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PROGRAMME NOTES BY ANTHONY GOLDSTONE

The supreme “poet of the piano”,
Fryderyk (Frédéric) Chopin, of Polish
and French parents, lived in Poland
until his life was more than half over,
at the age of just twenty, after which he
became an exile in Paris following the
suppression of the Polish uprising
against the ruling Russian Empire. In
addition to a treasured legacy of solo
piano works, he left two piano
concertos.
The “Second” Concerto, in F minor
[1-3], preceded the “first”, in E minor,
but was published later; it was written
in Warsaw when he was nineteen – an
amazing achievement, and premièred
there by himself with orchestra, to a
rapturous audience and press, soon
after his twentieth birthday. Its
exquisite Larghetto second movement
portrays his undeclared passion for
Konstancja Gladkowska, a beautiful
young singer, whom he described as
his “ideal”. He maintained a special
affection for the whole concerto, but
particularly this movement.

As to the quality of Chopin’s
orchestration – or indeed whether it is
wholly by Chopin, I will not join the
debate except to say that it sounds
beautiful when conducted and played
imaginatively. However, as the effect
of the whole work hardly rests upon the
orchestra, it is a prime candidate for
being performed on two pianos, if an
authentic way to do so can be found.
For this première recording we
purchased from Poland the recently
published facsimile of the autograph
full score, the only known extant
manuscript of the work originating
from Chopin, made in preparation for
publication. This includes, in Chopin’s
hand, not only the complete solo part
but also his piano arrangement of the
orchestral score inserted into the
soloist’s staves when the soloist is not
playing, i.e. in the tuttis, for publication
in solo piano form. (Similarly, we have
recorded, on Divine Art 25042, Grieg’s
Piano Concerto on two pianos with the
tuttis arranged for piano by the
composer.)

The orchestral parts are in an unknown
copyist’s hand, and the sequence of
events as to the writing – and checking
– of the manuscript is unclear,
particularly as there are discrepancies
between the copyist’s parts and
Chopin’s piano version. In such cases it
seems eminently reasonable to follow
the composer. A non-interventionist
approach has been adopted – if a
reading exactly in accordance with
Chopin’s text is feasible, this has been
chosen, although it may lead to some
surprises for the listener who knows the
work (see below for examples). Chopin
was careless at times, but it is usually
apparent when this was the case.
To perform the entire work on two
pianos we needed to fill in the gaps:
where the soloist is playing, Chopin
had no space to provide a piano
reduction. He would have played on a
second piano for pupils who had
studied the solo part, but in this case he
would almost certainly have done so
from memory. We wished to find the
most authoritative second piano part.
The prominent pianist and composer of
Armenian (and/or Moldavian?) descent
Carl (Karol) Mikuli had been Chopin’s

pupil (and teaching assistant) and
edited Chopin’s collected works,
published by Kistner in 1879. His
second piano part for the Concerto is
contained in a supplementary volume,
and – although Mikuli cannot be totally
relied upon – this surely must be the
front-runner in the authenticity stakes.
After a search we were fortunate to
obtain it from the Henry Watson Music
Library in Manchester and have used it
for the tutti sections.
In addition to the considerable
excitement at having Chopin’s
beautifully handwritten autograph in
front of us as we prepared the work for
this recording, there were attendant
revelations, some more significant than
others, not all of which will be apparent
to most listeners but all of which threw
some light on the composer’s
intentions and subtly changed one’s
interpretation. We have been privileged
to have direct contact with the
composer’s wishes without the
mediation of editors, who can
sometimes add, subtract, make changes
or iron out inconsistencies (which may
have been deliberate) without making it
clear that this has been done.

