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Peter Frankl, piano

(1833-1896)

(1865)
1 I Allegro non troppo 15.06
2 II Andante, un poco Adagio 8.33
3 III Scherzo. Allegro 7.39
4 IV Finale. Poco sostenuto - Allegro non troppo 10.42

1876)
5  I Vivace 9.42
6 II Andante 7.36
7 III Agitato (Allegretto non troppo) 8.00
8 IV Poco Allegretto con Variazioni 8.51
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chamber music performance in New York City. Collaborations for films included
productions for UNITEL, TV Asahi, ZDF, BR Alpha, 3 SAT and ORF.

The Quartet teaches at the Universities in Vienna and Graz and has held masterclasses
around the world.

Peter Schuhmayer plays on a violin by Philipp Keller (1907), Johannes Meissls’ violin
(Guarneri, 1690), Herbert Kefers’ viola (Guadagnini, 1784) and Othmar Müllers’s cello
(Amati 1573) are on loan from the Austrian National Bank.

For more information about the Artis-Quartett visit www.artis-quartett.at

Also available on Nimbus by the Artis-Quartett

Alexander Zemlinsky NI 5563
Quartets : No. 1 in A major, Op. 4 & No. 2, Op. 15

Alexander Zemlinsky Quartets : No. 3, Op. 19 & No. 4, Op. 25 NI 5604
Johanna Müller-Hermann Quartet in E-flat major, Op. 6

Karl Weigl NI 5646
Quartets No. 1 in C minor, Op. 20 & No. 5 in G major, Op. 31

Anton Webern NI 5668
The Complete Works for String Quartet and String Trio

Egon Wellesz NI 5821
String Quartets : No. 3, Op. 25, No. 4, Op. 28, No. 6, Op. 64
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Peter Frankl’s discography is very wide-ranging: in addition to his recordings of the
complete piano works by Schumann and Debussy, he has also recorded solo works by
Chopin, Schubert, Beethoven, Bartók and other Hungarian composers, piano concerti by
Mozart, Brahms, Mendelssohn, Schumann and Chopin and chamber works by Mozart,
Brahms, Schubert, Schumann, Dvořák, Dohnányi, Martinů and Bartók.

Peter Frankl studied at the Franz Liszt Academy in Budapest with Professors Hernádi,
Kodály, Weiner and won first prizes at several international competitions. He lives in
London and is visiting professor at Yale University in the USA.

Founded in Vienna in 1980, the Artis-Quartett launched an international career with
regular performances in the world's most important music centres including New York,
London, Paris, Tokyo, Berlin, Vienna and Amsterdam.  In Vienna they have performed
an annual cycle of concerts at the Wiener Musikverein since 1988. Performances of
complete quartets of composers included Schubert, Mendelssohn, Webern, Mozart,
Zemlinsky and G. von Einem.

They have appeared at many of the world’s major music festivals including Salzburg,
Schleswig Holstein, the Berliner Festwochen, Ravinia, Bournemouth, Hong Kong and
Paris and  have collaborated with artists Mischa Maisky, Christoph Eschenbach, Peter
Frankl,  Juliane Banse, Nabuko Imai, Richard Stoltzman, Sharon Kam and many others.
Their more than 35 CDs have won awards such as the Echo Klassik, Indie Award,
Wiener Flötenuhr, Grand Prix du Disque, Diapason d´Or and the  Midem Classical
Award in Cannes. Thomas Schulz from the German ‘Rondo’ Magazine has written: ‘in
the Austrian late romantic and modern repertoire the Artis-Quartett is unbeatable at the
moment’. They received the Lully Award  by concertonet.com for the season’s best
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Fully conscious of his Classical heritage, Johannes Brahms (1833-97) took his
responsibilities towards the Austro-German tradition very seriously, exercising extreme
caution when measuring his own creative abilities against the achievements of his
predecessors. It is no secret that he toiled for several years over the composition of his
First Symphony in C minor Op. 68, completed in 1876, and he destroyed ‘at least twenty’
of his own string quartet compositions before he could steel himself to the publication
in 1873 of his two quartets Op. 51. Brahms had already been plagued by self-doubt over
the gestation of his Piano Quintet in F minor Op. 34, which had undergone various
metamorphoses before crystallizing in its current form. He originally composed the
work for a string quintet ensemble involving two cellos (after Schubert’s String Quintet
in C major D.956), but his friend, the violinist Joseph Joachim, persuaded him that the
work was lacking in charm and that the string combination was inappropriate for the
work’s symphonic conception. Brahms recast the quintet as a Sonata for Two Pianos and
premiered this version with Carl Tausig in Vienna on 17 April 1864. Disappointed at the
work’s cool reception, Brahms sought the advice of Clara Schumann, who responded
(22 July 1864):

The work is splendid, but it cannot be called a sonata. Rather it is a work so
full of ideas that it requires an orchestra for its interpretation. These ideas are
for the most part lost on the piano…The first time I tried the work I had a
feeling that it was an arrangement…So please remodel it once more!

