











The second theme begins in cello 4, as shown in Example 6-5. This time, it is firmly in G major,
without the Mixolydian "6 scale that characterized the first theme. In contrast to the leggiero first theme,

the second theme is more lyrical and expressive. It begins with a dolce passage of slurred quarter notes
for two measures, followed by a lively staccato eighth-note passage. Despite this contrast, the theme
maintains the movement’s overall pleasant and bright character. The theme is then repeated by cello 1 in

D major before leading into a brief development section.
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Example 6-5. Op. 95, II, mm. 26 — 32

The B section begins seamlessly from the A section. Cello 2 introduces a brand-new theme in B
minor, which carries a more poignant character, as shown in Example 6-6. Moo6r marks espressivo en
dehors, instructing the theme to be played with great expression and to bring it to the forefront of the

texture.

Example 6-6. Op. 95, II, mm. 51 — 55

This theme is repeated in cello 1 six measures later in the same B minor key and once more in D
minor, with a subsequent repeat sign written. However, curiously, the repeat signs only include the
passages where cello 1 presents the theme, omitting the initial cello 2 statement. After the repeat, cello 1
further develops the theme in E minor. A brief resurfacing of the opening theme by cello 4 in E minor
signals the end of the development.

The recapitulated A section is much shorter in length compared to the exposition, a common
technique employed by Moor. The A' section begins with seven measures of introduction, featuring
constant chromatic triplet figures. These figures first appear in cello 4 and are passed around among cello

1, 3, and 4, as shown in Example 6-7. This introduction leads into the opening theme in measure 87,
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gradually building the dynamic from pianissimo to fortissimo and accelerating the tempo with stringendo,

reintroducing the faster pace from the opening A section.
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Example 6-7. Op. 95, II, mm. 80 — 95

The opening theme is played by cello 1 in fortissimo in measure 87, this time without the leggiero
character or syncopation. Instead, it is played with a tenuto marking on full quarter notes. Harmonically,

the theme still preserves the lowered 6™ and 7™ scale degrees, as well as a brief minor key tonicization
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with the lowered 3rd in the third measure of the theme. Cello 4 initially offers a countermelody in
contrary motion to cello 1’°s fortissimo theme but restates the theme five measures later in piano dynamic
with a cantando marking. This iteration of the theme preserves the syncopation, forgoes the tenuto
marking, and includes slurs, fitting with the song-like quality.

The quiet cantando persists throughout the six measures leading into the coda. Cello 1 then plays
the opening theme in cantando with a piu tranquillo marking at the start of the coda. Four measures later,

a subito presto fortissimo passage ends the movement in a chromatic flurry.

MOVEMENT II1. ADAGIO
The third movement is a slow Adagio, with a typical performance lasting around four to five
minutes. It follows an expanded ternary A — B — A' form, with a recitative-style cadenza after the brief A'
section, leading into a short coda at the end. Thematically simple, the A and B sections each feature a
single theme.
The A section opens with two measures of introduction from cello 2, followed by the first theme

stated by cello 1, as shown in Example 6-8.
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Example 6-8. Op. 95, III, mm. 1 — 12

This theme is in E minor, marked pianissimo, creating a contemplative and introspective
character. Structurally, the theme is in an unconventional 5-measure phrase, with the fourth measure
expanding the harmony. Modr employs downward stepwise motion in the harmonic progression, moving
from E minor to a temporary E-flat major for one beat at the beginning of the fourth measure (measure 6),

then tonally transitioning through D major to A minor, all within a single measure. Moo6r deliberately
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juxtaposes B-flat and B-natural in the melody, amplifying the tonal ambiguity and enhancing the
harmonic shifts within that measure. The fifth measure of the theme is in B minor, setting up the
resolution to E minor in the next measure. Cello 3 restates the theme in C minor in measure 13, but only
for three measures, acting as a lead-in for the subsequent B section.

The B section introduces a new theme stated by cello 1, as shown in Example 6-9. This theme is
in E-flat major, suggesting a sense of warmth, with a dolce marking that enhances its serene, lyrical
quality. The other three cellos provide a tranquil accompaniment underneath, supporting the theme above
with half notes without interrupting it. This theme is further developed over 13 measures, maintaining its

soaring and expansive quality throughout.
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Example 6-9. Op. 95, III, mm. 16 — 20

The A' section consists of a single statement of the opening theme by cello 3, ending on a whole-
note fermata in the last measure. Cello 4 begins a recitative passage in pianissimo, accompanied by
sustained whole note chords from the other three cellos. Cello 1 takes over the eighth-note recitative from
cello 4 four measures later. In forte, cello 1 continues the cadenza unaccompanied for four more
measures, ending abruptly with a crescendo into a rest. After the abrupt halt, cello 3 and 4 enter with a
subito pianissimo trill, setting up the final four measures of cello 1’s accompanied recitative. After the
recitative-cadenza, cello 4 transitions into the coda.

