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Producer’s Note

Artur Schnabel’s pioneering Beethoven Sonata Society recordings were originally issued on 204 78 rpm sides in
fifteen volumes, each containing six or seven discs. The first twelve sets contained the thirty-two sonatas, usually
packaged as one early, one middle and one late sonata per album. Variations, bagatelles and sundry short pieces
occupied the final three volumes. The sets were released in the UK on His Master’s Voice with some volumes also
being issued on French Disque Gramophone, German Electrola and (for the ‘Hammerklavier’ Sonata only) Victor
in the United States. In this eleven-CD reissue series, the first nine discs will be devoted to the sonatas, presented in
their order of composition, while the final two volumes will feature the other works.

Because the original discs rarely turn up in any form other than British pressings, the problem of how to deal
with the higher-than-average level of surface crackle inherent in HMV shellac has lead previous transfer engineers
down one of two paths. One way has been to use heavy computerized processing to keep the noise at a minimum.
While this made for a relatively quiet result, many critics felt that the piano’s tonal qualities had been sacrificed to
an unacceptable degree. Another approach went to the opposite extreme, filtering minimally and even apparently
boosting the upper mid-range frequencies in an attempt to add a percussive brilliance to the piano tone. Although
this produced a clearer result than the first method, many listeners were put off by the relentless onslaught of
surface noise that this approach to filtering and equalization exacerbated.

For the current transfers, I have tried to strike a balance between these two positions. In order to start with the
quietest available source material, multiple copies of British, French and American pressings have been assembled,
and I have chosen the best sides from each. Computerized declicking (although not denoising) has been employed
not only to remove clicks and pops, but also to reduce surface crackle to a minimum without harming the upper
frequencies. My approach to filtering has been to stop at the point at which more than just surface hiss was being
affected; and my equalization has aimed for a warm, full piano tone which I believe is more representative of the
original recordings.

Finally, I have linked the movements of each of the sonatas by retaining the surface noise on the original discs.
With recordings of a basically higher noise level such as the present ones, I feel that once the listener has become
acclimatised to the surface hiss, much of it can be mentally screened out. It is counterproductive to be reminded of
it at the start of each new movement, as happens in those editions in which movements are faded in and faded out.

In the present volume, Op. 90 and Op. 101 were transferred from British HMV pressings, while the
‘Hammerklavier’ came from the best portions of three pre-war US Victor 78 rpm albums.

Mark Obert-Thorn

Artur Schnabel: BEETHOVEN: Piano Works, Vol. 8
Sonata No. 27 in E minor, Op. 90 12:24

1 Mit Lebhaftigkeit und durchaus mit Empfindung und Ausdruck 5:44
2 Nicht zu geschwind und sehr singbar vorgetragen 6:39

Recorded on 21st January and 3rd February, 1932 in EMI Abbey Road Studio No. 3
Matrices: 2B 2615-1, 2616-2, 2617-2, 2618-2
First issued as HMV DB 1654 and 1655 in Society Volume 1

Sonata No. 28 in A major, Op. 101 19:17
3 Allegretto, ma non troppo 4:00
4 Vivace alla marcia 5:22
5 Adagio, ma non troppo, con affetto 3:09
6 Allegro 6:45

Recorded on 24th April, 1934 in EMI Abbey Road Studio No. 3
Matrices: 2B 6152-1, 6153-1, 6154-1, 6155-2, 6156-2, 6157-1
First issued as HMV DB 2467 through 2469 in Society Volume 7

Sonata No. 29 in B flat major, Op. 106, ‘Hammerklavier’ 40:48
7 Allegro 8:48
8 Scherzo: Assai vivace 2:39
9 Adagio sostenuto 18:09
0 Largo – Allegro risoluto 11:13

Recorded on 3rd and 4th November, 1935 in EMI Abbey Road Studio No. 3
Matrices: 2EA 2485-1, 2486-1, 2487-3, 2488-2, 2489-2, 2490-1, 2491-2, 
2492-1, 2493-2, 2494-5, 2495-2A, 2496-4A
First issued as HMV DB 2955 through 2960 in Society Volume 10
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Mark Obert-Thorn is one of the world’s most respected transfer artist/engineers. He has worked for a number of
specialist labels, including Pearl, Biddulph, Romophone and Music & Arts. Three of his transfers have been
nominated for Gramophone Awards. A pianist by training, his passions are music, history and working on
projects. He has found a way to combine all three in the transfer of historical recordings.

