powerful composition in C minor. His first  is an altogether lighter work. It was
published in 1861 by the Leipzig firm C.F.W. Siegel, having received its first performance on
15 November 1860. It is characterized by a Mendelssohnian charm and lyricism: the Scherzo
is particularly delicate and seductive. Throughout the work Jadassohn’s orchestration is
assured and sensitive, with some attractive writing for the woodwinds.

The  was written at the request of the New York Philharmonic
Club. The group, all German-trained members of the New York Philharmonic Orchestra,
presented a series of concerts at New York’s Chickering Hall. The dearth of repertoire for the
ensemble (flute, two violins, viola, cello and double-bass) meant that the flautist Eugene
Weimar was often called upon to play as concerto soloist with this reduced string ensemble.
The commissioning of the Serenade, as well as another by Heinrich Hoffmann, both in the
early 1880s, gave the group more substantial repertoire than the standard fare of pot-pourris
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 Serenade No. 3 in A major, Op. 47 † 27.52
1 I Introduzione 6.38
2 II Cavatina ed Intermezzo 6.03
3 III Scherzo 6.43
4 IV Finale 8.28

 Serenade No. 1 in 4 Canons, Op. 42 †† 24.29
5 I Introduzione. Tempo moderato 5.29
6 II Menuetto 5.30
7 III Adagietto 2.16
8 IV Intermezzo. Allegretto scherzando un poco vivo 4.07
9 V Finale. Molto allegro e con brio 7.07

10 Piano Concerto No. 1 in C minor Op. 89 ††† 16.14
Valentina Seferinova, piano

Total playing time 68.14

DISC TWO
† Malta Philharmonic Orchestra conducted by Michael Laus

Recorded in the Robert Sammut Hall, Malta, 2011
†† Malta Philharmonic Orchestra conducted by Marius Stravinsky

Recorded in the Robert Sammut Hall, Malta, 13/14 December 2010
††† Karelia State Symphony Orchestra conducted by Denis Vlasenko

Produced and recorded by Mike Bradley in Petrozavodsk, 2008
Cover image ; Leipzig Palmengartenwehr. Istockphoto.com
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To have been a composer in late 19th century Germany must have been a mixed blessing.
The pantheon of greats featured the refined Brahms, the revolutionary Wagner, and the
romantic Reinecke. This left little room, therefore, for composers of less renown, especially
those whom the musical and political establishment would have chosen to keep out of the
limelight. Salomon Jadassohn found little support for his work as a composer.
Overshadowed by Carl Reinecke (his colleague and superior at the Leipzig Conservatory),
opportunities for presentations of his more than 140 compositions were rare.

He studied at the Leipzig Conservatory and privately with Liszt at Weimar, but because he
was Jewish he could not qualify for the many church jobs as music directors or organists
which were usually available to Christian graduates of a conservatory such as Leipzig, for they
required a knowledge of Christian liturgy and practice which he did not possess. Instead, he
found employment conducting the synagogue choir (1865), the Psalterion Choral Society
(1866) and the Musikverein Euterpe concerts (1867 -1869).

In 1871 he was appointed teacher of harmony, counterpoint, composition and piano at the
Conservatory and in 1893 named Royal Professor. His students included Busoni, Delius,
Grieg, Sigfrid Karg-Elert and Felix Weingartner. It is generally agreed that Jadassohn and his
music were not better known for two reasons. The first was the pre-eminence of his
contemporary, Carl Reinecke, a world-famous piano virtuoso and composer, who also held
the important post of conductor of the renowned Leipzig Gewandhaus Orchestra. The
second, and probably more significant however, was the rising tide of anti-semitism in late
19th century Germany. In the wake of Wagner, many music critics attacked Jadassohn's
works, labelling them dry and academic. Nothing could be further from the truth, as the works
on this disc amply show.

Although Jadassohn was a distinguished teacher and wrote several important books on
composition and music theory, he considered himself primarily a composer. He was
acknowledged to be a master of counterpoint and harmony, but he was also a gifted melodist
in the tradition of Mendelssohn. His works show too the influence of Wagner and Liszt, whose
music deeply impressed him.
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A ‘Serenade’ was originally a musical greeting performed for a lover, friend, or person of rank,
the classic serenade being from a lover to his lady, usually through a window or from below
a balcony. It was a piece to be performed on a quiet and pleasant evening, hence the word’s
origin from the Italian sereno (calm). In the Baroque period a serenade was a type of cantata
performed outdoors, in the evening, with mixed vocal and instrumental forces. As it was
designed for external performance, the instruments chosen were usually winds and brass, as
their sound carried better than that of strings.

The purely instrumental serenade, however, became a popular form among early Classical
composers such as Boccherini, Dittersdorf, Michael Haydn and Mozart’s father, Leopold.
There was no limitation on the number of movements and these frequently included dances
and marches. Mozart himself, of course, wrote a number of distinguished examples of this
form, the most famous being the Serenade in G Eine kleine Nachtmusik K. 525 and the
brilliant Serenade (or Gran Partita) for Thirteen Wind Instruments, K. 361, which has seven
movements.

By the 19th century, however, the serenade had become transformed into a concert work,
less associated with outdoor performance for honorary occasions, and the orchestral form
began to dominate over that of the wind ensemble. It was particularly popular in, though by
no means confined to, Germany and the Austro-Hungarian Empire. Brahms, Dvorak,
Tchaikovsky, Fuchs, Volkmann and Richard Strauss all wrote notable serenades. Lightly
scored and with the emphasis on melody, it is not going too far to call it the light music of the
time.

The , might seem by its title to justify the opinion of his
critics. This is no academic exercise, however. The general listener might well be entirely
unaware of the canonic structure of its five delightful movements as the wealth of melody
pours out. Description is superfluous, though listeners should note the limpid woodwind
writing in the trio of the Menuetto, and again in the Intermezzo. The work is a fine example of
accomplished light music designed to charm and please, a goal that its composer achieves