The coda begins with a one-measure introduction, followed by a shortened four-measure version
of the opening theme. In the final two measures, cellos 1, 2, and 4 play an E while cello 3 plays a B,
leaving the harmony open-ended. Although the theme contains G-natural, implying an E minor resolution,
the absence of the third scale degree in the final chord creates harmonic ambiguity. This unresolved

ending gives a sense of finality yet lacks true closure, leaving a hollow, open-ended feeling.
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MOVEMENT IV. ALLEGRO CON BRIO
The fourth movement is a fast-paced finale marked Allegro con brio, typically lasting around six
minutes. It follows a ternary A — B — A' form with a concluding coda.
The A section opens with a one-measure introduction from cellos 3 and 4. Cello 1 enters on the
fourth beat with the pianissimo first theme, creating a cross-measure syncopation as it ties into the

downbeat of the next measure, as shown in Example 6-10.
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Example 6-10. Op. 95,1V, mm. 1 -5

This lively C major theme features staccato eighth notes interspersed with eighth rests. After only
four measures, the statement is abruptly cut short by a subito forte entrance from cellos 3 and 4. This brief
interruption resets the pacing, prompting cello 1 to “restart” the movement with a flurry of sixteenth
notes, leading into the proper statement of the first theme an octave higher in measure 13, as shown in

Example 6-11.
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Example 6-11. Op. 95,1V, mm. 13 - 19

The full theme is seven measures long with long, expansive slurs, featuring extensive
syncopations and ending in A minor. Ten measures of transitional material ensue and lead into the second

theme directly.
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Cello 2 plays the second theme first at measure 30, set in the distant key of A-flat minor, as

shown in Example 6-12.
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Example 6-12. Op. 95, IV, mm. 30 — 34

In contrast to the energetic first theme, the second theme shifts to a more melancholic character,
featuring both slurs and staccato articulations. This theme is later restated by cello 3 in E-flat minor at
measure 44, now with longer, more expansive slurs. Throughout the A section, fast eighth-note triplet
passages are prevalent, serving both accompaniment and solo functions in unison or in canonic imitation.
The A section concludes with triplet passages, gradually slowing down with calando and dropping the

dynamic to a pianissimo.

The B section begins with a chorale treatment of the C major opening theme, as shown in

Example 6-13.
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Example 6-13. Op. 95, IV, mm. 64 — 71
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Marked piu tranquillo and dolce with a piano dynamic, it contrasts with the frantic triplet-filled A
section. Tonality remains stable with I-IV-V-I motion and mostly diatonic notes. This calm, pastorale-like
B section lasts thirty measures, focusing entirely on the development of the chorale, and ends on a half-
note C-sharp major chord with a ritardando. A subsequent eight measures of transitional material, marked
accelerando, leads directly into the A’ section.

The recapitulation A' section begins similarly to the opening, with cello 1 presenting the theme,
only to be interrupted once again by cello 3 and 4 four measures later. Structurally, it is more compact
than the exposition A, with the full statement from cello 1 arriving just two measures after the triplet
interruption, compared to seven measures in the exposition A. After the full restatement of the first theme,
Moor forgoes the second theme and opts to build towards a grand climax at the end of the section.

As shown in Example 6-14, the buildup begins with a stringendo unison chromatic passage in
fortissimo. This is followed by a four-measure largamente section before diving back into another
stringendo. The tension continues to rise toward an expansive four-measure climax of chordal chorale,

with each chord marked sforzando and played in half notes.
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Example 6-14. Op. 95, IV, mm. 142 — 167
As is typical in Moor's style, the climax does not resolve harmonically but instead intensifies the

tension. The first stringendo passage is chromatic, stabilizing slightly to F major (IV chord) in the
largamente. The subsequent unison chromatic stringendo leads into a series of dominant harmonies during
the sforzando climax: G dominant — C half-diminished seventh — F dominant — B half-diminished

The dissolution of the unison texture in measure 159 does not resolve the harmony, but the pacing
of the dominant harmonic progressions slackens: first to two measures of D half-diminished seventh (ii°’),
then moves into a G cadential 6/4 (V6/4 — 5/3) motion for five measures, eventually resolving to C major

in the piu tranquillo coda.

seventh.