One detail, which had been corrupted
by editors and whose discovery gave
particular pleasure, was in the
development of the first movement. At
8’58” and 9’04” in the solo part, the
opening four-note motif of the main
subject, which had already provided the
material for this section, is twice
expressly featured in relief compared to
the preceding pp decorative figurations
by means of meticulous f > marks and
slurs, turning the orchestra’s (or second
piano’s) prompt reiterations into
responses.
Of the changes to the actual note
pitches that one normally hears, it will
suffice to mention two startling
examples from the finale:
1: At 5’15” and 5’23” in the piano
reduction of the orchestral score,
Chopin did not “naturalise” the A flats
to make A naturals (though someone
later “corrected” them, and the copyist
added a natural sign in the clarinet part
at 5’23” but not at 5’15”). The A flats
sound
more
soulfully
Eastern
European, and so we have opted to
retain them.

2: In the major-key coda, at 7’17” and
7’48”, Chopin leaves the soloist’s top
Ds as major ninths rather than
flattening them into minor intervals as
elsewhere. The unflattened version
occurs both times within a quieter
echo-like phrase, and the modification
of this echo (from D flat to D natural)
provides two pinpricks of tongue-incheek humour. The coinciding of the
echo effect with the major ninth,
occurring solely in these two
statements out of four, seems to
indicate intent rather than carelessness.
(One could argue that Chopin could
have written a “courtesy” natural sign
to confirm that he did indeed mean D
natural, but he was not generous with
courtesy accidentals.)
Regarding dynamics, various editions
dilute the text by dispensing with
accents and/or adding diminuendo
marks, two examples being in the
second movement in the bars beginning
at 1’44” and 7’34”, which are surely
passionate. A general point is the
unexpected lack of piano indications
where one is accustomed to seeing
them in printed editions. (For example,
the orchestral accompaniment’s being

marked p should not automatically
reduce the soloist to that dynamic.) At
this period Chopin was not weakened
by illness: the image we often have of
him is from his consumptive last years.
His red-blooded passion – remember
the inspiration of the Larghetto – was
equalled by the robustness of his
playing. Con anima and con forza are
among his favourite terms.
Even though Mikuli knew Chopin only
in his later years, he described his
playing thus: “Chopin possessed a
highly developed technique, in
complete command of the instrument.
In all types of touch, the evenness of
his scales and passagework was
unsurpassed, indeed fabulous […] the
tone that he could draw from the
instrument was always huge […] a
virile, noble energy – energy without
rawness – lent an overwhelming effect
to the appropriate passages.”
Perhaps the most obvious difference in
rhythm occurs in the second piano part
during the tutti at 5’56” in the finale.
Chopin changes the two equal quavers
on the third beat (C, B flat) occurring

in the earlier statement of this passage
into a dotted quaver and semiquaver.
This rhythm is notated by Chopin
clearly and unequivocally, although the
copyist retains the two-quaver version
in the first violins. A hallmark of
Chopin’s style is his modification of
material on restatement, and this small
alteration adds interest.
Chopin’s minor oversight in confusing
the harmony between piano and
orchestra at 4’22” in the finale has been
neatly overcome by Mikuli by
replacing the offending note with an F
flat dominant seventh, even if this
might have been the result of
misreading the viola clef! But he would
have had access to different sources
and it makes musical sense anyway.
The ornamentation provided some
surprises, and I was struck by how
obvious it was that Chopin expected
trills to begin on the upper, auxiliary,
note. When he wished the trill to begin
on the main note he preceded it with
that note written small, as at 3’21” in
the first movement (though it is often
printed, incorrectly, as the upper note
written small).

Chopin used accents as punctuation,
but also to add expression. They can
have the effect of sobs, or can add
“kicks”, notably to syncopations.
Articulation, ties (or their lack),
dynamics (which can differ between
the two hands), the omission of a
tempo after ritenuto (adding a welcome
ambiguity), pedal markings (although
one must always keep in mind that
Chopin was writing for a very different
keyboard instrument) – clarification of
all these aspects was the reward for
careful perusal of the manuscript.
The Concerto itself, being well known,
needs little description: the first
movement [1] lyrical and fiery in turn,
the Larghetto [2] tender and impulsive,
with an intense, almost tragic, central
recitative section, the finale [3] a cross
between a swirling waltz and a quirky
Polish mazurka. How novel the
succession of a dozen chromatically
climbing “ripped” diminished seventh
chords, at 8’12” of the finale, must
have seemed in 1829! The new
“Romantic” era had unmistakably
emerged.
“[…] this Second Concerto, which

