




FRANZ PETER SCHUBERT (I797-1828) 
THE PIANO MASTERWORKS, volume 2 

Schubert was surely the greatest miracle in 
Western music. A non-exhaustive 
summary of his known works runs as 
follows, beginning with the music 
requiring most performers and with the 
rider that, working at frenetic intensity 
often on more than one project 
simultaneously, he did not finish all he 
started (so necessitating approximations): 
several operas/Singspiele; much sacred 
choral music including several masses, one 
alone of which, the great Mass in E flat, 
written in his final year, takes well over an 
hour to perform; much secular choral 
music; ten or eleven symphonies as well as 
other orchestral works; an hour-long octet, 
an almost similarly expansive string 
quintet, the Trout quintet, around sixteen 
string quartets and two trios for violin, 
’cello and piano – several of these works 
being not too far off an hour in length; 
eight works for piano and one other 
instrument; over eight hours of original 
piano duets; around twenty piano sonatas, 
several on a very large scale, and a large 
amount of other piano music; and finally - 
for good measure – well over six hundred 
songs. 

It is not only the quantity of Schubert’s 
output (imagine the time required merely 
to copy out that number of someone else’s 
notes), but the transcendental beauty and 
greatness of so much of it, conjured from 
the ether by one soul, that renders us 
speechless in awe and gratitude.  

When we remember that he had to work 
for his living, having no patronage; was 
seriously affected by illness; had no 
electric light – let alone a computer, that 
essential tool of so many contemporary 
composers; heard only a small proportion 
of his works performed (they sprang from 
his pen as fully-formed masterpieces, an 
eternal legacy to posterity); did not live in 
seclusion, having a circle of friends; and 
died two and a half months before his 
thirty-second birthday, we appreciate that 
we are indeed deep in the realm of the 
miraculous. Yet Schubert does not thunder 
us into submission as the Thor-like 
Beethoven can; he speaks to and for 
humanity as a divinely blessed human 
being. “The Divine Art” indeed. 



The recordings, of which these two sets 
represent the second volume, are intended 
to offer a series of balanced recital 
programmes, each culminating in one of 
Schubert’s late, great piano sonatas as its 
“second half”, preceded by the more 
important smaller-scale works. The 
listener may well wish to take an interval 
before the main work. 

1 
The outer sections of the delightful Two 
Scherzi, which date from November 1817, 
two months before Schubert’s twenty-first 
birthday, have contrasting characters, each 
entertainingly fulfilling its title’s promise 
of jocularity. The former [1] is mostly 
genial and skittish, and could pass as a 
waltz, but with the third beat of the 
accompaniment mischievously omitted, 
while the other [2] is impulsive, almost 
Beethovenian, though typically leavened 
by a humorously incongruous waltz-like 
episode only a few bars long, a minor third 
higher. The trio sections of both pieces are 
smoother and in handler mode. That of the 
second, with its eccentric five-bar phrases, 
exists almost note for note as the trio 
section of the Menuetto of the Sonata in E 
flat major, D.568 (one of at least three 
examples of “recycling” in this recital). 
This movement was added when Schubert 
transposed, revised and expanded his June 

1817 Sonata, D. 567, written in the 
adventurous key of D flat major, but the 
circumstances and date of re-composition 
are unclear. Might the D flat Scherzo and 
the D flat Sonata be connected? 

We move now to May 1828 (it is thought), 
just half a year before Schubert’s death, 
and to some of his most intense music – 
dramatically, harmonically and lyrically. 
The Three Piano Pieces, D. 946, left in a 
rather untidy state and edited for 
publication in 1868 by that great Schubert 
lover Brahms, are undeservedly less well 
known than the eight Impromptus of 1827. 
The distinguished Schubert scholar John 
Reed branded them “uneven and 
unconvincing... a sad falling off in 
quality”, a judgment to which the listener 
will no doubt react. (This performer nails 
his colours to the mast by observing every 
possible repeat and reinstating the second 
episode of the first piece, removed by 
Schubert but included in modern editions.) 

