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Wolfgang Amadeus Mozart (1756-91)

Trio after the Quintet K407

1  Allegro 6:11
2 Andante 5:42
3 Rondo - allegro 4:01 

Adolphe Blanc (1828-1885)
4 Romance Op 43b  4:25

Heinrich von Herzogenberg (1843-1900)
Trio Op 61

5 Allegretto 7:18
6 Presto 3:20
7 Andante con moto 5:36
8 Allegro 4:38

H Molbe (1835-1915)
9 Air arabe Op 77 5:08

Paul Basler (b 1963)
10 Vocalise-Waltz (1996) 6:20

Jean-Michel Damase (b 1928)
Trio (1990)

1 Allegro deciso 5:02
2 Andante 4:01
3 Presto scherzando 2:36
4 Molto moderato - Allegro 3:43
 
  Total Time 68:17 



Programme Notes by Jeremy Polmear

In the realm of chamber music the combination of oboe, horn and piano is an unusual one. The string 
quartet medium reigns supreme in its ability to inspire great works from great composers. There are many 
reasons for this, one being that in a string quartet each instrument has its own character, but all are of 
the same family so that they can also blend as a unit. Each can add its voice on equal terms to the others, 
speaking the same language but with its own individual accent. 

By contrast the wind quintet of flute, oboe, clarinet, bassoon and horn is all just that – contrast. Each 
instrument occupies its own sound-world, its own unique colour. This is what makes these instruments 
so valuable in an orchestra, but can be a challenge in a chamber music context. It takes a very skilful 
composer – and skilful performers too – to create satisfying blends with these instruments.

It is perhaps no accident that when Mozart wrote chamber music for flute, oboe, clarinet, and horn, he did 
so individually, in works with strings. Or he added a piano to smooth out the sound, as in the celebrated 
Quintet K452 with oboe, clarinet, bassoon and horn. On this CD we have done something similar with his 
Horn Quintet K407; although the violin part is now on the oboe, the two violas and cello are given to the 
piano.

And it is the piano that is the key to the possibilities of the trio with oboe and horn. Even when it is an 
accompanying role it can provide a mellow presence and a solid harmonic basis, over which the other 
instruments can sing. This is true in the Mozart, and also in the two short nineteenth century pieces 
recorded here, by Blanc and Molbe.

And what of the other two instruments? The US horn player Cynthia Carr, in the introduction to her 
repertoire list of music for the trio, puts it thus: “This ensemble – comprised of the most distinctive-sounding 
woodwind instrument and the most versatile member of the brass family – presents a rich tonal palette 
and can produce a wide range of textures, from delicate and transparent to full and orchestral.” This can 
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be seen in this CD particularly in the Herzogenberg Trio Op 60 (1889), and in 
the way that Jean-Michel Damase makes full, and delightful, play of all the 
possibilities in his Trio of 1990. The oboe cannot match the horn in terms of 
dynamic range, but its timbre means that it can still be heard, even when both 
the other instruments are at full stretch. Meanwhile, within the context of the 
piano sound, the two instruments can celebrate their differences - the oboe 
melodic and poignant, the horn warm and noble.

In her repertoire list, Cynthia Carr lists nearly forty compositions. There is a genre here, but it is miniscule 
compared to the repertoire for a string quartet or even a wind quintet. This is because the oboe/horn/
piano trio has never been a standard instrumental combination, never part of a European Court as, 
for example, the Wind Band octets were. Compositions have come about in a more haphazard way. 
The nineteenth century was a bad one for wind chamber music players – only Schumann and Brahms 
among the major composers wrote anything. Where they did, it was for specific players, for example 
the clarinettist Richard Mollified for whom Brahms wrote the Clarinet Quintet. For this Trio there are two 
keynote nineteenth century pieces – the Herzogenberg Trio already mentioned, and one by Carl Reinecke, 
written in 1887.

During the 20th Century there were a smattering of works, but the increase in interest didn’t come about 
until late in the century, with the rise of  oboe/horn/piano trios in the US, particularly Cynthia Carr’s own 
Trio Arundel, and the horn player Martin Webster of the Hancock Chamber Players.  They not only wanted 
to play music, but were willing to commission pieces, resulting in Paul Basler’s jazzy Vocalise-Waltz of 1996 
(commissioned by Cynthia) and the Damase Trio mentioned above, commissioned by Martin.

To these people we owe a debt for opening up new possibilities in the under-exploited world of wind 
chamber music.  
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The eminent musicologist Alfred Einstein wrote of Mozart’s wind concertos 
that “wind instrument players are usually naïve, with something very individual 
about them – quite different from violinists or pianists. Accordingly all these 
concertos have something special and personal about them, and when 
one hears them in a concert hall one has the feeling that the windows have 
suddenly been opened and a breath of fresh air has been let in.”  
[Einstein: Mozart, his character, his work.]