none of us can presume to approach,
unless it be with the lips to kiss the
hem!” – Robert Schumann
Anton Rubinstein, who at the age of
twelve heard Chopin play in Paris and
later became a great interpreter and
promulgator of his music, wrote: “the
piano soul is Chopin […] all possible
expressions are found in his
compositions, and all are sung by him
upon his instrument.” Allied to the
“new phase of poetic feeling” that Liszt
discerned in Chopin’s work is a
classical purity and quality of
inspiration that never permits even his
most virtuosic music to descend to the
level of mere note-spinning.
The C major Rondo [4], written for
piano solo the year before the F minor
Concerto and arranged by him for the
richer palette of two pianos some
months later (his sole piece intended
specifically for this medium, as far as
we know) illustrates this well. It owes
its style partly to minor masters such as
Field and Hummel, as does the
Concerto, but it is already a mature and
characteristic work, framed by a

majestic
introduction
and
an
exhilarating coda and exhibiting the
master’s passion, melodic inspiration,
harmonic subtlety and delicacy of
texture. Chopin venerated the art of the
human voice and all the themes truly
sing, wrapped as they sometimes are in
intricate accompaniments.
Chopin’s only known piece for flute
and piano was written when he was just
fourteen: a set of Variations on a
Theme of Rossini [5] – “Della fortuna
istabile”
from
the
opera
La
Cenerentola (Cinderella) of 1817. I
might not have known of its existence
had I not been presented with it in the
1970s by James Galway as an item that
we were to include in a recital. The
theme is chirpy and the four variations
entirely competent if unadventurous,
the second being melancholy and in the
minor key. In my arrangement for four
hands at one piano the secondo (bass)
player retains the piano accompaniment
exactly, while the primo (treble) player
“fills out” the flute part. Divested of its
repeats, as here, it runs no risk of
outstaying its welcome.
Eduard Schütt was born in St.

Petersburg; after graduating with
honours from the conservatoire there
he went on to Leipzig and then to
Vienna, where he remained after
studying the piano privately with
Theodor Leschetizky, the teacher also
of Paderewski and Schnabel, but he
later renounced his flourishing
international career as a pianist to
concentrate on composition.
Although he wrote large-scale works
including two piano concertos he was
particularly at home in the drawing
room; he seems to have made a
speciality of the paraphrase, in which
other composers’ works can be given a
new gloss, sometimes in the most
outrageous fashion, and was much
attracted to the waltz. Both these
enthusiasms are combined in his funfilled Paraphrase on Chopin’s Valse
in C sharp minor, the second of his
Op. 64 set [6]. The two-piano medium
allows phrases to be tossed between the
two players and counter-melodies to be
added, and the harmonies are
deliciously chromatic. The gentle
major-key
episode
returns
climactically,
dressed
up
as
Tchaikovsky’s First Piano Concerto,

after which a sort of Cossack dance
leads to the mock-tragic Lisztian
dénouement. The ending is genuinely
touching.
A companion of the popular Valse in C
sharp minor is the even better known
Valse in D flat major, with the same
key base but in the major mode (in
which Schütt’s paraphrase concluded),
the so-called “Minute” Waltz. Two
intriguing facts about the man
responsible for the present two-piano
transcription [7], Frederick Corder,
are that he was appointed conductor at
the Brighton Aquarium and that two
years after writing an epic grand opera
in four acts entitled La morte d’Arthur
he wrote an operetta called A Storm in
a Teacup! Indeed, after listing several
of his operas, the 1921 edition of
Grove’s Dictionary of Music and
Musicians states, “Mr. Corder is
understood to have completed several
other operas for his own gratification,
as it is hardly likely, in existing
conditions, that they will see the light.”
Born in London, Corder trained there at
the Royal Academy of Music (and later
in Cologne and Milan), to which he