Obert-Thorn describes himself as a ‘moderate interventionist’ rather than a ‘purist’ or ‘re-processor,’ unlike
those who apply significant additions and make major changes to the acoustical qualities of old recordings. His
philosophy is that a good transfer should not call attention to itself, but rather allow the performances to be heard
with the greatest clarity.

There is no over-reverberant ‘cathedral sound’ in an Obert-Thorn restoration, nor is there the tinny bass and
piercing mid-range of many ‘authorised’ commercial issues. He works with the cleanest available 78s, and
consistently achieves better results than restoration engineers working with the metal parts from the archives of the
modern corporate owners of the original recordings. His transfers preserve the original tone of the old recordings,
maximising the details in critical upper mid-range and lower frequencies to achieve a musical integrity that is
absent from many other commercially released restorations.

The Naxos historical label aims to make available the greatest recordings in the history of recorded music, in the best
and truest sound that contemporary technology can provide. To achieve this aim, Naxos has engaged a number of
respected restorers who have the dedication, skill and experience to produce restorations that have set new standards
in the field of historical recordings.
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recording of the same work, initially issued in Volume 7
of the Beethoven Sonata Society discs, was less
successful. ‘On the whole, his account of this sonata is
scandalously messy and chaotic’, wrote Goldsmith,
while conceding that ‘Schnabel’s sublime treatment of
the adagio transcends everyone else’s save Arrau’s’ –
the latter recorded in 1965. 

Beethoven’s Sonata in B flat major dates from 1818
and was published by Artaria the following year. It is
one of several works dedicated to Archduke Rudolph.
Although all of Beethoven’s sonatas from Op. 101
onward bear the inscription ‘für das Hammerklavier’,
rather than for the Italian pianoforte, only Op. 106, his
longest and most demanding piano sonata, is known by
the German term. The ‘Hammerklavier’ was the first of
several works of enormous scale and grandeur, among
them the Diabelli Variations, the Missa solemnis, and
the Ninth Symphony. In concert performance the
‘Hammerklavier’ will muscle other sonatas aside. After
Schabel’s 1926 performance at Grotrian Hall, on
Wigmore Street, The Times critic wrote: ‘It is true that
to some minds, there may be a touch of the ‘virtuosic’
style in the strength of accentuation, the sudden force,
almost violence of the attack or the tremendous pace
adopted for the first movement of the great B flat
sonata. In fact, it was really too fast for clear articulation,
especially in a small hall, but taking a movement as a
whole…the impression of Mr. Schnabel’s performance
was at bottom one of absolute unity in conception’.
A decade later Howard Taubman called the ‘Hammer-
klavier’ ‘the pinnacle’ of Schnabel’s Carnegie Hall recital
of 12th February 1936. The performance, he wrote,
‘was an eloquent recreation of an immense work. The
sonatas that had gone before – the E flat major, Op. 7;
the C sharp minor, Op. 27, No.2, and the G major, Op. 14,
No.2 – seemed pale by comparison’. To listeners of the
1930s, as now, the ‘Hammerklavier’ ‘sounded audacious
in design and brilliantly imaginative in execution; more
than a century of currency has not dimmed its prophetic
originality’. Few pianists were up to the demands of this
sonata. ‘It requires a pianist who commands a superb
fusion of head, heart and hand to bring this sonata to

life, and Mr. Schnabel was such an artist last night’,
wrote Taubman. There was, he continued, ‘passion,
power and a broad line in the first two movements of the
sonata, and the endlessly difficult final section was
wrought with consummate resource. But it was the
tremendous slow movement – seraphic in its exaltation
and poignant in its searching compassion – that
Mr. Schnabel did the most profoundly moving playing
of the evening. There are not many pianists abroad who
can do justice to this movement.’ 