Partially heeding Clara’s advice, but being swayed more by the conductor Hermann
Levi’s recommendation to rescore the piece as a synthesis of piano and strings, Brahms
eventually arrived at his Piano Quintet during the summer of 1864. The work was
published in that form in 1865 after at least one private performance (in November 1864).
Levi later commented:

The Quintet is beautiful beyond words. Anyone who did not know it in its
earlier forms of string quintet and two-piano sonata would never believe that
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it was not originally thought out and designed for the present combination of
instruments…You have turned a monotonous  work for two pianos into a
thing of great beauty, a masterpiece of chamber music…

Op. 34 stands as a culmination of Brahms’s early compositional development,
combining Schubertian lyricism and harmonic colour with Beethovenian dynamism
and structural integration.  It was premiered in Leipzig on 22 June 1866. Although
Brahms seems to have destroyed the original string quintet version of the work, he
thought enough of his two-piano adaptation to have it published in 1872 as Op. 34b.

Clara Schumann’s observation that the work is ‘so full of ideas’ is nowhere more evident
than in the sonata-form opening movement (F minor, 4-4), which also displays Brahms’s
remarkable gift for structural integration (the ubiquitous descending semitone is a
significant thread of coherence) and thematic variation. The movement begins with a
sombre melody intoned in stark unison octaves by the piano, first violin and cello.
Following a pause, the piano introduces a ‘diminution ‘ of that melody’s first strain
(which provides much of the subsidiary material later in the movement), punctuated by
the string quartet with offbeat sforzandos, before a powerful and extended fortissimo
statement of the principal melody is made by the full ensemble. The second subject
group, in the unusual, dark relationship of D flat minor (spelt, for convenience, as C
sharp minor), is ushered in by a downward leaping figure in the piano. The strings
contribute several additional motives, some of which relate closely to previously stated
material, and the tonality moves to the more customary D flat major for this rich
exposition’s closing theme. The development focuses largely on the two principal
melodies and is densely argued – the main motive of the second subject, for example, is
treated strikingly as a canon by inversion. The recapitulation is fairly regular, but the
principal second subject returns, more darkly still, in the especially remote key of G flat
(spelt as F sharp) minor, delaying the expected reversion to the tonic. A beautiful, calm
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Israel Philharmonic, all London orchestras
and many others in Europe. He has also
toured Japan, Korea, Australia, New
Zealand and South Africa, playing with
orchestras, in recitals and also in chamber
music concerts. He has appeared over
twenty times at London’s BBC Promenade
Concerts and has been a regular
participant at the Edinburgh, Cheltenham,
Aldeburgh, Verbier and Kuhmo Festivals.
Among the highlights of his many
Edinburgh Festival appearances were his
performance of the Britten Concerto
under the baton of the composer and the
opening televised concert with the
Philharmonia Orchestra conducted by
Muti. He was the soloist at the Enescu
Festival in Bucharest with the Budapest
Festival Orchestra at one of the last
concerts Yehudi Menuhin ever conducted.

In the USA, Peter Frankl has been regular guest-artist at the summer festivals in Aspen,
Chautauqua, Hollywood Bowl, Marlboro, Norfolk, Ravinia and Santa Fé and he often
performs with well-known artists, such as Kyung Wha Chung, Ralph Kirshbaum,
András Schiff, Tamás Vásáry and many string quartets like the Amadeus, Bartók,
Borodin, Fine Arts, Guarneri, Lindsay, Panocha, Takács, Tokyo and Vermeer. He has
given master classes all over the world, including the Royal Academy and Royal College
in London, Liszt Academy in Budapest and the Van Cliburn Institute in Texas.
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first two variations (B flat major) give prominence to the viola, first in melodic
decoration of the theme over pizzicato accompaniment and then in a dolce simplification
of the melody. The 1st violin resorts to exterior triplet decoration in variation three (B
flat major) and the cellist joins the 1st violin in the minor mode fourth variation (B flat
minor). In Variation 5 the tonality ventures further afield to D flat major and grows still
darker (G flat major) in the following molto dolce variation, in which the theme is shared
by cello and viola (pizzicato). The seventh variation springs a real surprise; marked
Doppio Movimento, it reverts abruptly to B flat major (and 6-8 metre), and the 1st violin
promptly announces the first movement’s hunting-call theme while retaining the
essential outlines of the folk-like variation theme. A variant of the folk theme in B flat
minor follows, incorporating further material from the first movement. It only remains
for the final variation/coda to provide a fitting climax in which the themes of the two
outer movements are ingeniously combined. Although Brahms would contribute
thirteen more works to the chamber music repertoire, including a true Indian summer
of compositions inspired by the celebrated clarinettist Richard Mühlfeld, Op. 67 proved
to be his final contribution to the string quartet genre.