In this case the individual was Joseph Leutgeb, 24 years older than Mozart, who had worked with both 
Leopold and Wolfgang Mozart for the Archbishop of Salzburg. Mozart wrote three of his horn concertos 
for Leutgeb, and at the end of 1782 (just before the first concerto) this Quintet. The evidence suggests an 
affectionate, teasing relationship between the two. The dedication on the first concerto says ‘Wolfgang 
Amadé Mozart takes pity on Leutgeb, ass, ox, and simpleton, at Vienna, March 27, 1783’, but on one 
occasion Mozart also stayed with the older man when Constanze was away. And Mozart’s feelings are 
there too, surely, in this affectionate music.

The version of the Quintet on this CD is not so much an arrangement as a transcription. The oboe plays 
the violin part. In the first movement two bars have been modified, in the second movement none, and 
there are a few phrases adjusted in the third movement. The music ‘feels’ like an oboe part, and in the 
first movement there are delightful exchanges between oboe and horn. The structure of this movement is 
similar to that of the Oboe Quartet K371, written a year earlier.

The middle movement, to quote Einstein again, is “a deeply felt piece, a little love duet between horn 
and [oboe]”. And in the Rondo-Finale, Mozart’s humour bubbles up once again, including the in-joke of 
starting the movement on an up-beat. It is also more like a mini-concerto, complete with little cadenzas for 
the horn.

Tracks 1 to 3 

Wolfgang Amadeus Mozart 
Trio after the Quintet K407

Adolphe Blanc was born in Provence but lived and worked in Paris, 
where from 1855 to 1860 he was conductor at the Théâtre Lyrique. His 
compositions are almost exclusively of chamber music, doubtless for the 
flourishing Salons of the time, where women of the fashionable upper-
middle classes could entertain, and create their place in Society. 

Blanc’s best-known piece is the Septet Op 40 of 1861, which won him the 
Chartier Chamber Music Prize; presumably the Romance was written not 
long afterwards. The frontispiece proclaims ‘a ses amis Raoul Triébert et 
Garigue’. Raoul Triébert was a member of the family that developed the 
modern oboe; Garigue was Jean-Henri Garigue, for whom Saint-Saëns 
was to compose his Romance for Horn and Orchestra Op 36. 

Perhaps using his theatrical experience, Blanc has written a delightful 
little opera scena for the two players, with the piano serving as the 
orchestra. Any problems of balancing the instruments are automatically 
solved – each instrument is a character. First oboe, then horn (in a more 
manly way), declare themselves. But soon trouble develops (1:38), with the 
horn stamping his foot dramatically at 2:02. Things are soon patched up 
however; the horn is mollified, and is soon duetting with the oboe; after a 
little cadenza from each player the piece comes to a gentle close.    

Track 4 

Adolphe Blanc 
Romance Op 43b

Mozart by Doris Stock, 1789.
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Heinrich Freiherr von Herzogenberg (to give him his official title) was born in Graz, Austria, in 1843. 
He was a prolific composer, and is known principally for his choral and his chamber music. His wind 
compositions consist of a Quintet for the same combination as Mozart’s K452, written in 1888; and the 
following year this Trio for oboe, horn and piano.

Listening to this warm, open music it is hard to understand the controversy over Herzogenberg’s reputation 
as a composer, which is linked to his long association with Brahms, of whom he is sometimes considered 
a pale imitation. They first met at the house of Felix Otto Dessoff, a professor at the Vienna Conservatoire 
who was teaching Herzogenberg. Herzogenberg became a promoter of Brahms’ music, but it was not 
reciprocated. Late in life Brahms relented, saying grudgingly that “Herzogenberg is able to do more 
than any of the others”, but his earlier expressed opinions were that Herzogenberg’s music was dry and 
academic, an assertion that seems hard to apply to this Trio.

There may have been another factor involved. In 1868 Herzogenberg married Elisabet von Stockhausen, 
a pianist and composer who was studying with Brahms. The two were close, Brahms valuing Elisabet 
Herzogenberg’s comments on his music; it is possible that he resented the marriage.

As well as composing, Herzogenberg held many prestigious positions. From 1875-85 he was director of 
the Leipzig Bach Verein, which he had co-founded. In 1885 he moved to Berlin, where he was professor 
of composition at the Berlin Hochschule für Musik. From 1889 he also conducted a master class in 
composition at the Hochschule. And in the same year as the Trio was composed he was elected a member 
of the Akademie and became director of the Meisterschule für Komposition in Berlin.

