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Remembering Hans Sitt

DAVID SANTACECILIA

|_ ittle is said today about Hans Sitt (also known as Jan Hanus Sitt), an incredibly significant
figure in the transmission of the German tradition of Schumann and Brahms to the 20th
century. The little that his name is heard is within the realm of bowed stringed instrument
pedagogy, as his concert music is rarely played or recorded.

This Bohemian violinist, violist, pedagogue, and composer, born in Prague in 1850 to the
Hungarian luthier, Anton Szytt (who ultimately Germanized his last name to Sitt), first developed
a brilliant career as a violinist in various German cities at the end of the 19th century. In fact,
in the 1870s we can find a young Hans Sitt as concertmaster in the orchestra of the Breslau
Opera, later he would occupy a similar position in Chemnitz. As early as 1885, he already held
the position of violin professor at the Leipzig Conservatory, where he remained until the end of
his career, just before his death in 1922.

From the beginning of his time in Leipzig, we can link Sitt with the Brodsky Quartet, where
he was the violist. Based in Leipzig, this quartet was founded by Adolf Brodsky who himself
was a virtuoso Russian violinist that had been the dedicatee of Tchaikovsky's Violin Concerto
Opus 35, and who premiered the piece in 1881. The group carried out essential work in the
performance of music by various composers of the era, before the founder left the city in 1891.
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On the other hand, the link between the Leipzig Conservatory and the conservative aesthetic
typical of Felix Mendelssohn’s successars, such as Carl Reinecke and Moritz Hauptmann,
would give rise to a generation of composers linked to Leipzig who were related to Brahms's
anti-Wagnerian movement, such as Niels Gade, Max Bruch or Reinecke himself. This affiliation
with a conservatism typical of Leipzig during the decades after Mendelssohn’s death in 1847 is
possibly at the forefront of Franz Liszt's statement about Robert Schumann'’s Quintet Opus 44,
which, in his opinion, sounded, “too Leipzig-ish.”

Sitt's music that appears on this album is composed mainly between 1891 and 1919, during
his time in Leipzig and during a time when the musical (and extra-musical) influence of a colossus
like Richard Wagner ended up being decisive in the evolution of the musical aesthetics in
Germany and its surroundings, and which in turn ended up sidelining almost all of the composers
of the Brahmsian tradition.

Therefore, it is not surprising that the music of Sitt (and also of other authors such as Bruch
or Reinecke) did not fit within the aesthetic parameters of the German composers who were on
the rise in those years before the Great War, such as Richard Strauss, Gustav Mahler, Alexander
Zemlinsky or Arnold Schénberg, among others. It is for this reason that Hans Sitt's style is
considered anachronistic in some avant-garde circles in the context of Germanic art at the
beginning of the 20th century.

In fact, Sitt's music seems to be relegated throughout his long life more and more to two
very specific areas: firstly, that of salon music, with examples of light pieces with almost
Schumannian accompaniment and little interaction between instruments, such as what we
find in the Albumblatter Opus 39 (1891), the Drei Fantasiesticke Opus 58 (1894), or, especially,



the Gavotte Opus 132 (1919). On other occasions, his music seems to have a clear pedagogical
aspect, as is evident in his different collections of studies for violin and viola, as well as his
concertinos for students.

Within salon music, we cannot ignore a nineteenth-century tradition as important as home
music-making. In this sense, it is not surprising that at the end of the 19th century Johannes
Brahms himself—a symbol of the anti-Wagnerian resistance, and acclaimed by the reactionary
Eduard Hanslick—frequently visited Leipzig, a city so aligned with his artistic postulates. During
the winter of 1887 to 1888, Brahms would meet Tchaikovsky and Edward Grieg in this city, ata
dinner at the Brodskys" house where they acted as hosts. It seems that at this specific time-
frame, in this domestic musical environment of Leipzig, we can find different musical evenings
in which musicians close to Sitt, or even himself, would take part, and where works such as
Brahms Trio No. 3 (played by A. Brodsky, J. Klengel and Brahms himself on piano), as well as
Tchaikovsky's String Quartet No. 3, before the composer himself (performed by the Brodsky
quartet, with Hans Sitt on the viola) were performed. That being said, although Sitt composed
some works for orchestra, such as concert overtures or other minor pieces, and a considerable
amount of vocal music (Lieder and different works for choir), most of Sitt's compositional work
is intended for the two instruments that he excelled at: the viola and the violin. Therefore, we
must understand that some of his works were intended to be performed by himself, and others
are conceived as pedagogical works.