Schnabel’s recording of the ‘Hammerklavier’
appeared at about the same time as that of Wilhelm
Kempff on Decca, providing listeners of the 1930s an
extraordinary example of how two of the leading
pianists of the era could have very different perspectives
on a work. The critic Alex Robertson contrasted the two
interpretations in a review in the November 1936 issue
of The Gramophone. Kempff’s recording, he noted, had
superior sound, giving it ‘the advantage whenever there
is question of big chords and sonorous bass’. Kempff’s
interpretation, however, was off the mark: ‘Schnabel
stabs at the opening theme, (which Beethoven hints at in
both the Scherzo and the Adagio) in such a way as not
to give it time to articulate itself’, following ‘the
tradition of restrained violence’. Kempff, on the other
hand, ‘gives it more weight…dignity and amiability.
The latter quality, however can have no proper place in
a work of this calibre…There must be no slackening of
the vital impulse implied by those first massive chords
and so I find Kempff’s touches of rubato (between bars
50-100) out of place, but Schnabel’s slight element of
fantasy exactly right.’ In the Adagio, ‘Schnabel excels.
He gives one a feeling, and never more so than at the
wonderful modulations that are part of the glory of the
movement, of one showing forth a high mystery, and he
concedes nothing to mere sensuousness of sound’.
Writing 35 years later, Harris Goldsmith reiterated
many of these sentiments: ‘The problem in playing the
adagio…is more than just a question of slow, fast, or
moderate tempo: here an entire aesthetic response
comes into play, and the upshot is whether a given
performer feels – or wants to feel – intense suffering in

Artur Schnabel was fifty years old when he finally
agreed to make recordings. After more than thirty years
as a recitalist, he had gained a reputation as a scholar-
pianist and the leading interpreter of Beethoven’s piano
music, but steadfastly refused to submit to the alleged
tortures of the studio and its inadequate technology. It
was the producer Fred Gaisberg who, in 1932,
persuaded Schnabel to record, but only on the pianist’s
condition that he record all of Beethoven’s piano
sonatas (and other pieces as well). Many of the works
were then little known, making it a risky venture
financially. HMV realised the project through the
creation of the Beethoven Sonata Society, which
initially sold the discs by subscription. Pianists and
Beethoven aficionados were drawn to the recordings the
way they were to Schnabel’s concert performances.
Like the live performances, the discs had flaws.
Schnabel was difficult and demanding in the studio. The
perfect take was rare and there were no opportunities for
splicing in correct notes. They were in a sense live
performances, made without the presence of an
audience, and one can understand how a musician like
Schnabel would find such conditions disagreeable.

Beethoven’s Sonata in E minor, Op. 90, dates from
1814. It was published by Steiner in 1815 with a
dedication to the Count Moritz von Lichnowsky,
brother of Beethoven’s patron and friend Prince Karl.
Beethoven’s use of German tempo markings for each
movement, directions which translate as ‘with liveliness
and throughout with feeling and expression’, and ‘not
too fast and play in a very singing manner’ respectively,
reflected his belief that the standard tempo indications
lacked precision. He had also assigned German titles
to the movements of the previous sonata, Op. 81a, but
in other ways the Sonata in E minor stands closer to
the final works (Opp. 101, 106, 109, 110, and 111).
It resembles Op. 111 in the minor-major key contrast of
its two movements, the first in sonata-form and the
second a rondo.

Schnabel’s recording of the Sonata in E minor dates
from his earliest sessions with Gaisberg at Abbey Road
Studio Number 3, and was released in the first volume
of Beethoven Sonata Society recordings. In his review
of Volume 1 the critic of The Musical Times noted that
the Sonata in E minor was one that ‘somehow seems not
to have had its due. It is one of the most poetic of all the
Sonatas; perhaps its lack of virtuoso opportunities has
kept it out of recitals, and the domestic pianist is held
off by that ungrateful snag, the difficult left-hand
accompaniment of the second subject in the first
movement’. Regrettably, he did not comment
specifically on Schnabel’s interpretation. Harris
Goldsmith, in his 1970 survey of Beethoven on record
in High Fidelity magazine, described Schnabel’s first
movement as being ‘surprisingly muted but full of
driving, passionate energy nonetheless. I also like the
way he keeps the second moving along’.

Beethoven completed his Sonata in A major, Op. 101,
in 1816. When published by Steiner, in 1817, it appeared
with a dedication to the Baroness Dorothea von
Ertmann, whom some believe to have been Beethoven’s
Immortal Beloved. Whether or not she was the subject
of the composer’s deepest affections, she had been his
student since 1803, and was well regarded as an
interpreter of his music. The Sonata in A major is a
highly romantic work, and among the most challenging
of Beethoven’s sonatas in its complex contrapuntal
passages and tonal relationships. Here the traditional
weight of the movements has been reversed. The brief
Allegretto, the March, and the Adagio all prepare the
way for the finale, the sonata’s most substantial
movement. 