The first Klavierstück [3], in the 
outlandish, brooding key of E flat minor 
(much later chosen by Janáček for his 
tragic Sonata Lx. 1905 with its 
Presentiment and Death), is electric with 
fierce nervous energy from the outset. Two 
slower episodes alternate with this music: 
the former, in B major, having the same 



falling opening cell, looks forward both to 
Brahms in its dark, spacious, rich 
sonorities and to Liszt in its rushing scale 
elaborations and tremolos; the other at first 
appears to be an innocent Siciliana, but 
develops considerable passion. The 
opening section of the second piece [4] 
(also of A-B-A-C-A construction) may be 
likened to a barcarolle, though one with 
asymmetric phrases and sad undercurrents. 
It quotes music sung, more animatedly, by 
Charlemagne’s daughter Emma and her 
Frankish ladies in the composer’s 1823 
opera Fierabras (not staged until 1893). 
Both alternating episodes are agitated, but 
in differing ways – one baleful with hardly 
suppressed violence, the other a song of 
almost unbearable pathos (or ‘inferior, and 
over-long’ according to John Reed; ‘both 
[episodes] are too monotonous’ Alfred 
Einstein, another noted Schubert scholar).  

The final piece [5] brings a piercing shaft 
of C major, bewildering with its driving 
syncopations, unprepared modulations and 
alarming dynamic contrasts – elements 
possibly garnered from Beethoven’s 
quirky Bagatelles, Op. 119 & 126,
published in the previous years. Following 
an upward semitone slide comes the 
central episode, its winning melody, later 
joined by a descant, floating on a hypnotic 
underlying rhythm. An exciting coda 

rounds off this undervalued work. 

An acknowledged masterpiece requiring 
no such advocacy is the Sonata in A major, 
D. 959, the second sonata of the amazing 
last trilogy of September 1828. 
Immediately, from the arresting opening 
rhythm [6] proclaiming the noble first 
subject on a tonic pedal, through the gentle 
second subject, the bold transitions, the 
expressive development leading 
irresistibly to the recapitulation, the first 
movement commands our full attention, 
and what a stroke of genius to foil our 
expectations and make the coda die away 
magically, with an enigmatic cadence of 
disembodied triplet quavers, into 
nothingness! In this performance the 
exposition repeat is – unusually –
observed, bringing to light the suddenly 
re-energised bars which precede it. 

The Andantino [7] materialises out of the 
residual silence with a mournful, 
indescribably affecting two-part Lied,
repeated at the octave. There follows one 
of the most astonishing passages in early 
nineteenth century music. With no regard 
for tonal constraint Schubert unleashes a 
swirling storm that eventually consumes 
all in its path, its thunderous climax 
ushering in a desolate recitative leading 
back to the Lied, which is now enclosed 



above and below by accompanying 
figuration, a favourite Schubert device –
see D. 960, slow movement, in volume 1 of 
this series. In the coda the bass line drags 
the music down to subterranean depths, 
seemingly for ever. 

But Schubert always surprises, and 
carefree is the obvious word to use for the 
Scherzo [8], in which chords are batted 
about like ping-pong balls and the lively 
waltz is rudely interrupted by a sudden 
flurry, causing moments of 
tongue-in-cheek wistfulness. The beautiful 
melody of the calmer trio is, as in the 
Andantino, encompassed above and below, 
but this time solely by a skipping left hand. 