The coda begins with a piu tranquillo restatement of the first theme in pianissimo. Following the
lengthy buildup, the arrival of C major provides a satisfying resolution. However, Moér does not linger
on this resolution for long. After nine measures of piu tranquillo in pianissimo, he writes a four-measure
molto crescendo accelerando, leading into a molto animato fortissimo passage. The movement ends
ceremoniously with an allargando descending C major arpeggio, culminating in a final C major chord

fermata in fortississimo.

DISCUSSION ON WIRITNG FOR CELLO

Writing for multiple cellos is not new to Moor. He had previously composed a concerto for two
cellos, followed by another suite for two cellos, both dedicated to Casals and Suggia. Moo6r makes full use
of the cello’s range, employing both the highest and lowest registers, and he masterfully blends the
different timbres produced through various articulations. The cello 1 part is the most technically
demanding of the four, frequently utilizing the highest register of the instrument and carrying the main
melodic material.

Overall, this suite is less technically challenging than Moo6r’s cello concertos. While original works
for cello ensembles remain a small subset of string ensemble compositions, this work is a valuable addition

to the repertoire.
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Chapter 7: CONCLUSION

Key observations arise after this detailed examination. Eménuel Moor’s melodic writing is lyrical
and poetic, standing out as one of his strongest and most distinctive compositional traits. His melodies
often feature unconventional phrase structures, deviating from the traditional nineteenth-century 4-
measure and 8-measure phrasing.

Harmonically, Moo6r frequently combines major and minor scales within the same phrase,
creating tonal ambiguity. He also often employs unconventional harmonic progressions, such as
chromatic modulations. His key choices in constructing movements are equally unorthodox; for instance,
he tends to disregard the tonic-dominant relationship in the exposition-development sections of sonata
form. The key relationships between the first and second themes in the exposition section are often not
related by tonic and dominant. In rondos, the keys of the refrains often clash, creating false expectations.
While Moor generally adheres to diatonic romantic harmonic traditions, the overall inconsistency and
abrupt juxtaposition of keys can be jarring for some listeners. However, repeated and in-depth listening
often reveals new harmonic perspectives, and one grows to appreciate such innovations.

In terms of form, Modr primarily employs classical structures in the overarching construction of
his works, such as sonata form, scherzo, ternary, and rondo. However, within individual movements,
rhapsodic and intentionally loose constructions oftentimes take center stage, deliberately blurring formal
boundaries and making formal analysis ambiguous. Recapitulation sections are oftentimes cut short, and
in some cases omitted entirely.

By combining unconventional harmonic progressions with these non-traditional formal structures,
the music occasionally loses direction, which detract the listener from the beautiful melodic writings
Moor so expertly crafted. On the other hand, this freedom from formal constraints allows Moor to craft

concise sections within the movements, avoiding unnecessary repetition of materials just for the sake of

symmetry.
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Without a doubt, Modr's style is entirely original. However, his unapologetically unique approach
to composition, his refusal to conform to formalities and tradition, and his constant need to express new
ideas made his music less accepted by both the critics and the general audience. Kirk remarked, “[Moor]
showed no clear debt to the past but also less experimentation than, for instance, his younger fellow
Hungarians Bartok and Kodaly, Moor was embraced neither by the publicists for the strict traditionalism
of the nineteenth century nor by the avant-garde of the early twentieth.”** Perhaps Pablo Casals’s
unwavering support stemmed from his deep appreciation of Moor’s originality, as well as a sense of
camaraderie grounded in their shared reverence for the music of Bach. Moor’s rapid compositional pace
often resulted in a lack of polish or revision. In contrast to Brahms, whose meticulous reworking of his
compositions is well documented, Moor’s output has not secured an enduring place in the standard canon.
Nevertheless, his works for cello remain significant contributions to the repertoire and are certainly

worthy of more frequent performance and scholarly attention.

3 Kirk, 217 - 218.
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APPENDIX: LIST OF CELLO WORKS WITH ANNOTATION

Opus
Number

Title

Publisher

Publication
date

Annotation

Op. 22

Sonata for
Piano and
Celloin C
Minor

Gutman

1889

This sonata was written for
Alfredo Piatti. David Popper
performed this work at an
unknown function sometimes in
1889 although uncertain if this is
the premiere.

Piatti and Benno Schonberger
performed this work on February
7th, 1891 at the St. James's Hall
Saturday "Pop".