Schnabel’s recital performances of Op. 101 are
legendary. Writing in the New York Times, in January
1936, Howard Taubman claimed that ‘for a full
comprehension of the profundity of Mr. Schnabel’s
imagination, one must speak of the grandeur and
nobility of his playing of Op. 101’. Schnabel’s
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his music-making. Schnabel lunges into the opening
allegro and the fugue with a tremendous, febrile impact.
Even if you accept (as I do) the premise that his
thinking is on the right track you will have to admit that
the fingers keep jumping the rail. One critic has said
that Schnabel’s performance gives you more of the
music and less of the notes than anyone else’s – and I’ll
quote that opinion as a fair one. In the adagio, on the
other hand, Schnabel has no executional problems. He
begins with an indescribable veiled quality and lets the

music progress with ineffable sadness and world-
weariness. At times the phrases falter, almost as if
choked with tears. It is an unforgettable performance.’
Goldsmith noted that the perfect recording of Op. 106
‘has not, and probably never will be, made’. Many
would still agree. Schnabel’s recording – with its
failings – remains a remarkable testament to the
emotional depth of both composer and pianist.

Brian C. Thompson
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in design and brilliantly imaginative in execution; more
than a century of currency has not dimmed its prophetic
originality’. Few pianists were up to the demands of this
sonata. ‘It requires a pianist who commands a superb
fusion of head, heart and hand to bring this sonata to

life, and Mr. Schnabel was such an artist last night’,
wrote Taubman. There was, he continued, ‘passion,
power and a broad line in the first two movements of the
sonata, and the endlessly difficult final section was
wrought with consummate resource. But it was the
tremendous slow movement – seraphic in its exaltation
and poignant in its searching compassion – that
Mr. Schnabel did the most profoundly moving playing
of the evening. There are not many pianists abroad who
can do justice to this movement.’ 

Schnabel’s recording of the ‘Hammerklavier’
appeared at about the same time as that of Wilhelm
Kempff on Decca, providing listeners of the 1930s an
extraordinary example of how two of the leading
pianists of the era could have very different perspectives
on a work. The critic Alex Robertson contrasted the two
interpretations in a review in the November 1936 issue
of The Gramophone. Kempff’s recording, he noted, had
superior sound, giving it ‘the advantage whenever there
is question of big chords and sonorous bass’. Kempff’s
interpretation, however, was off the mark: ‘Schnabel
stabs at the opening theme, (which Beethoven hints at in
both the Scherzo and the Adagio) in such a way as not
to give it time to articulate itself’, following ‘the
tradition of restrained violence’. Kempff, on the other
hand, ‘gives it more weight…dignity and amiability.
The latter quality, however can have no proper place in
a work of this calibre…There must be no slackening of
the vital impulse implied by those first massive chords
and so I find Kempff’s touches of rubato (between bars
50-100) out of place, but Schnabel’s slight element of
fantasy exactly right.’ In the Adagio, ‘Schnabel excels.
He gives one a feeling, and never more so than at the
wonderful modulations that are part of the glory of the
movement, of one showing forth a high mystery, and he
concedes nothing to mere sensuousness of sound’.
Writing 35 years later, Harris Goldsmith reiterated
many of these sentiments: ‘The problem in playing the
adagio…is more than just a question of slow, fast, or
moderate tempo: here an entire aesthetic response
comes into play, and the upshot is whether a given
performer feels – or wants to feel – intense suffering in

Artur Schnabel was fifty years old when he finally
agreed to make recordings. After more than thirty years
as a recitalist, he had gained a reputation as a scholar-
pianist and the leading interpreter of Beethoven’s piano
music, but steadfastly refused to submit to the alleged
tortures of the studio and its inadequate technology. It
was the producer Fred Gaisberg who, in 1932,
persuaded Schnabel to record, but only on the pianist’s
condition that he record all of Beethoven’s piano
sonatas (and other pieces as well). Many of the works
were then little known, making it a risky venture
financially. HMV realised the project through the
creation of the Beethoven Sonata Society, which
initially sold the discs by subscription. Pianists and
Beethoven aficionados were drawn to the recordings the
way they were to Schnabel’s concert performances.
Like the live performances, the discs had flaws.
Schnabel was difficult and demanding in the studio. The
perfect take was rare and there were no opportunities for
splicing in correct notes. They were in a sense live
performances, made without the presence of an
audience, and one can understand how a musician like
Schnabel would find such conditions disagreeable.