Robin Stowell

Peter Frankl made his name on the international circuit as a young pianist in the 1960s
and, since that time, he has appeared with the conductors Abbado, Ashkenazy,
Barbirolli, Blomstedt, Boulez, Chailly, Davis, Doráti, Fischer, Haitink, Kempe, Kertész,
Leinsdorf, Maazel, Masur, Muti, Sanderling, Solti, and Szell.

Following his London debut in 1962 and his New York debut with the Cleveland
Orchestra, he has been performing with many orchestras in the USA (Chicago,
Philadelphia, Boston, Washington, Los Angeles, San Francisco, Pittsburg etc), the Berlin
Philharmonic, Leipzig Gewandhaus, Amsterdam Concertgebouw, Orchestre de Paris,
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passage in the coda even suggests the possibility of a major-mode conclusion, but the
tragic melancholy of the minor home key soon scuppers that recourse.

The shadow of Schubert is evident in the tender, ternary slow movement (A flat major,
3-4), which shares the dreamy, lyrical quality of the equivalent movement in Brahms’s
early Piano Sonata in F Minor Op. 5. The piano introduces (sotto voce) an expressive,
rocking melody in parallel thirds and sixths whose phrases have an eight-bar symmetry
unusual for the composer. Contrast is provided in the more animated central section in
F flat (spelt as E) major, which features a melody incorporating an octave-leap motive
and modulates widely. Calm is gradually restored in the subtly varied and rescored
reprise, beginning ‘off- key’ but eventually settling into the home tonic.

Next comes one of Brahms's most electrifying scherzos (C minor, 6-8). Introduced by a
pulsing pizzicato cello pedal, its eerie syncopated initial idea (1st violin and viola, sempre
pianissimo) first morphs into a rhythmic motive in 2-4 metre and later breaks into a
closely related triumphant march theme (6-8). These three elements are juxtaposed
freely throughout the movement; the rhythmic motive is particularly prominent, not
least in a vigorous fugal treatment. The noble trio offers welcome major-mode relief
from all the drama before the scherzo is reprised. Significantly, the conclusion of the
scherzo section shows a marked similarity to that of the finale of Schubert’s C major
String Quintet; it again emphasises the falling semitone (here D flat to C) to which
commentators repeatedly refer in analyses of this work.

Brahms’s structural experiments in the last movement were eventually mirrored in the
finale of his First Symphony. Here, again following Schubert’s lead, he fashioned a
hybrid of sonata and rondo forms in which the recapitulation also serves as
development, the whole being framed by a slow introduction and an immense fast coda.
Following the mysterious rising octaves and groping chromaticisms of the poco sostenuto
opening, the cello introduces a simple, folky theme (Allegro non troppo, F Minor, 2-4),
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which is immediately inverted by the 1st violin and viola. The more animated, yearning
‘second subject’, in (or around) the dominant minor and introduced by the first violin,
droops somewhat pathetically at the outset but its material soon gains a foothold in the
proceedings, courtesy of Brahms’s contrapuntal and developmental expertise
(involving also scurrying triplet figuration). The ‘rondo’ idea returns twice more, each
time followed by increasingly animated discussion and development of the thematic
material through a wide variety of keys. The large agitated coda (6-8) is a Brahmsian
masterstroke. It encapsulates the entire movement, transforming the main theme into a
storm of staccato triplets and further varying the second theme. Its closing agitated
syncopations are ‘straightened out’ only at the very end by a powerful final flourish.