Recordings:

1) David Stromberg &
Florian Uhlig on Sonatas
for Cello and Duplex
Piano. Oehms Classics
497, 2023.

2) Adrienne Krausz & Péter
Szab6 on Moor: Cello
Sonatas Nos. 1 and 3/
Cello Sonata in A Minor,
Op. 22, 53, 76.
Hungaraton 32462, 2007.

3) Gregor Horsch & Carole
Presland on EMANUEL
MOOR: WORKS FOR
CELLO. Cello Classics
CC1018, 2017.

Op. 40

Aria for Cello
and Piano

Simrock

Unknown

Dedicated to David Popper.

Op.53

Sonata for
Cello and
Piano in A
Minor

Alfred Schmid

Unknown

Dedicated to Ludwig Lebell.
Recordings:

1) Adrienne Krausz & Péter
Szab6 on Moor: Cello
Sonatas Nos. 1 and 3/
Cello Sonata in A Minor,
Op. 22, 53, 76.
Hungaraton 32462, 2007.

2) David Stromberg & Irina
Zahharenkova on
EMANUEL MOOR:
CONCERTO FOR TWO
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CELLOS/SUITE FOR
FOUR CELLOS/CELLO
SONATA. Oehms Classics
0C1704, 2020.

Op. 55

Sonata for
Cello and
Piano in G
Major

Alfred
Schmid/Siegel

1902/1906

See Chapter 5.
Recordings:
1) Péter Szabd & Zsuzsa

Kollér on Koessler: Trio
Suite/ Piano Quintet in F
Major/Moor: Cello Sonata
No. 2, Op. 55. Hungaraton
32331, 2005.

2) Gregor Horsch & Carole
Presland on EMANUEL
MOOR: WORKS FOR
CELLO. Cello Classics
CC1018,2017.

Op. 61

Cello
Concerto no. 1

Siegel

1905

Dedicated to the French cellist
Marguerite Caponsacchi. This
work is in E major and consists of
a single movement in three
sections. Caponsacchi performed it
at the end of 1905 in Montreux,
Lausanne, and Geneva, though it is
unclear if any of these
performances was the premiere.
She also performed the piece in
1906 in Germany and Switzerland.
Moor played the work for Casals,
who, upon hearing it, exclaimed, 'l
think you are a genius.'

Op. 64

Cello concerto
no.2

Simrock

1906

See Chapter 4.
Recording:
1) Péter Szabd, North

Hungarian Symphony,
Zsolt Hamar, conductor on
EMANUEL MOOR:
CELLO CONCERTOS.
Hungaroton 32728, 2014

Op. 69

Concerto for
two cellos

Siegel

1906

See Chapter 3.
Recording:

1) Péter Szabo & Ildiko
Szabo, North Hungarian
Symphony, Zsolt Hamar,
conductor on EMANUEL
MOOR: CELLO
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2)

3)

CONCERTOS.
Hungaroton 32728, 2014

Sebastian Hess & David
Stromberg, Niirnberger
Symphoniker, Rudolf
Piehlmayer, conductor on
EMANUEL MOOR:
CONCERTO FOR TWO
CELLOS/SUITE FOR
FOUR CELLOS/CELLO
SONATA. Ochms Classics
0C1704, 2020.

Qin Li-Wei & Sebastian
Comberti, Yong Siew Toh
Conservatory Orchestra,
Jason Lai, conductor on
Moor doubles Brahms.
Cello Classics CC1031,
2013.

Op. 70

Triple
Concerto for
Violin, Cello,
and Piano

Siegel

1908

Dedicated to Alfred Cortot,
Jacques Thibaud, and Pablo
Casals. The trio performed the
work in 1908. Further
performances in Paris and in
Switzerland. In four movements,
similar in construction to the
double cello concerto.

Live performance:

1)

2)

Storioni Trio, Nationaal
Jeugdorkest, John Wilson,
conductor at
TivoliVredenburg in
Utrecht, Janurary 28™,
2022. On Youtube.

Storioni Trio, Deutsche
Radio Philharmonie
Saarbriicken
Kaiserslautern, Pablo
Gonzalez conductor.
German Radio broadcast.
Uploaded on YouTube in
2020.

Op. 76

Sonata for
Cello and
piano in A
minor (Sonata
no.3)

Mathot

1909

Dedicated to Charles Kiesgen. No
premiere information. The work is

in three movements. Recording:
1) Adrienne Krausz & Péter

Szabo on Moor: Cello
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Sonatas Nos. 1 and 3/
Cello Sonata in A Minor,
Op. 22, 53, 76.
Hungaraton 32462, 2007.