Beethoven’s Sonata in E minor, Op. 90, dates from
1814. It was published by Steiner in 1815 with a
dedication to the Count Moritz von Lichnowsky,
brother of Beethoven’s patron and friend Prince Karl.
Beethoven’s use of German tempo markings for each
movement, directions which translate as ‘with liveliness
and throughout with feeling and expression’, and ‘not
too fast and play in a very singing manner’ respectively,
reflected his belief that the standard tempo indications
lacked precision. He had also assigned German titles
to the movements of the previous sonata, Op. 81a, but
in other ways the Sonata in E minor stands closer to
the final works (Opp. 101, 106, 109, 110, and 111).
It resembles Op. 111 in the minor-major key contrast of
its two movements, the first in sonata-form and the
second a rondo.

Schnabel’s recording of the Sonata in E minor dates
from his earliest sessions with Gaisberg at Abbey Road
Studio Number 3, and was released in the first volume
of Beethoven Sonata Society recordings. In his review
of Volume 1 the critic of The Musical Times noted that
the Sonata in E minor was one that ‘somehow seems not
to have had its due. It is one of the most poetic of all the
Sonatas; perhaps its lack of virtuoso opportunities has
kept it out of recitals, and the domestic pianist is held
off by that ungrateful snag, the difficult left-hand
accompaniment of the second subject in the first
movement’. Regrettably, he did not comment
specifically on Schnabel’s interpretation. Harris
Goldsmith, in his 1970 survey of Beethoven on record
in High Fidelity magazine, described Schnabel’s first
movement as being ‘surprisingly muted but full of
driving, passionate energy nonetheless. I also like the
way he keeps the second moving along’.

Beethoven completed his Sonata in A major, Op. 101,
in 1816. When published by Steiner, in 1817, it appeared
with a dedication to the Baroness Dorothea von
Ertmann, whom some believe to have been Beethoven’s
Immortal Beloved. Whether or not she was the subject
of the composer’s deepest affections, she had been his
student since 1803, and was well regarded as an
interpreter of his music. The Sonata in A major is a
highly romantic work, and among the most challenging
of Beethoven’s sonatas in its complex contrapuntal
passages and tonal relationships. Here the traditional
weight of the movements has been reversed. The brief
Allegretto, the March, and the Adagio all prepare the
way for the finale, the sonata’s most substantial
movement. 

Schnabel’s recital performances of Op. 101 are
legendary. Writing in the New York Times, in January
1936, Howard Taubman claimed that ‘for a full
comprehension of the profundity of Mr. Schnabel’s
imagination, one must speak of the grandeur and
nobility of his playing of Op. 101’. Schnabel’s

Great Pianists: Artur Schnabel: BEETHOVEN: Piano Works Vol. 8
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his music-making. Schnabel lunges into the opening
allegro and the fugue with a tremendous, febrile impact.
Even if you accept (as I do) the premise that his
thinking is on the right track you will have to admit that
the fingers keep jumping the rail. One critic has said
that Schnabel’s performance gives you more of the
music and less of the notes than anyone else’s – and I’ll
quote that opinion as a fair one. In the adagio, on the
other hand, Schnabel has no executional problems. He
begins with an indescribable veiled quality and lets the

music progress with ineffable sadness and world-
weariness. At times the phrases falter, almost as if
choked with tears. It is an unforgettable performance.’
Goldsmith noted that the perfect recording of Op. 106
‘has not, and probably never will be, made’. Many
would still agree. Schnabel’s recording – with its
failings – remains a remarkable testament to the
emotional depth of both composer and pianist.

Brian C. Thompson
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Producer’s Note

Artur Schnabel’s pioneering Beethoven Sonata Society recordings were originally issued on 204 78 rpm sides in
fifteen volumes, each containing six or seven discs. The first twelve sets contained the thirty-two sonatas, usually
packaged as one early, one middle and one late sonata per album. Variations, bagatelles and sundry short pieces
occupied the final three volumes. The sets were released in the UK on His Master’s Voice with some volumes also
being issued on French Disque Gramophone, German Electrola and (for the ‘Hammerklavier’ Sonata only) Victor
in the United States. In this eleven-CD reissue series, the first nine discs will be devoted to the sonatas, presented in
their order of composition, while the final two volumes will feature the other works.

Because the original discs rarely turn up in any form other than British pressings, the problem of how to deal
with the higher-than-average level of surface crackle inherent in HMV shellac has lead previous transfer engineers
down one of two paths. One way has been to use heavy computerized processing to keep the noise at a minimum.
While this made for a relatively quiet result, many critics felt that the piano’s tonal qualities had been sacrificed to
an unacceptable degree. Another approach went to the opposite extreme, filtering minimally and even apparently
boosting the upper mid-range frequencies in an attempt to add a percussive brilliance to the piano tone. Although
this produced a clearer result than the first method, many listeners were put off by the relentless onslaught of
surface noise that this approach to filtering and equalization exacerbated.