A transformed, one might say exalted, 
version of the main theme of the middle 
movement of the A minor Sonata of 1817 
serves as a seemingly innocuous starting 
point for the wide-ranging sonata-rondo 
finale [9], needing no words (except 
perhaps to highlight the “false” 
recapitulation, which has to sidle into the 
proper key before it can really “happen”). 
As the movement has run its course, some 
touching meditation on the main theme is 
swept aside by a fiery coda, and in the last 
few bars Schubert subliminally unifies the 
sonata for us by recalling, with great 
power, the opening of the whole work, thus 

supplying, incidentally, what one had 
expected at the close of the first movement. 
Everything satisfyingly falls into place as 
one reaches the culmination of this great 
sonata. 

2 
This programme is particularly satisfying 
because of its homogeneity of tonalities, 
which deliberately emphasises a favourite 
characteristic of Schubert, namely his 
penchant for moving from one key to 
another a third above or below. If we 
remember that higher case denotes the 
major mode and lower case the minor, the 
following is a list of the tonalities of the 
twenty three separate pieces or movements 
contained on this disc: 
C/A/C,G,C = C/E,A = a/F,C=C/E/C/A flat/ 
f/d flat(written as c sharp)/f/A flat/c/A 
flat/c=c. 

An “equals” sign indicates no change of 
tonic, while an oblique stroke represents a 
move through an interval of a third. It is 
clear that the remaining relationships, 
marked with a comma, are very much the 
exception. The many internal modulations 
or sudden shifts by a third in the various 
pieces, which the listener may enjoy 
spotting, set the seal on this Schubertian 
stylistic quirk. Moreover, parallel to this, 
the overall plan of the programme draws us 



inexorably from bright C major to its 
obverse – tragic C minor. 

Schubert was a waltz “fiend”. He 
committed hundreds of short waltz-type 
dances to paper and improvised untold 
numbers more. The Twelve Valses Nobles
[1], thought to date from 1826, are unusual 
in that, while expressing a variety of 
moods, they are predominantly in the 
grand manner. They employ virtuosic 
octaves, sometimes adding inner notes, 
and there are at least two – the third (over 
drones) and the last – that burst free of the 
basic micro-form of the genre. The 
whimsical eighth, seemingly imitating 
pizzicato strings, is followed by an 
impassioned minor-key example, and the 
continuous final pair make an impressive 
climax. 

The Adagio in E major [2], as well as being 
a touching little work, provides an 
intriguing glimpse of a different 
compositional direction that the 
twenty-one-year-old Schubert might have 
been considering when he wrote it in 1818, 
possibly as the slow movement for a sonata 
abandoned later. The spacious, almost 
Mozartean, opening theme affords no hint 
of the florid and chromatic passages to 
come. The scheme is that of sonatina form, 
but the scope appears much broader. One 

may sense here the influence of Johann 
Nepomuk Hummel (1778-1837), the 
protégé of Schubert’s idol Mozart: 
Hummel wrote a quintet for piano and the 
same novel combination of stringed 
instruments that Schubert used for his 
Trout quintet, but actually seventeen years 
earlier, and in 1827 was moved to tears by 
Schubert’s songs (they were both 
torchbearers at Beethoven’s funeral in 
March), prompting Schubert to dedicate to 
him his three final piano sonatas, which 
included the C minor, the following year 
(though the posthumous publication cited 
Schumann). Hummel, by far the lesser 
composer, was nonetheless a starting point 
for younger, greater artists, including 
Chopin. 
Though written at different times, between 
1823 and 1827 or 8, the six pieces 
published in 1828 as Momens musicals
(sic) are arranged in a beautiful “wheel” of 
thirds – descending from, then returning 
towards, C. The world of subtle nuance 
and deep emotion inhabited by these often 
outwardly straightforward pieces is belied 
by their unassuming heading: in this case 
more than in most, music begins where 
words end. The great Russian pianist 
Sviatoslav Richter wrote in his notebook, 
“These works are more than inspired. How 
can one raise oneself up to their level??? I 
don’t know, I really don’t know.” 