As with his Piano Quintet, Brahms laboured long over the first two (Op. 51, Nos. 1 in C
minor and 2 in A minor) of the three string quartets that he deemed worthy of
publication. Both seem to strive for an emotional profundity and orchestral sonority
unachievable in the medium. However, a newly found ease is evident in his Third String
Quartet Op. 67, begun in August 1875 while holidaying in Heidelberg-Ziegelhausen
(and probably trying to shelve working on his bête noire, the First Symphony) and
completed with relative speed by November. He published the work in the following
year and dedicated it to the Leipzig-born physiologist, Theodor Engelmann, his host on
his concert tours of Holland and husband of the talented pianist Emma Brandes, who
was renowned for her interpretations of Brahms’s works.

The quiet triadic hunting-call theme (B flat major, 6-8; 2nd violin and viola), promptly
taken up forte by the full quartet, quickly sets the mood of good humour and gaiety, its
off-beat accents anticipating the rhythmical and metrical trickery to come. This carefree
mood is further confirmed by modifications to the ‘horn call’ and more intense
opposition of metre: 6-8 and 3-4 in the first subject group and 2-4 and 6-8 in the
polka-inspired main theme of the second group (F major). The development,
commenced by a new sotto voce idea in thirds, is of bipartite structure, dealing in turn
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with the predominant 6-8 and 2-4 rhythms of the two main themes. A return of the
development’s sotto voce idea precedes the modified recapitulation, highlighted by a
dominant seventh chord in B flat major and a silent general pause. The ‘hunt’, once
resumed, culminates in a complex coda in which all the predominant rhythms and
metres of the movement are freely juxtaposed. The original 6-8 eventually emerges
triumphant.

The first part of the ternary Andante (F major, 4-4) is essentially a song for the 1st violin
over a largely syncopated, somewhat pianistic accompaniment. The central section,
which is both declamatory and tender, modulates freely and even incorporates two bars
in 5-4 metre. The varied reprise begins surprisingly in D major, fragments of the song
melody being exchanged between the four protagonists, but eventually settles in the
home tonic with the 1st violin as the dominant chanteur.

A Ländler-like movement (D minor, 3-4) serves as a scherzo equivalent with the viola, so
often the Cinderella of the string family, taking pride of place at this ball. The espressivo
viola melody, accompanied con sordino, is immediately repeated in modified form,
shared by the 1st violin and viola (the latter offering a decorated version) and provides
with its variants the main material of the movement. The trio (A minor, 3-4) initially
dispenses with the viola; but it is not long before that instrument’s contribution is made
to contrast markedly with the somewhat disjointed statements of the other strings. After
a reprise of the Ländler section, a calm and tender coda (D major) brings the close.

The finale (B flat major, 2-4) comprises a set of variations on a folk-like melody
remarkable for its unusual tonal structure (involving a surprising modulation to D
major during its course and an abrupt reversion to B flat major towards its end) and
unbalanced bipartite structure–4 bars plus 6 bars with each section repeated (although
only the second section is repeated in the subsequent variations). Brahms may have
sought inspiration for this movement from the finale of Beethoven’s Quartet in E flat
major Op. 74 (‘The Harp’), for the two movements have various details in common. The



j~ÇÉ=áå=íÜÉ=rh=Äó=káãÄìë=oÉÅçêÇë
c=OMNT=tó~ëíçåÉ=bëí~íÉ=iáãáíÉÇ
«=OMNT=tó~ëíçåÉ=bëí~íÉ=iáãáíÉÇ
ïïïKïó~ëíçåÉKÅçKìâ

N
I 5944

N
I 5944

B
R

A
H

M
S

 : P
IA

N
O

 Q
U

IN
TE

T / S
TR

IN
G

 Q
U

A
R

TE
T N

O
. 3

A
R

TIS
-Q

U
A

R
TE

TT W
IE

N
 / P

E
TE

R
 FR

A
N

K
L

B
R

A
H

M
S

 : P
IA

N
O

 Q
U

IN
TE

T / S
TR

IN
G

 Q
U

A
R

TE
T N

O
. 3

A
R

TIS
-Q

U
A

R
TE

TT W
IE

N
 / P

E
TE

R
 FR

A
N

K
L

N
im
bus

N
im
bus

DDD

Artis-Quartett Wien
Peter Schuhmayer  

Johannes Meissl
Herbert Kefer  

Othmar Müller

Peter Frankl, piano

Johannes Brahms (1833-1896)  
1-4 Quintet for piano and string quartet Op. 34 
5-8 String Quartet No. 3 in B-flat Op. 67 

Total playing time  76.09