returned as composition professor in
1888 at the age of thirty-six, becoming
curator the following year and in 1922
writing a history of the institution. He
taught Bax, Bantock and others at the
RAM, apparently in an encouraging,
nonjudgmental manner.
Corder’s exuberance comes through as
he instigates a merry chase, adds extra
beats and cheekily combines elements
of the outer and middle sections, the
theme of the latter incongruously
tolling out quasi campanelle (like
bells) – to quote Corder’s instruction
(1’43’’).
Sisters Rose and Ottilie Sutro were the
daughters of a prominent German-born
musician and business man who had
settled in Baltimore. They were
celebrated in the early twentieth
century as a two-piano duo but are
perhaps now best remembered,
unfortunately, for the two-piano
concerto that they received from the
composer Max Bruch, completely
rewrote and then hid away for half a
century. Ottilie’s arrangement for two
pianos of Chopin’s lovely Nocturne in
E flat, Op. 9, No. 2, [8] adds a

harmonising voice to the single-line
melody, which is later doubled one
octave higher, but otherwise leaves the
original largely intact.
Among the lesser-known piano works
of Brahms are adaptations of works by
other composers including Bach,
Gluck, Schubert and Chopin – in the
case of Chopin a slightly extended
reworking, from 1852, of his Étude in
F minor, Op. 25, No. 2. This was
published in 1869 with the title Etude
nach Fr. Chopin [9]. The nineteenyear-old Brahms no doubt intended to
stretch his own technique as a pianist
by doubling the continuous triplet
quavers played by the right hand with
notes a sixth or a third below and only
slightly modifying the tempo from
Presto to Poco presto. The effect is
mellifluous and made me think that a
two-piano arrangement would be
effective, in which one could meld
Chopin’s and Brahms’s left-hand triplet
crotchets into two-note chords. I have
since discovered that one or both of the
Sutro sisters probably made a twopiano version, as The New York Times
reviewed their performance of 18
February, 1921 (not specifying who

arranged it). To my knowledge the
Sutro version was not published; I
should be very surprised, however, if it
included the four bars from Brahms’s
Hungarian Dance No. 1 that I have
incorporated as a counterpoint at the
start of the reprise (1’30’’).
Only one work written for four hands
at one piano by Chopin survives,
namely the Variations in D major on
a National Air by Moore [10]. (A duet
version of his Rondo in C minor, Op. 1,
was published in 1834, but it cannot be
confirmed that Chopin made the
arrangement.) The variations date from
1826, midway between the Rossini
Variations and the Rondo, and reflect
the sixteen-year-old’s rapidly growing
assurance and eagerness to explore the
possibilities of the piano, both virtuosic
and lyrical. The Irish poet Thomas
Moore (1779-1852) was already hugely
famous for writing new words to
existing Irish melodies, the greatest
success of which was “’Tis the Last
Rose of Summer”. (My recording of
Mendelssohn’s Fantasy on this air is on
Divine Art dda25067.) From 1818
Moore produced
an
analogous
collection of National Airs plucked

from other countries, to one of which, a
Venetian air, his poem began:
“Oh! come to me when daylight sets;
Sweet! then come to me,
When smoothly go our gondolets
O’er the moonlight sea.”
That this melody should have been
marked out by Chopin is of interest for
two reasons: it is a barcarolle – a gently
rocking Venetian gondola song in 6/8,
in which genre he was to write an
original masterpiece for piano twenty
years later, three years before his death;
and, secondly, it is a version of “The
Carnival of Venice”, which Chopin
was to hear the great violin virtuoso
Niccolò Paganini play in Warsaw three
years later, inspiring him to write a
through-composed set of variations for
piano on the more commonly known
version, which he called Souvenir de
Paganini and which uncannily presaged
his famous Berceuse of 1843-4.
There is an introduction, followed by
the theme and five variations, the last
of which develops into an extended
finale. The first variation is most
original in texture, appearing to imitate
the splashing of water, and the balletic