A fanfare motif, at first beguiling, later 
dramatic, infuses the outer sections of the 
first, minuet-like piece [3], while muted 
horn-calls are heard in the central part; 
number two [4] begins as an innocent 
pastorale but develops with exquisite 
pathos, later even erupting with despair. 
The jaunty well-known third [5], originally 
(in 1823) called Air russe, slips with a 
smile and a wink into the major key near 
the close. There follows what is almost a 
pastiche of a severe baroque toccata [6], 
which humorously fizzles out making way 
for a charming but wickedly syncopated, 
perhaps Hungarian-inspired, middle 
section; this is nostalgically recalled after 
the return of the toccata. Number five [7] 
galvanises with its fury – the strongly 
accented, driving dactylic rhythm, a 
Schubert speciality, is well-nigh pervasive, 
the dynamic contrast shocking. Plaintes 
d’un troubadour was the fanciful title of 
the final piece (8] when it was published in 
an 1824 anthology. Adopting an almost 
insouciant Ländler style, the minstrel 
injects his song with passionate feeling; 
suspended discords pull at the heartstrings, 
and the dark and enigmatically bare ending 
suggests an unheard minor third, rather 
than major. 

It seems that Schubert was preoccupied 
with Beethoven’s memory in the twenty 
months left to him. He was said to have 
visited the great man who was nearing his 
end, and is known to have had his genius 
endorsed by him; then, two days before his 
own death, he insisted – indeed he knew in 
his near-delirium, that his final resting 
place should be with Beethoven. The 
Sonata in C minor of September 1828 is a 
physical manifestation of this bonding – a 
sort of homage. The gritty first movement 
[9] opens by mirroring the theme of 
Beethoven’s Thirty Two Variations in C 
minor, but there are numerous features, 
such as the chorale-like second subject and 
the “meanders” of the development, that 
are pure Schubert. The gravity of the 
Adagio [10] again evokes Beethoven’s 
spirit – particularly the Adagios of the 
Sonate pathétique (in A flat major also, 
likewise in a C minor sonata) and the 
Eroica Symphony (which Schubert had 
actually quoted, in veiled form, in his song 
Auf dem Strom of March 1828). In truth the 
insistent triplet semiquavers and extreme 
changes of register cry out for orchestral 
treatment. 

The restlessness of the Menuetto [11] (a 
minuet in name only) is partly a function of 
the eccentric phrase structure: three 
four-bar phrases (repeated), the second and 



third bars of each of which are accented; 
three three-bar phrases, one six-bar phrase, 
then three four-bar phrases again but now 
separated by silent “held breath” bars (all 
this repeated). The Ländler-like trio in A 
flat major unsettlingly lacks the customary 
bass note on the first beat, and briefly 
explores the gloom of E flat minor. The 
staggering finale [12], whose main theme 
begins with eight bars that suggest an 
elaboration of the opening of the finale of 
Beethoven’s Sonate pathétique, is a wild 
tarantella, a witches’ ride, numbering 
among its many technical difficulties fast 
repeated chords and crossing of hands. The 
one chance of comparative relaxation is a 
B major episode starting at 2’53. To return 

to our very first remarks – in a series of 
fourteen three-bar phrases, a span of just 
twenty six seconds from 4’14 to 4’40, 
Schubert negotiates no fewer than eight 
key-changes by an interval of a third! 

Notes © Anthony Goldstone 2001 



ANTHONY GOLDSTONE 

Described by The New York Times as “a 
man whose nature was designed with 
pianos in mind”, Anthony Goldstone is 
recognised as one of Britain’s most 
respected pianists, a judgment confirmed 
when the BBC issued his performance of 
Beethoven’s Fourth Piano Concerto at the 
London Promenade Concerts in their CD 
series “Radio Classics”. Born in Liverpool, 
he studied at the Royal Manchester 
College of Music (which later honoured 
him with a Fellowship) where his piano 
professor was Derrick Wyndham, and later 
in London with Maria Curcio, one of 
Schnabel’s greatest pupils – which 
incidentally made him a sixth-generation 
pupil of Beethoven.  