Op. 78 Rhapsodie for | Eschig 1908 Dedicated to Pablo Casals.
Cello and
Piano
(orchestra)

Op. 81 Trio for violin, | Mathot 1908 Dedicated to Moor’s wife Anita
cello, and Burke-Moor. Performed at the
piano “Festival Moor” in 1909 by Pablo

Casals, Alfred Cortot, and Jacques
Thibaud. Further performance by
Albert Sammons, Warwick Evans
and John Wysman at the Bechstein
Hall on December 19, 1909.
Recording:
1) Storioni Trio on Moor:

Complete Piano Trios.

CPO 5556292, 2025.

Op. 89 Trio for violin, | Mathot Unknown Dedicated to Pablo Casals.
cello, and Recording:
piano 1) Storioni Trio on Moor:

Complete Piano Trios.
CPO 5556292, 2025.

Op. 95 Suite for four | Eschig 1909 See Chapter 6.

cellos Recording:

1) Sebastian Hess, David
Stromberg, Niklas
Eppinger, Carina Reeves
on EMANUEL MOOR:
CONCERTO FOR TWO
CELLOS/SUITE FOR
FOUR CELLOS/CELLO
SONATA. Oehms Classics
0C1704, Released 2020.

2) Cellokwartet Amsterdam
on EMANUEL MOOR:
WORKS FOR CELLO.
Cello Classics CC1018,
Released 2007

3) Caroline Milot, loav
Bronchti, Julie
Trudeau, Pierre-Alain
Bouvrette on
PONTICELLO - Quatuor
de Violoncelles. XXI1-21
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Productions Inc. XXI-CD

2 1681, 20009.
Op. 98 Concertstuck | Mathot 1909 No dedication. Casals expressed
for violin, interest in seeing the score in
'cello and November 19009.
orchestra
Op. 105 | Largo for cello | Mathot 1910 The piano reduction bears
and orchestra dedication to Andre Hekking,
while the cello part bears
dedication to Monsieur et Madame
Ch. Kiesgen.
Op. 109 | Suite for Mathot 1910 Dedicated to Andre Hekking and
violin and Georges Enesco.
cello Recording:
1) Jansa Duo on Rare
Chamber Music Vol. I. Ars
Produktion ARS 38 067,
2009.
Op. 110 | Suite for two | Mathot 1910 Dedicated to Casals and Suggia.
cellos
Op. 117 | Suite for cello | Mathot 1911 Dedicated to Pablo Casals.
and piano
Op. 122 | Suite for cello | Mathot 1912 Dedicated to Pablo Casals.
solo
Op. 123 | Prelude for Mathot 1911 Dedicated to Pablo Casals. There
cello and is a violin transcription and is
piano performed frequently by
Hungarian violinist Ferenc
Hegedus and the composer
himself. Suggia performed this
work in Wigmore Hall in London
in 1919.
Recording:
1) Péter Szabd, North
Hungarian Symphony,
Zsolt Hamar, conductor on
EMANUEL MOOR:
CELLO CONCERTOS.
Hungaroton 32728, 2014
2) Dirk Hegeman, viola &
David Ball, piano. Arr.
Hegeman on Emanuel
Moor: Music for Viola.
Toccata Classics
TOCC0650, 2022.
Op. 128 | Prelude no.2 Mathot 1912 Dedicated to Pablo Casals.

for cello and
piano
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Without Opus Number:

Title Publisher Publication Date Annotation

2" Rhapsodie for cello | n/a n/a Manuscript only

and orchestra

Ballade for cello and Mathot Dedicated to Casals.

orchestra in E No publication date

Sonata for cello and n/a n/a Manuscript only

piano in D

Suite for cello and n/a n/a Manuscript only,

piano in C minor (only composed around 1889

first movement

completed)

Aria for cello and piano | n/a n/a Manuscript only,
composed around 1900

Elegy for cello and n/a n/a According to the work

piano list from the Emanual
Moor Foundation, this
work is privately
published and bears the
dedication to
Brandoukoff.

Hungarian Rhapsody n/a n/a Manuscript only.

for cello and piano Dedicated to
Caponsacchi

Sonata for cello and n/a n/a Manuscript only.

piano in E Composed around 1913

Sonata for cello and n/a n/a Manuscript only.

chromatic harp/piano in Composed around 1908

A minor
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