Even so, his music for viola or violin does not present significantly virtuosic writing (with
the exception of some showy passages of works such as the relatively famous Konzerstiick
opus 46).
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Sitt's melodic style is characterized by a lyricism that does not fit in with the prototypical,
cantabile style of Italian opera—both due to the length of its phrases and the broad pitch
range of its register—and by piano accompaniments close to Schumann’s writing from the
1830s. Be that as it may, his style is certainly interesting in its extension of chromatic harmony
(quite close to that of Brahms), rich from the point of view of counterpoint in melodic imitations
between the different voices of the piano and the main instrument, and, above all, composed
with extremely cautious instrumentation so that the piano does not eclipse the viola at any
time (something that does not happen very often in the music of Brahms). An example of
Sitt's chromatic harmonies can be found in the intriguing relationships that appear in the Elegy
of the Three Pieces Opus 75 (1901) or in the Romanze Opus 102 (1910), originally written for
violin and piano.

The Fantasiestiicke Opus 58 (1894) are possibly the most inspired pieces in the present
collection, since, at least the first two, show a lively chamber music interplay between these
two instruments. Sitt seems to give free rein to his passions, resulting in something reminis-
cent of stormy moments in Schumann’s music.

In'short, it is interesting and enriching to know more about a music that played an important
role during the early twentieth century in a city with such a rich musical tradition as Leipzig.
Particularly because it allows us to assess the extent to which some 19th-century musical
traditions (such as salon music) have evolved, been modified or, in some cases, such as the one
at hand, have practically disappeared.



Alicia Calabuig

A licia was born in Madrid. After studying pia-
no and viola at the Conservatorio de Mdsica
Jerénimo Meseguer de Almansa, she then went to
the Real Conservatorio Superior de Musica de Madrid
to continue her undergraduate studies with Professor
Alan Kovacs. After which she began studies at the Uni-
versitdt Mozarteum in Salzburg, Austria with Professor
Peter Langgartner and then at the Anton Bruckner
Privatuniversitat in Linz, Austria, where she studied for
a Master's degree with Professor Predrag Katanic.

A former member of the National Youth Orchestra
of Spain, the European Union Youth Orchestra, and the
Gustav Mahler Jugendorchester, she has collaborated with the Simén Bolivar Symphony Orches-
tra of Venezuela and has participated in the Academy Gustav Mahler in Bolzano, Italy, receiving
classes from Jiirgen Kussmaul, Antonello Farulli, and Guus Jeukendrup. She has collaborated
with orchestras such as the Madrid Symphony Orchestra, the Bilbao Symphony Orchestra, the
Orquestra de la Comunitat Valenciana, and the RTVE Symphony Orchestra, among others.

Currently, she is a viola professor at the Real Conservatorio Superior de Msica de Madrid
as well as being a member of the Tetraktys Ensemble and the Bauhaus Quartet.
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Jorge Blasco

J orge studied with Guadalupe L. Castelo and Albert Nieto at
the Conservatorio Superior de Vitoria, graduating with honors.
Thanks to the legendary pianist Lazar Berman, he became a student
of Galina Eguiazarova, with whom he trained in the tradition of the
Russian school of piano for five intense years at the Escuela Superior
de Musica Reina Soffa de Madrid.

Masterclasses from professors Vitaly Margulis, Joaquin Achu-
carro, Andras Schiff, Zoltan Kocsis, and, especially, Eric Heidsieck
broadened his conception of music. This ultimately lead to developing
an artistic vision that has not gone unnoticed and has been awarded
in various competitions such as the International Competition
“Pedro Bote” and the National Competition “Ciudad de Albacete,”
—where he is the most decorated pianist in its more than forty
years of history— the International Competition of Ibiza, the
“Ciutat de Manresa” Competition and the Musical Interpretation
Competition of Alcoy.

His artistic ventures have taken him throughout Spain as a soloist
and above all as a chamber musician. He is currently a member of
the groups Mirtos Duo and the Tetraktys Ensemble.










Recordando a Hans Sitt

DAVID SANTACECILIA

P oco se habla hoy en dfa de una figura tan relevante en su momento respecto a la transmision
al siglo XX de la tradicién germana de Schumann y Brahms, como es el caso de Hans Sitt
(también llamado Jan Hanus Sitt). Lo poco que se escucha su nombre es dentro del dmbito de la peda-
gogia de los instrumentos de cuerda, ya que su msica de concierto rara vez se programa o Se registra.
Este violinista, violista, pedagogo y compositor bohemio, nacido en Praga en 1850 como hijo del
luthier hingaro Anton Szytt (que acabaria germanizando su apellido como Sitt) desarrollaria en primer
término una brillante carrera como violinista en diversas ciudades del panorama germano de finales
del siglo XIX. De hecho, en la década de 1870 podemos encontrar a un jovencisimo Hans Sitt como
concertino en la orquesta del Teatro de la Opera de Breslau y posteriormente ocuparfa un puesto
similar en Chemnitz. Ya en 1885 desempeiiaria el puesto de profesor de violin en el Conservatorio
de Leipzig, un cargo que ocuparia hasta el final de su carrera, poco antes de su muerte en 1922.
Desde el inicio de su época en Leipzig podemos vincular a Sitt con el Cuarteto Brodsky, en el
que ejercia como violista. Con sede en Leipzig, este cuarteto, fundado por Adolf Brodsky (virtuoso
violinista ruso que habfa sido dedicatario del Concierto para violin opus 35 de Tchaikovsky, y que
lo estrenarfa en 1881) ejercerfa una importante labor en la interpretacién de mésica de composi-
tores de su época, antes de que el propio fundador acabara abandonando la ciudad en 1891.