So Herzogenberg was an Academic, but this music certainly is not. If its style has any similarity to that of 
Brahms, that similarity is very superficial. We might, for example, compare it to Brahms’ own trio for violin, 
horn and piano, written in 1865. it could be argued that Herzogenberg’s Scherzo has similarities to the last 

Tracks 5 to 8 

Heinrich von Herzogenberg 
Trio Op 61

movement of the Brahms, including accents on the third beat of the bar – 
yet the world that Herzogenberg’s piece inhabits is a quite different one.

Indeed, what is striking about any of the movements in Herzogenberg’s 
Trio is how very authentic it sounds; this is not derivative music. As the critic 
and Herzogenberg enthusiast Harold Truscott has put it: “he is an original 
thinker in music, and a considerable poet in sound.”

Special mention might be made of the fourth movement, which adds a new 
dimension to the piece. Ebullient without ever being heavy, it is perhaps 
the one that most shows Herzogenberg’s Austrian roots, with alpine horn 
calls and bird song. Together with some unusual harmonic changes, this 
music would seem to echo Mahler. Or perhaps we should say pre-echo; 
Mahler’s First Symphony was not performed until 1889 (the year of this Trio) 
in Budapest, and not published until ten years later.

Elisabet and Heinrich von 
Herzogenberg
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‘H Molbe’ was the pseudonym for Dr Heinrich Freiherr von Bach (1835-1915). 
He practised as a barrister in Vienna (probably after Herzogenberg had left 
the city) while also composing some 200 songs and 140 chamber works.  
His brothers were perhaps better-known than him; Otto Bach was Director 
of the Mozarteum in Salzburg, and Alexander von Bach was a prominent 
Austrian politician.  

Alexander also ran a series of ‘Thursday Evenings’ at his home where music would have been played. 
He had also trained as a diplomat, was fascinated with the Orient, and studied several languages 
including Arabic. It therefore seems likely that the Air arabe was composed for one such evening. The 
title has nothing to do with actual Arabian music, it is an example of the exoticism that was part of 
nineteenth-century Romanticism. As the European upper-middle class became more comfortable, they 
also became fascinated with the world outside – a place seen as more relaxed, more colourful, more 
sensual.

No matter that these are simple and wishful stereotypes, they gave Bach an opportunity to indulge 
in soulful melodies, chromaticism, unusual harmonic changes, and a sensual mood  – a mood that 
he sustains brilliantly throughout the piece. His writing for the instruments, and the balance between 
them, is also consistently effective. He may have been a part-time composer, but this is a thoroughly 
professional piece of work.

Track 9 

H Molbe 
Air arabe Op 77

Paul Basler is now a Professor of Music at the university of Florida, teaching 
horn and composition, but it was when he was a Senior Fulbright Lecturer 
at Kenyatta University in Nairobi that he started the sketches for the 
Vocalise-Waltz. He has commented that the piece is definitely rhythmic in 
nature, but these are not the rhythms of Africa. The title conjures up a piece 
that could be played in a European Salon, but this is not European music.

It’s definitely American, and right from the beginning there is a laid-back, 
West Coast feel to the writing. The first two piano bars could be an 
introduction to a Joni Mitchell song, but instead oboe and horn play the 
recurring theme of the Vocalise. Between the recurrences are snatches of 
melody on each instrument, and rhythmic episodes.

The Waltz begins at 3:33, and it’s at a one-in-a-bar, Viennese speed. But 
this waltz is a chimera, appearing briefly before dissolving in a haze of 
cross-rhythms. There are two rather more substantial episodes of waltz 
theme at 4:21 and 5:44, but Basler continually toys with both performer and 
listener in a most entertaining way with episodes of serious counting. Do 
not, whatever you do, attempt to dance to this music.    
   

Track 10 

Paul Basler 
Vocalise-Waltz (1996)

The von Bach family vault, 
Central Cemetery, Vienna, 
photo by Hedwig Abraham.
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“I wrote a difficult piano part to give myself something interesting to play” said Jean-Michel Damase 
to me, reminding us that as well as a composer, he is a concert pianist of some distinction. His mother 
was a harpist, and the piano part is also full of swirling gestures, adding to the virtuosity demanded 
of the pianist. Damase was a child prodigy, being unanimously awarded first prize for piano at the 
Paris Conservatoire at the age of fourteen. It took him another five years to win the equivalent prize in 
composition; the same year he won the Prix de Rome.

