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In 1920, Die tote Stadt received simultaneous premieres in Hamburg and Cologne. This
was Korngold’s finest hour. His incidental music to Viel Lärmen um Nichts (Much ado about
nothing) was commissioned earlier that year by the Vienna Burgtheater and first performed,
in its original orchestral garb, on 6 May at the Schlosstheater in Schönbrunn. Luzi
Korngold, the composer’s widow, recalls that on the first night –

Erich conducted the Vienna Philharmonic, but soon he had to make do with the Burgtheater
orchestra, and for subsequent performances was deprived even of this not particularly proficient
band. Without hesitation, he arranged the score for piano and violin, and played the piano part
himself. The violinist was Rudolf Kolisch.

Refreshing to encounter a transcription made not in the interest of sales figures but out of
sheer necessity. Refreshing also to encounter a score of such delicacy, poise, sentiment and
wit. Regrettable, however, that Korngold omitted from his published Suite the scintillating
overture, as well as a festive Intrada (Act II, scene i) and a funeral piece for Act V. Of the
composer’s arrangement for violin and piano Raphael Wallfisch has made his own cello
version, taking care to leave the original unaltered wherever possible. The ‘Holzapfel und
Schlehwein’ of the second movement are not optional extras on the table d’hôte, incidentally,
but names thought up by the German translators, Wolf Graf von Baudissin and Ludwig
Tieck, for Shakespeare’s lovable rogues, Dogberry and Verges.

Deception, the last of Korngold’s collaborations with Warner Bros., is an intrigue-ridden
story about a composer (Claud Rains), a cellist (Paul Henreid) and a woman who comes
between them (Bette Davis). The action centres on a cello concerto, shown in the film both
in rehearsal and in performance. Since the screenplay made it impossible to hear the work
in its entirety, Korngold prepared an uncut version for concert use. It should be explained,
however, that not one bar of the Romance–Impromptu features in that score. His film music
was often inspired by the nervous inflections of Bette Davis’s voice. Maybe it is she, then,
who speaks to us here, through the voice of the cello. If so, let us pass the port once more,
in her honour.

© 2006 Antony Beaumont 



NI 5806

Zemlinsky
Cello Sonata (1894)

W O R L D  P R E M I È R E  R E C O R D I N G

works by 
Carl Goldmark

Erich Wolfgang Korngold

Raphael Wallfisch, cello
John York, piano

2

NI 5806

7

The programme
An impish leggierezza inhabits the first of Zemlinsky’s Three Pieces. While the piano does its
utmost to Tristanize the melodic ‘Lied’, the cello sustains an unruffled lyric flow. Just as the
libidinous ‘Tarantell’ seems to be settling down to a quieter trio section in the tonic major,
it stops with a sudden flourish, as if, between fork-loads, the waiter had simply whisked
the plate away. 

If in his early music Zemlinsky set out to entertain, then by the time he composed the
Cello Sonata, less than three years later, he had changed direction completely, driven by a
ferocity of expression bordering at times on hysteria. At that time, in the winter and spring
of 1894, he was also collecting thoughts for his first opera, Sarema, a drama of inter-racial
love and hate, set against a background of guerrilla warfare in the Caucasus. Hence the two
projects evolved side by side, and though there is no actual exchange of ideas, the sonata
is often drawn into the ‘Circassian’ territory of the opera. Its finale casts exoticism aside in
favour of influences from nearer home: a first subject redolent of old Vienna, flights of
pseudo-academic counterpoint, hints of military pomp, a quirkily harmonized, well-nigh
Dvor̆ákian second subject. The coda summarizes and transcends, before slowly vanishing
into a realm of dreams and make-believe.

The boundaries of Goldmark’s world, as defined in his Cello Sonata op.39, were more
strictly patrolled. Bearing in mind that only four years separate his sonata from
Zemlinsky’s, comparisons are particularly revealing. Zemlinsky represents the wilfulness
and vigour of youth, Goldmark the sobriety of old age: inexperience and imagination
weighed against craftsmanship and control. Some of Zemlinsky’s risky transitions and
experimental harmonies almost come to grief, whereas Goldmark remains level-headed
and steers skilfully clear of structural problems. But where Zemlinsky lets the wind howl
around our heads, and leads us to the very eye of the storm, Goldmark stays indoors,
counting claps of thunder from the comfort of an easy-chair drawn up by the fire.