Inspired by this wonderful heritage 
Goldstone always regarded the classics 
and romantics as being at the heart of his 
repertoire; this is illustrated by two specific 
projects: a series of rare Russian 
Romantics – Rebikov, Lyapunov, Arensky 
and Glière – and a series of six recordings 
devoted to the major solo works of 
Schubert: “Goldstone is a native speaker of 
Schubert in the highest degree. This is 
perhaps the greatest version of the work 
[Sonata, D. 959] I have ever encountered, 
either live or on disc.” – Fanfare, USA.  

His series of solo albums for Divine Art  
ranged from Beethoven and Mozart to 20th 
century British composers (all with new 
completions and rarities) to transcriptions 
from ballet and opera, all of which have 
received the highest accolades. 

International prizes in Munich and Vienna 
and a Gulbenkian Fellowship launched 
him on a busy schedule of recitals and 
concertos, of which he played eighty. His 
travels took in concert appearances in 
Europe, North and South America, Asia, 
Africa and Australasia, prestigious festival 
invitations and very many broadcasts. 
Numerous London appearances included 
important solo recitals and Promenade 
Concerts, notably the Last Night, after 
which Benjamin Britten wrote to him, 
“Thank you most sincerely for that brilliant 
performance of my Diversions. I wish I 
could have been at the Royal Albert Hall to 
join in the cheers.” 

Complementary to the mainstream 
repertoire was his avid interest in exploring 
intriguing musical byways – not only 
unknown works by acknowledged masters, 
leading to première recordings and 
performances of Elgar (the Enigma 
Variations in Elgar’s own piano solo 



version on Elgar’s own piano), Parry (the 
Sonatas etc. on Parry’s own piano), 
Sibelius, Bruch, Franck, Mendelssohn, 
Holst etc., but also unjustly neglected 
nineteenth-century composers such as 
Goetz, Herzogenberg, Alkan and 
Moscheles.  

He founded the ensemble The Musicians 
of the Royal Exchange of which he was 
pianist/director and which has performed 
works by over a hundred composers. 
Finally, he and his wife Caroline 
Clemmow comprised a prominent piano 
duo whose recordings, broadcasts and 
concert appearances receive wide praise 
from public and critics alike. Their 
acclaimed seven-CD cycle of the complete 
original four-hand music of Schubert, 
including works not found in the collected 
edition, (Divine Art DDA 21701) was a 
world first. When appropriate Goldstone 
introduced the music he played informally 
and informatively, considering the rapport 
he created with his audience to be of major 
importance. 

Following a recital containing Schubert’s 
Wanderer-Fantasie and Beethoven’s 
Diabelli-Variations, Die Presse of Vienna 
wrote of him, “A musician with a sense of 
the grand manner, long lines unfolding 
without interruption, strongly hewn 

rhythms, warmth, a touch displaying the 
qualities of colour and cantabile, in 
addition to possessing a sure technique and 
real strength. An even greater impression 
was created by his astonishingly profound 
spiritual penetration.” 

Goldstone’s completions and realisations 
of several works by Schubert and Mozart 
have been greeted with enthusiasm by 
musicologists and listeners alike. Sadly, 
while working with Divine Art on his last 
solo project, Anthony Goldstone passed 
away on 2 January, 2017 after a difficult 
illness. 