This early maturity helped Damase to acquire a considerable technical facility, and thorough knowledge 
of the possibilities of individual instruments. In common with many 20th Century French composers, he 
wrote a lot for wind instruments. “I knew Jean-Pierre Rampal [the flute player] when he came to Paris from 
Marseille, we became good friends, and I wrote the 17 Variations for his Quintet.” This work of 1952 has 
since become a classic. On the oboe, Damase met Pierre Peirlot, and together with Rampal they recorded 
the 1962 Trio from flute, oboe and piano. As for the horn, “the first horn player I knew well was Pierre del 
Vescovo, I wrote for him a solo Adage in the ballet La Croqueuse de Diamonds [1950] with Roland Petit.”

I asked Damase how the instrumentation of oboe, horn and piano influenced the music he wrote for them, 
and he was very clear: “When Martin Webster asked me to write for oboe, horn and piano I accepted 
with pleasure, I enjoyed very much this formation, I found the colour of these instruments very stimulating. 
The music was written, really, for these instruments, having nothing to do with pieces written before. The 
following year Ransom Wilson asked me for a Quartet for flute, oboe, clarinet and piano which has 
nothing in common with this Trio.” 

The work starts with an ear-catching figure – oboe and horn in close canon against off-beat piano chords. 
It soon transforms into a succession of short phrases, the playing of which reminds me of the pleasures of 
performing Poulenc, and specifically as if Poulenc had written a companion to his Trio for oboe, bassoon 
and piano. “I have certainly had some influence from Poulenc” said Damase, “I am certainly in this 

Tracks 11 to 14 

Jean-Michel Damase 
Trio (1990) 

tradition.” Like Poulenc, too, the phrases which to the performer appear to 
be individually beautiful, but not linked together – are. The off-beat piano 
chords are a recurring figure, but something more elusive, and magical, 
enables this movement to cohere in a very satisfying way.

The slow movement is really a single, evolving melody, again with a 
parallel to Poulenc’s Trio. Damase’s melodic line is seemingly more 
angular, containing large interval jumps, but this is only apparent. When 
we combine this with his control of the shifting moods of the piece, we know 
there is a melodic master at work here.

If these movements reference Poulenc, it is perhaps the shade of Jean 
Francaix that hovers over the third movement, with its short, angular 
phrases and its frequent silences. Or perhaps the Mendlessohn of  
A Midsummer Night’s Dream, doing some more fairy mischief.

By contrast, the fourth movement starts ominously, before breaking into a 
delightful walking tune. Damase says of this “in other scores I write quite 
grave introductions, moving to a theme ‘clair’ and tonal, as a contrast.” This 
music is light, but not lightweight.

The critic Bernard Gavoty wrote in Le Figaro after a Damase première 
something that could equally apply to this final movement, and indeed to 
the whole piece: “What a delight, this art that pretends to be simple, and 
how refreshing it is to partake of such refined writing, ingenious harmony, 
and disturbing modulation”.

Jean-Michel Damase,  
photo by Daniel Conde, 
courtesy UMP
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Jeremy Polmear

Jeremy Polmear was educated at the Choir School and King’s School in 
Canterbury, and was a member of the National Youth Orchestra of Great 
Britain while studying with its then oboe professor Janet Craxton. After a 
Science degree at Cambridge University (where he also played the Strauss 
concerto with the University orchestra) he worked for IBM for five years.
 
On leaving IBM he discovered the pleasures of freelancing when people offered him short-term computer 
work. He became a freelance musician, and over the years he has performed as a guest player with many 
of London’s chamber and ballet orchestras including the City of London Sinfonia, the London Mozart 
Players, Lontano, English National Ballet and The Ambache.
 
With the pianist Diana Ambache he formed the Polmear Ambache Duo in 1977 for a British Council tour 
of India. They have since performed in thirty three countries on five continents, including programmes 
of  words and music in the Gulf with Billie Whitelaw, in Australia with Susannah York and around the UK 
with Jenny Agutter. London appearances have included recitals at the Wigmore Hall and Purcell Room. 
They have also run sessions for businesses on teamwork and leadership, using the Arts as a management 
training tool. 
 
In 2002 Jeremy founded the CD label Oboe Classics, which by 2010 had twenty-two titles in its catalogue. 
This is the fourth involving Jeremy himself, and his recording with Diana Ambache of music by Robert and 
Clara Schumann has been designated the Benchmark Recording for this repertoire by the BBC Music 
Magazine. He has also recorded as a soloist and chamber musician on the Meridian, Chandos, Unicorn-
Kanchana and Naxos labels, and on the BBC.
 