At the centre of Korngold’s most successful opera, Die tote Stadt, stands Bruges, the
‘Dead City’. The symbolist-inspired story, to a libretto by Korngold and his father, is
spooky and somewhat perverse. The score brings light into this gloom with a couple of
evergreens, notably the ‘Tanzlied des Pierrot’ from Act II. On stage this is inevitably a
show-stopper, indeed it works very well on its own, in the composer’s radiant
transcription.

A Digital Recording. Cover photography of Raphael Wallfisch © David Jacobs
This compilation � 2007 Wyastone Estate Limited © 2007 Wyastone Estate Limited



NI 5806NI 5806

36

as The Great Waltz, to Broadway. An invitation in 1934, to work with Reinhard in
Hollywood on filming A Midsummer Night’s Dream, opened the door to his third career, as
house composer for Warner Bros. In this capacity he provided music – albeit with growing
reluctance – for some twenty movies. A last-ditch effort to restore his reputation as a serious
musician failed miserably. Even in America, his art was no longer in tune with the times.

The discoveries
It is Zemlinsky who, with his thirty-minute Cello Sonata in A minor, provides the ‘beef’ here.
Thanks to Raphael Wallfisch, this work returns to the repertoire after an absence of over a
century. Since 1971, it had been common knowledge that the sonata was premiered at the
Wiener Tonkünstlerverein on 23 April 1894, but of the manuscript there was no trace.
Raphael Wallfisch recounts how, while browsing through his father’s collection of sheet
music, he chanced upon a copy: 

Some twenty years ago, the musicologist and humorist Fritz Spiegl sent my father, [the pianist]
Peter Wallfisch, a photocopy of the manuscript of the Zemlinsky sonata, which in turn had been
given to him by the family of the sonata’s dedicatee, Friedrich Buxbaum. Unfortunately, the copy
was very unclear to read, so my father and I postponed getting down to it. However, recently…the
piece was deciphered by Antony Beaumont, and the result is a beautiful and characteristic addition
to our repertoire.

By dint of tracking down the original to North Wales, yet another Zemlinsky manuscript
came to light, the Three Pieces for cello and piano. This work, composed in the summer of
1891, may have been intended as a farewell present for Buxbaum, who left Vienna soon
afterwards to take up the post of principal cello in the newly formed Scottish Orchestra
(today the Royal Scottish National Orchestra). Later he freelanced in the South-East,
playing for the Prince of Wales at Sandringham and participating in Mahler’s London
season of German opera (June–July 1892). Having returned to Vienna the following
summer, he joined the celebrated Rosé Quartet. Later he also replaced the composer Franz
Schmidt, at Mahler’s behest, as principal cellist at the Hofoper. Hence for four decades,
until his dismissal on racial grounds in 1938, Buxbaum occupied the principal’s chair of the
Vienna Philharmonic. On Bruno Walter’s celebrated January 1938 recording of Mahler’s
Ninth Symphony, it is he who plays the rapt, valedictory solo near the close. 

ALEXANDER ZEMLINSKY (1871-1942)
Drei Stücke für Violoncello und Klavier (1891) 7.10

1 I Humoreske. Energisch 2.46
2 II Lied. Sehr warm 2.42
3 III Tarantell. Wild bewegt 1.42

Sonate in a-Moll (1894) 29.25
4 I Mit Leidenschaft 11.22
5 II Andante 9.06
6 III Allegretto 8.57

CARL GOLDMARK (1830-1915)
Sonate Op.39 (1890) 20.37

7 I Moderato con mosso 8.17
8 II Andante 7.07
9 III Allegro non troppo 5.13

ERICH WOLFGANG KORNGOLD (1897-1957)
0 Tanzlied des Pierrot – from Die Tote Stadt (1920) 4.02

Four pieces – from Viel Lärmen um Nichts Op.11 (1920) 14.25
q I Mädchen im Brautgemach 3.31
w II Holzapfel und Schlehwein (Marsch der Wache) 2.23
e III Gartenscene 6.08
r IV Mummenschanz (Hornpipe) 2.23

t Romance-Impromptu – from the film Deception (1946) 3.11

Total playing time 78.53

Recorded by Nimbus Records at Wyastone Leys, Monmouth, U.K. on 30 & 31 May 2006.



NI 5806NI 5806

54

while declaring allegiance to neither. In 1908, when Felix Weingartner took over as musical
director of the Hofoper from Gustav Mahler, who had left with a cloud over his head,
Zemlinsky’s masterpiece, Der Traumgörge, was struck off the repertoire without a single
performance. Goldmark’s Ein Wintermärchen, on the other hand, though by no means a
masterpiece, was retained, despite having been scheduled by the Mahler administration.
Since World War II, his music has never quite regained that same high regard.