For the current transfers, I have tried to strike a balance between these two positions. In order to start with the
quietest available source material, multiple copies of British, French and American pressings have been assembled,
and I have chosen the best sides from each. Computerized declicking (although not denoising) has been employed
not only to remove clicks and pops, but also to reduce surface crackle to a minimum without harming the upper
frequencies. My approach to filtering has been to stop at the point at which more than just surface hiss was being
affected; and my equalization has aimed for a warm, full piano tone which I believe is more representative of the
original recordings.

Finally, I have linked the movements of each of the sonatas by retaining the surface noise on the original discs.
With recordings of a basically higher noise level such as the present ones, I feel that once the listener has become
acclimatised to the surface hiss, much of it can be mentally screened out. It is counterproductive to be reminded of
it at the start of each new movement, as happens in those editions in which movements are faded in and faded out.

In the present volume, Op. 90 and Op. 101 were transferred from British HMV pressings, while the
‘Hammerklavier’ came from the best portions of three pre-war US Victor 78 rpm albums.

Mark Obert-Thorn

Artur Schnabel: BEETHOVEN: Piano Works, Vol. 8
Sonata No. 27 in E minor, Op. 90 12:24

1 Mit Lebhaftigkeit und durchaus mit Empfindung und Ausdruck 5:44
2 Nicht zu geschwind und sehr singbar vorgetragen 6:39

Recorded on 21st January and 3rd February, 1932 in EMI Abbey Road Studio No. 3
Matrices: 2B 2615-1, 2616-2, 2617-2, 2618-2
First issued as HMV DB 1654 and 1655 in Society Volume 1

Sonata No. 28 in A major, Op. 101 19:17
3 Allegretto, ma non troppo 4:00
4 Vivace alla marcia 5:22
5 Adagio, ma non troppo, con affetto 3:09
6 Allegro 6:45

Recorded on 24th April, 1934 in EMI Abbey Road Studio No. 3
Matrices: 2B 6152-1, 6153-1, 6154-1, 6155-2, 6156-2, 6157-1
First issued as HMV DB 2467 through 2469 in Society Volume 7

Sonata No. 29 in B flat major, Op. 106, ‘Hammerklavier’ 40:48
7 Allegro 8:48
8 Scherzo: Assai vivace 2:39
9 Adagio sostenuto 18:09
0 Largo – Allegro risoluto 11:13

Recorded on 3rd and 4th November, 1935 in EMI Abbey Road Studio No. 3
Matrices: 2EA 2485-1, 2486-1, 2487-3, 2488-2, 2489-2, 2490-1, 2491-2, 
2492-1, 2493-2, 2494-5, 2495-2A, 2496-4A
First issued as HMV DB 2955 through 2960 in Society Volume 10
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A complete tracklist can be found on the last page of the booklet
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1-2 Sonata No. 27 in E minor, Op. 90 12:24
Recorded on 21st January and 3rd February, 1932 in EMI Abbey Road Studio No. 3, London
First issued as HMV DB 1654 and 1655 in Society Volume 1

3-6 Sonata No. 28 in A major, Op. 101 19:17
Recorded on 24th April, 1934 in EMI Abbey Road Studio No. 3, London
First issued as HMV DB 2467 through 2469 in Society Volume 7

7-0 Sonata No. 29 in B flat major, Op. 106, ‘Hammerklavier’ 40:48
Recorded on 3rd and 4th November, 1935 in EMI Abbey Road Studio No. 3, London
First issued as HMV DB 2955 through 2960 in Society Volume 10

Artur Schnabel (1882-1951)

MADE IN 
CANADA

At first reluctant to make recordings, by the 1930s the great pianist Artur Schnabel fully accepted the new
technology. His recordings of Beethoven’s piano music include all the numbered sonatas, originally issued
on subscription by the Beethoven Sonata Society. Given his status as the leading Beethoven specialist of his
time (or perhaps ever), each disc became the subject of intense scrutiny. The recordings on the present disc
were no exception, including Sonata No. 28, Schnabel’s recital performances of which were legendary, and
the longest and most demanding of Beethoven’s Sonatas, the ‘Hammerklavier’ Sonata. In his insistence on
recording all thirty-two Sonatas, Schnabel left a statement that influenced how we understand and
appreciate many of Beethoven’s works.

Cover Photograph: Artur Schnabel (Private Collection)
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