Jeremy has loved jazz since University days, and plays alto saxophone in the style of Paul Desmond, 
though without his creativity. He is the designer of four web sites. 

The Wyastone Concert Hall, Monmouth, UK

Photo by Richard Saxel.
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Richard Saxel

Richard Saxel is a concert pianist who is establishing a reputation as one 
of the finest chamber music pianists and accompanists of his generation. He 
was educated at Churcher’s College, Petersfield, studied the piano with the 
late Clifford Benson whilst at the University of York, and then later with Michael 
Dussek as a postgraduate at the Royal Academy of Music. 

Richard is a previous winner of the NFMS Making Music Award with his piano duet partner Faith 
Leadbetter, and has duos with a number of other notable soloists, as well as being the pianist of 
the Meryon Trio. In 2010 he released his first solo CD of works by Schumann, Janacek and Edward 
MacDowell on the Quartz label to critical acclaim. 

One of Richard’s great attributes as a performer is his versatility. For four years he was one of the six 
pianists in Piano Circus, who perform and broadcast contemporary music at major festivals around the 
world; he has worked with a fascinating variety of artists, from Indonesian puppeteers to ballet dancers, 
tango musicians, trapeze artists, music theatre performers, jazz singers, and also with the Endymion 
Ensemble under Gyorgy Kurtag. He has given several World Premières.

Richard has performed at many major festivals, including the Istanbul International Festival, Lucerne 
Festival, La Roque D’Antheron, The Big Chill, the Victoria Arts Festival in Gozo, Cheltenham Festival, 
Huddersfield New Music Festival and the Dartington International Summer School as well as at several 
of London’s leading venues including the Queen Elizabeth Hall and St. John’s Smith Square, and at St. 
David’s Hall in Cardiff. He has toured Indonesia and Argentina under the auspices of the British Council. 
Richard is currently Head of Performance at Cranleigh School in Surrey. Besides music, his interests are 
mainly sporting; a keen cricketer and golfer, he also writes on golf for www.ispygolf.com.  
  

Stephen Stirling

Stephen Stirling a renowned horn soloist, has appeared at almost every 
major British venue, and with the Academy of St Martin in the Fields, the 
Chamber Orchestra of Europe, BBC NOW, BBC SSO, the Bournemouth 
Symphony Orchestra and the Orchestra of St John’s. His recording of Mozart 
Horn Concertos with the City of London Sinfonia features constantly on Classic 
FM, and he gave the world première of Gary Carpenter’s Horn Concerto with the BBC Philharmonic on 
Radio 3. He holds the unique distinction of having been the soloist for the opening of both of London’s 
newest purpose built concert halls - Cabot Hall and King’s Place.

He has a world-wide reputation as a chamber musician, in constant demand at festivals in the UK and 
abroad as well as being a founder member of Endymion, The Fibonacci Sequence, the Audley Trio, 
Arpège, and the New London Chamber Ensemble. His recording of Brahm’s Horn Trio with the Florestan 
Trio was nominated for a Gramophone award. CDs of York Bowen, Thomas Dunhill, Stanford, and ‘Horn’ 
– a Fibonacci/Deux Elles CD of rare chamber works –  have met with great critical acclaim.

As principal horn of the Academy of St Martin in the Fields and the City of London Sinfonia, guest 
principal with the Capella Andrea Barca, Orquestra de Cadaques and Scottish Chamber Orchestra, and 
member then guest principal of the Chamber Orchestra of Europe, Stephen is privileged to have worked 
with many of the world’s finest chamber orchestras.

As well as this CD, this year includes performing at the Wigmore Hall with Angela Hewitt and Isabelle 
Faust, releases of chamber music by Nielsen and Lennox Berkeley, and Sound Census with Endymion.

Professor of Horn at Trinity College of Music, London, on the faculty of the Yellow Barn Summer  
Music School and Festival in Vermont USA, Stephen is also a veteran of the Dartington International 
Summer School.



Photo by Jeremy Polmear

Left: Discussing a take, L to R: 
John H West (producer),  
Jeremy Polmear, Richard Saxel, 
Stephen Stirling
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Web Links 

Sheet music: the Mozart, Herzogenberg, Blanc and Molbe 
are all public domain works, and the music can be found at 
www.imslp.org. For assistance with this version of the Mozart, 
contact mail@oboeclassics.com.

More details of all the composers except Molbe can be found 
by searching on their names.

Cynthia Carr’s repertoire list is at www.arundelmusic.com.

Long sound clips of more music by Herzogenberg can be 
found at www.editionsilvertrust.com.

Details and on-line ordering worldwide of all Oboe Classics 
CDs are at www.oboeclassics.com.