second could have been written by
Tchaikovsky six decades later. A
mournful minor-key variation is
followed by a fleet “Mendelssohnian”
one, a minor-key march and the
carefree finale. The work was
published only in 1965 and, as the first
and last pages had disappeared, the
Polish pianist and musicologist Jan
Ekier supplied them. Because of the
traditional way of writing music for
piano duet, the missing first page had
contained only the secondo part for the
opening of the piece and the last page
the primo part for the close, making the
task of reconstruction an intriguing
one. I have made my own completion
(secondo from the start up to 2’04” and
primo from 7’00” to the end), and
attentive listeners will discern a passing
resemblance at the beginning, in the
bass, to the C major Rondo’s
introductory bars.
To those who cannot abide the idea of
“serious” music being requisitioned for
(one hopes) comedic effect, I say
please press the stop button now.
Humour is a personal thing, puns in
particular – both verbal and musical –
eliciting either mirth or derision, and

there is no definitive boundary between
harmless fun and perceived sacrilege.

Goldstone and Clemmow

In Revolutionary Raindrop Rag [11],
dished up (as Percy Grainger would
have said) especially for this recording,
in addition to the obvious works of
Chopin – the “Revolutionary” Study,
Op. 10, No. 12, and the “Raindrop”
Prelude, Op. 28, No. 15, one may find
allusions to five more pluvial pieces of
music and one other revolutionary one.
In mitigation I cite the Belgian classical
and jazz pianist Clément Doucet (18951950), a grand-pupil of Liszt, who
formed an entertaining piano duo with
Jean Wiéner and whose irreverent
pastiches on Chopin, Wagner et al.
encouraged me to commit this
misdemeanour.
© Anthony Goldstone 2008
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Design: Stephen Sutton (Divine Art)
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Note: Sadly, Anthony Goldstone passed away
on January 2, 2017

GOLDSTONE & CLEMMOW

With thirty-five CDs and a busy concert
schedule stretching back a quarter of a
century, the British piano duo Goldstone
and Clemmow is firmly established as a
leading force. Described by Gramophone
as ‘a dazzling husband and wife team’, by
International Record Review as ‘a British
institution in the best sense of the word’,
and by The Herald, Glasgow, as ‘the
UK’s pre-eminent two-piano team’,
internationally known artists Anthony
Goldstone and Caroline Clemmow
formed their duo in 1984 and married in
1989. Their extremely diverse activities in
two-piano and piano-duet recitals and
double concertos, taking in major
festivals, have sent them all over the
British Isles as well as to Europe, the
Middle East and several times to the
U.S.A., where they have received
standing ovations and such press
accolades as ‘revelations such as this are
rare in the concert hall these days’
(Charleston Post and Courier). In their
refreshingly presented concerts they mix
famous masterpieces and fascinating
rarities, which they frequently unearth
themselves, into absorbing and hugely

entertaining programmes; their numerous
B.B.C. broadcasts have often included
first hearings of unjustly neglected works,
and their equally enterprising and
acclaimed commercial recordings include
many world premières.
Having presented the complete duets of
Mozart for the bicentenary, they decided
to accept the much greater challenge of
performing the vast quantity of music
written by Schubert specifically for four
hands at one piano. This they have
repeated several times in mammoth
seven-concert cycles, probably a world
first in their completeness (including
works not found in the collected edition)
and original recital format. The Musical
Times wrote of this venture: ‘The
Goldstone/Clemmow
performances
invited one superlative after another.’ The
complete cycle (as a rare bonus including
as encores Schumann’s eight Schubertinspired Polonaises) was recorded on
seven CDs (newly issued as a box set
DDA21701, ‘haunted with the spirit of
Schubert’ – Luister, The Netherlands.