Por otro lado, la vinculacién del Conservatorio de Leipzig con |a estética conservadora propia
de los sucesores de Felix Mendelssohn, como Carl Reinecke y Moritz Hauptmann, darfa como fruto
una generacion de compositores vinculados con Leipzig que eran afines a la corriente antiwagne-
riana de Brahms, como por ejemplo Niels Gade, Max Bruch o el propio Reinecke. Esta filiacion con
un conservadurismo propio de Leipzig durante las décadas posteriores a la muerte de Mendelssohn
(que habia acontecido en 1847) esta posiblemente en la base de la afirmacién de Franz Liszt
sobre el Quinteto opus 44 de Robert Schumann, que a su juicio sonaba “demasiado a Leipzig”.

La musica de Sitt que aparece en este album esta compuesta principalmente entre 1891y
1919, durante su etapa en Leipzig y durante una época en la que la influencia musical (y extra-
musical) de un coloso como Richard Wagner acabarfa resultando decisiva en la evolucién de la
estética en los paises del &mbito germano, y que terminaria dejando de lado a casi todos los
compositores de la tradicién brahmsiana.

Por ello, no es de extrafiar que la mésica de Sitt (y también de otros autores como Bruch o Rei-
necke) no encajara dentro de los pardmetros estéticos de los autores germanos en auge en aquellos
afios previos a la Gran Guerra, como Richard Strauss, Gustav Mahler, Alexander Zemlinsky o Arnold
Schanberg, entre otros. Es por este motivo que el estilo de Hans Sitt resulta anacrénico para determi-
nadas posiciones de tipo vanguardista en el contexto del arte germanico de comienzos del siglo XX.

De hecho, la musica de Sitt parece ir quedando relegada a lo largo de su dilatada vida cada
vez méas a dos &mbitos muy concretos: en primer lugar, el de la mdsica de salén, con ejemplos
de piezas ligeras de acompafiamiento casi schumanniano y escasa interaccién cameristica
como lo que hallamos en las Albumblétter opus 39 (1891), las Drei Fantasiestiicke opus 58
(1894), 0, especialmente la Gavotte opus 132 (1919). En otras ocasiones, su misica parece te-



ner una clara vertiente pedagégica, como queda de manifiesto en las diferentes colecciones de
estudios para violin y para viola, asi como sus concertinos para estudiantes.

Dentro de la masica de salén, no podemos pasar por alto una tradicién decimonénica tan
importante como la interpretacion de mésica de cdmara de tipo doméstico. En este sentido, no
es de extrafiar que el propio Johannes Brahms, simbolo de la resistencia antiwagneriana, y
aclamado por el reaccionario Eduard Hanslick, acudiera con cierta frecuencia como invitado a
una ciudad tan afin a sus postulados respecto al arte como lo era el Leipzig de finales del siglo
XIX. Durante el invierno de 1887 a 1888 Brahms conoceria en esta ciudad a Tchaikovsky y a
Edward Grieg, en una cena en casa de los Brodsky, que ejercieron como anfitriones. Parece ser
que en este ambiente musical doméstico del Leipzig de estos afios podemos encontrar diferen-
tes veladas musicales en las que intervendrian mUsicos cercanos a Sitt, o incluso él mismo,
destacando las lecturas del Trio n° 3 de Brahms (interpretado por A. Brodsky, J. Klengel y el
propio Brahms al piano), como del Cuarteto de cuerda n® 3 de Tchaikovsky ante el propio com-
positor (ejecutado por parte del cuarteto Brodsky, con Hans Sitt a la viola).

Por otro lado, aunque Sitt compuso algunas obras para orquesta, como oberturas de concierto
u otras piezas menores, y una cantidad nada despreciable de msica vocal (/iedery diferentes obras
para coro), la mayorfa de la obra compositiva de Sitt esta destinada a los dos instrumentos que domi-
naba: la viola y el violin. Por tanto, debemos entender que algunas de sus obras estaban destina-
das a ser interpretadas por él mismo, y otras estan concebidas como obras de tipo pedagdgico.