Other celebrated Recordings by Anthony Goldstone 
Available on CD or digital downloads (Lossless FLAC or MP3) 

Schubert Piano Masterworks, volume 1 – including three Sonatas, D. 664, D. 894 and D. 960, Four 
Impromptus, Allegretto, and Wanderer-Fantasie 
Divine Art DDA 21203  

Schubert Piano Masterworks, volume 3 – including Goldstone’s completion of the Reliquie Sonata, the D. 899 
Impromptus, Sonatas D. 845 and 850, Diabelli Variation, 17 Ländler and the Allegretto in C minor, D. 900 
Divine Art DDA 21204  

Beethoven: Favourite Piano Music – includes Moonlight, Appassionata and Pathétique Sonatas, God Save the 
King Variations and Fidelio Overture, arr. Moscheles (world première recording) 
Divine Art DDA 25029 

“Tzigane” – music inspired by Gypsies, from Brahms, Haydn, Kodály, Liszt, Enescu, Holmès, Falla and 
Dohnányi. A feast of colour and splendour containing world premières 
Divine Art DDA 25033 

“Unheard Mozart” – realisations and completions by Anthony Goldstone of sketches and unfinished works by 
Mozart – all world première recordings 
Divine Art DDA 25051 

“A Night at the Opera” – paraphrases, transcriptions and variations by Liszt (Verdi, Bellini, Wagner), 
Sgambati (Gluck), Chopin (Mozart), Rachmaninov (Rimsky-Korsakov), Grainger (R. Strauss), Busoni 
(Bizet), Mendelssohn (Flotow) and Grünfeld (J. Strauss) 
Divine Art DDA 25067 

“The Piano at the Ballet” – transcriptions of music by Tchaikovsky, Weber, Falla, Minkus, Mozart, Joplin, 
Delibes/Dohnányi and Elgar 
Divine Art DDA 25073 

“The Piano at the Carnival” – music by Schumann, Dvořák, Chopin. Khachaturian, Liszt and S. Smith 
Divine Art DDA 25076

“Inspiration:  Homage to Maria Curcio” – a programme of music associated with the great and highly 
respected pianist and piano teacher Maria Curcio including archive track featuring Curcio with Elisabeth 
Schwarzkopf and The Concertgebouw under Otto Klemperer 
Divine Art DDA 25086 

Tchaikovsky: Rare Transcriptions and Paraphrases vol. 1 – Orchestral and Opera. Featuring transcriptions and 
paraphrases of Marche slave, the Serenade for Strings and music from The Voyevoda and Orchestral Suite No. 
3
Divine Art DDA 25093   



Tchaikovsky: Rare Transcriptions and Paraphrases vol. 2 – Ballet Music.  Transcriptions and fantasies on 
Swan Lake, Sleeping Beauty  and The Nutcracker, by Pabst, Siloti, Kashkin and Grainger 
Divine Art DDA 25106 

Russian Piano Music series 
Vol. 2 – Vladimir Rebikov – mostly first recordings of brilliant pianistic inspirations 
Divine Art DDA 25081 
Vol. 3 – Reinhold Glière – unknown piano gems by the doyen of Russian Romantic music 
Divine Art DDA 25083 
Vol. 4 – Sergei Lyapunov – full-blooded Romanticism and sensual folk-inspired melodies 
Divine Art DDA 25084 
Vol. 5 – Anton Arensky – more hidden Romantic treasures from a celebrated pianist 
Divine Art DDA 25085 
Vol. 8 – Modest Mussorgsky – including the rare manuscript version of Pictures from an Exhibition
Divine Art DDA 25100 

“The Piano at the Ballet”, volume II: The French Connection – music by Poulenc, Françaix, Sauguet, Thiriet, 
Asafiev, Debussy and Stravinsky 
Divine Art DDA 25148 

Britten: “Resonances” – 20th century British piano music from Britten and his teachers and followers: Ireland, 
Bridge, L. Berkeley, Stevenson and C. Matthews 
Diversions DDV 24118 

Many of these recordings contain fascinating premières and have received the highest praise from critics – to 
read reviews visit the Divine Art website. 

Also available from Divine Art Records Group are 19 celebrated and acclaimed albums (and one 7-CD set) of 
music for piano duo by Anthony Goldstone and Caroline Clemmow (“one of today’s top piano duos” – 
Fanfare) https://divineartrecords.com/AS/goldstoneclemmow.htm
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