Also by Goldstone and Clemmow on Divine Art:
DDA 21701 (7 CDs) Schubert: The Complete Original Piano Duets
Their magnum opus, world renowned.
“Their playing has been utter perfection… It’s a beautiful set, brilliantly assembled and as inspired as anything they
have ever done. Definitely an item to collect.” – The Whole Note
DDA 25020 Tchaikovsky for Four Hands
Symphony No. 4, (arr. Taneyev), Romeo & Juliet (arr. Purgold), Russian Folk Songs
“mind-blowing” – Glasgow Herald
DDA 25024 Explorations
First recordings: Holst, Leighton, Stevenson and Hedges – splendid modern works from British composers
“strongly recommended” – Musical Opinion
DDA 25026 Schubert “Unauthorised” Piano Duos, volume 1
Includes the “Trout” Quintet and other gems in brilliant transcriptions
“invaluable” – Gramophone
DDA 25028 Dvořák “New World” Symphony and Mendelssohn “Scottish” Symphony
The composers’ own versions for piano duet of these orchestral masterpieces
“A real joy. Recommended” – MusicWeb
DDA 25032 “Orientale”
Music inspired by the East from Holst, Achron, Borodin, Mayer, Glière, Saint-Saëns, Gorb and McPhee
“startlingly effective” – BBC Radio 3
DDA 25038 Graham Whettam Piano Music
Fine music for two and four hands: solo performances by both of the duo partners
“exuberant yet accessible music deserves to be much more widely known … exceptional performances”
– New Classics
DDA 25039 Schubert “Unauthorised” Piano Duos, volume 2
Transcriptions by Schubert’s friend and duet partner Josef von Gahy
“bright detailed recording, committed playing ... no reservations” – Musical Pointers
DDA 25042 Grieg for Piano Duo
Includes Grieg’s version for two pianos of his Piano Concerto and his arrangement of a Mozart sonata
“played with compelling freshness … an outstanding recital” – International Piano
DDA 25046 Mozart on Reflection
Many incredible gems, with a newly completed Sonata for two pianos
“this is a valuable release, with fine recorded quality…” – International Record Review
DDA 25056 “Burlesque” – Piano Music by Brian Chapple
From jazz to atonality, works of major importance
“certainly a find for those that love to discover the new” – MidWest Record

DDA 25089 The Jazz Age
Gershwin, Milhaud, Carmichael, Hill, Moyzes, Seiber: an absolute festival of joy
“particularly impressive ... a delightful new record” – BBC Radio 3
DDA 25098 Hans Gál: The Complete Piano Duos
A rare treasure – Romantic and lyrical music deserving of a wide audience
“This is a marvellous release ... performed and recorded to the highest standards.” – American Record Guide
DDA 25101 “Delicias” – Spanish delights for piano duo
European exoticism from Spanish composers and others inspired by Spanish culture
“The performances are superb. Enthusiastically recommended” – Fanfare (USA)
DDA 25104 “Magical Places” – Evocative Symphonic Poems
From Britain and Ireland through France and Spain, to Russia and Scandinavia, a true musical adventure
“Terrific performances ... A nicely judged programme that is superbly played and recorded with clarity.”
– International Piano
DDA 25118 Rimsky-Korsakov – Music for Piano Duo
The composer’s own arrangements of Scheherazade and Neapolitan Song; and his wife Nadezhda Purgold’s
transcription of Antar
“Husband-and-wife team Anthony Goldstone and Caroline Clemmow [provide] cast-iron guarantees of superb
performances. Hugely enjoyable ... an unexpectedly colourful disc.” – International Record Review
DDA 25125 Schubert “Unauthorised” Piano Duos, volume 3
Première recordings of the ‘Death and the Maiden’ Quartet and of the ‘Unfinished’ Symphony No. 8 transcribed by
Schubert’s confidante Hüttenbrenner, and in a new 4-movement complete performing edition.
“If you love Schubert's music, you ought to hear this... A most stimulating release that has my highest
recommendation.” – Fanfare
DDV 24154 British Music for Piano Duo
A highly acclaimed disc now re-issued, includes The Planets and other music by Holst, Elgar, Bury and Bainton
“This is musicianship at its best, in ear opening interpretations.” – Classical Music Sentinel
Available as CD or in digital format
ALL of the above albums contain world première recordings of major piano duo repertoire.
The Divine Art catalogue also includes many acclaimed solo recordings by Anthony Goldstone.
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