Zemlinsky’s career developed in quite the opposite direction. Success came – too soon
alas – at the very beginning of his career with the opera Es war einmal…, premiered by
Mahler in 1900. Thereafter, particularly after the Traumgörge scandal, he found himself in
greater demand as a conductor than as a composer. In 1911, his reputation in Vienna having
reached its lowest ebb, he moved to Prague, where for sixteen years he worked as musical
director of the New German Theatre. It was there that he composed his finest works: two
one-act operas to texts by Oscar Wilde, two magnificent string quartets (the second and
third) and that non plus ultra of post-Romanticism, the Lyric Symphony. During his lifetime,
performances of this music were few and far between, and after his death – in dire
circumstances as a refugee in the US – he was remembered only for having been the teacher
of Arnold Schoenberg. Not until the 1970s did he re-emerge from the shadows. Since the
early 1990s, recordings of his music have proliferated and the list of published works has
more than doubled. The presence of so many gems amongst his posthumous papers
indicates a fatalist strain in his attitude towards fame and fortune: ‘My time will come after
my death’.

Where, in childhood, neither Goldmark nor Zemlinsky betrayed much of their future
promise, Korngold absorbed Viennese fin-de-siècle culture as if in a single draught of
mother’s milk. At an age when most children are still learning to read and write, he was
composing with the emotional and technical assurance of an adult. All he needed to know
about his craft was taught him by Zemlinsky, the rest he discovered for himself. Later in
life, he reaped the joys and sorrows of three careers. As a serious composer, his operas
brought him success almost on a par with that of Richard Strauss. As from 1923, he
concentrated his energies on the entertainment business, working with Max Reinhard to
adapt and refurbish classical operettas. This second career reached its zenith with a
pasticcio based on the music of Johann Strauss, Walzer aus Wien (1930), which made its way,

Notes by Antony Beaumont 
An apt title for this compilation might be ‘Dinner For Two’: vol-au-vents viennois and
pasticcio napoletano, followed by the main courses, spit-roast boeuf circassien and Kalbs-
goulasch Gmundener Art, offering a choice of spicy or bland, red meat or white; finally
mousse au chocolat de Bruges and a helping of zuppa inglese, rounded off with a glass of
California tawny port. 

Frivolous? Maybe. Yet taken together, the compositions on this disc not only present a
wide range of recipes for effective and enjoyable chamber music, they also serve as a study
in ethics. Is music for culinary delight or spiritual elevation, food for the body or the soul,
stuff for the playhouse or the temple? Over the six decades covered by these six
compositions, our three composers vary their stance on this question according to changes
of taste, socio-political climate, geographical location – or of sheer necessity. 

The Composers
Goldmark, Zemlinsky and Korngold represent the finest in successive generations of
Austrian musicianship. All three were Jewish by birth and Viennese by choice rather than
of origin. Korngold came from Brno in Moravia; Goldmark was born and brought up in
Hungary, though his family originated in Western Galicia; Zemlinsky was genuinely
Viennese, but a child of immigrants recently arrived from Slovakia and Bosnia. All three
careers evolved against a rising wave of anti-Semitism, largely still latent when Goldmark
enrolled as a student at the Vienna Conservatory, in 1857, but gaining rapidly in
momentum as from the founding of the Austrian Christian Socialist party in 1891, to
culminate in the Nazi terror of 1938–45. Toxic fumes of anti-Semitism still emanated from
ethnically cleansed post-War Vienna, exerting a dampening and damaging influence on the
later work of Korngold. 

With Die Königin von Saba, an opera based on the Old Testament story of the Queen of
Sheba, Goldmark secured himself a place in that grandest of worldly temples of the Muses,
the Vienna Hofoper. A relatively slow developer, he progressed from a life of poverty in his
native Hungary to become a doyen of the Austrian musical establishment. In later years,
his chief concern was to safeguard his seat on Parnassus between those twin giants, Brahms
and Wagner. He did so with aplomb, proving himself as much at home in the concert hall
as in the opera house, and roaming freely between the conservatives and the progressives
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7 - 9 Sonate Op.39 20.37

Erich Wolfgang Korngold
0 Tanzlied des Pierrot 4.02

Die Tote Stadt
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