Sin embargo, su musica para viola o para violin no presenta una escritura significativamen-
te virtuosistica (si exceptuamos algunos fragmentos de lucimiento de obras como la relativa-
mente famosa Konzerstick opus 46).



El estilo melédico de Sitt se caracteriza por un lirismo que no encaja con el prototipico
estilo cantable de la 6pera italiana (tanto por la extensidn de sus frases como por la ampli-
tud de su registro) y con unos acompafiamientos de piano proximos a la escritura de Schu-
mann de los afios 1830. Sin embargo, su estilo es ciertamente interesante en su extension
de la armonfa cromética (bastante préxima a la de Brahms), rico desde el punto de vista del
contrapunto en imitaciones melddicas entre las diferentes voces del piano y el instrumento
principal, y, sobre todo, con una instrumentacién sumamente cuidadosa para que el piano
no eclipse en ningtin momento a la viola (algo que no ocurre muy habitualmente en la md-
sica de Brahms).

Como ejemplo de las armonias crométicas de Sitt podemos encontrar las interesantes re-
laciones que aparecen en la Elegia de las Tres Piezas opus 75(1901) o en el Romanze opus 102
(1910), escrito originalmente para violin y piano.

Posiblemente las Fantasiestiicke opus 58 (1894) sean las piezas mds inspiradas de la
presente coleccion, ya que, al menos las dos primeras, muestran una animada interaccion
cameristica entre los dos instrumentos, al tiempo que el autor parece dar rienda suelta a
su lado més apasionado que recuerda a algunos momentos tormentosos de la misica de
Schumann.

En definitiva, es interesante y enriquecedor conocer algo mas de una mdsica que en su
momento cumpliria una importante funcién en el contexto de comienzos del siglo XX en una
ciudad tan musical como Leipzig, para asf valorar la medida en la que algunas tradiciones
musicales decimondnicas (como la masica de salén) han ido evolucionando, modificandose o,
en algunos casos, como el que nos ocupa, practicamente desapareciendo.



Alicia Calabuig

N ace en Madrid. Tras cursar estudios de piano 'y
viola en el Conservatorio de Msica Jerénimo

Meseguer de Almansa, se traslada al Real Conserva-
torio Superior de Msica de Madrid para continuar
sus estudios de Grado con el profesor Alan Kovacs.
Posteriormente, comienza estudios en la Universitat
Mozarteum de Salzburg (Austria) con el profesor Peter
Langgartner, y finalmente en la Anton Bruckner Privatu-
niversitat de Linz (Austria), donde realiza estudios de
Master con el profesor Predrag Katanic.

Ha sido componente de la Joven Orquesta Na-
cional de Espafia, European Union Youth Orchestra,
Gustav Mahler Jugendorchester, ha realizado colaboraciones con la Orquesta Sinfénica Simén
Bolivar de Venezuela y ha participado en la Academia Gustav Mahler de Bolzano (ltalia), reci-
biendo clases de Jiirgen Kussmaul, Antonello Farulli y Guus Jeukendrup. Ha colaborado con
orquestas como la Orquesta Sinfénica de Madrid, Orquesta Sinfénica de Bilbao, Orquesta de la
Comunidad Valenciana, y Orquesta de Radio Televisién, entre otras.

En la actualidad es profesora de viola en el Real Conservatorio Superior de Musica de
Madrid y miembro del Tetraktys Ensemble y el Cuarteto Bauhaus.



Jorge Blasco

E studia con Guadalupe L. Castelo y Albert Nieto en el Conser-
vatorio Superior de Vitoria, obteniendo el Premio de Honor
Fin de Carrera. Por mediacion del legendario pianista Lazar Berman
pasa a ser alumno de la profesora Galina Eguiazarova, de la que
recibe la herencia de la escuela pianistica rusa durante cinco inten-
sos afios en la Escuela Superior de Musica Reina Soffa de Madrid.

Las clases magistrales de los profesores Vitaly Margulis, Joaquin
Achdcarro, Andrés Schiff, Zoltan Kocsis y, muy especialmente, Eric
Heidsieck amplian su concepcidn de la masica, desarrollando una
vision artistica que no pasa desapercibida y es premiada en multitud
de concursos como el Certamen Internacional “Pedro Bote” y el
Concurso Nacional “Ciudad de Albacete” (donde es el pianista més
laureado en sus mas de cuarenta afios de historia), el Concurso Inter-
nacional de Ibiza, el Concurso “Ciutat de Manresa” y el Concurso
de Interpretacion de Alcoy.

Sus inquietudes artisticas le han llevado por toda la geografia
espafiola como solista y ante todo como mUsico de cadmara, siendo
en la actualidad integrante de los grupos Mirtos Duo y Tetraktys
Ensemble.
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HANS SITT (1850-1922)

Albumblétter, op. 39
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