How the young Schubert borrowed from

Beethoven
Nigel Nettheim

Schubert admired Beethoven, and his borrowings from
the older master have been noted and discussed!. I am
now adding two borrowings which appear not to have
been reported before. They provide clues to Schubert’s
learning process, and one of them solves the puzzle of a
previously unexplained title.

Both cases occur in Schubert’s Fantasie for Piano four
hands, D.48 of 1813, written when he was only 16. This is
presented as a single long movement, but its large
sections have the scope of individual movements
(Introduction and Allegro bars 1-213, Andante amoroso
214-288, Allegro 289-489, Adagio 490-504 and Fugue
505-584). As in many of Schubert’s early long works, the
beginning and ending tonalities are different: in this
case C minor and B flat major respectively.

The first borrowing concerns the opening theme of
the middle Allegro movement, bars 289-299, in compari-
son with the opening of Beethoven's Pathetique Sonata
op. 13 of 1799 (see Exxs. 1 and 2).

Ex. 1 Beethoven Piano Sonata op. 13, first mot,
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Ex. 2 Schubert Fantasie D.48
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'See for example Edward Cone, Schubert's Beethoven, MQ 56 (1970)
779-93.

!Descriptions of D48 appear in Alfred Einstein, Schubert, Cassell
(London, 1951) 31-32, D. A. Weekley, The One-piano, Four-hand Composi-
tions of Franz Schubert, Mus.Ed.D. diss. (Indiana University, 1968} 11-13,
E. G. Porter, Schubert's Plano Works, Dobson (London, 1980) 149-50, and
John Reed, Schubert, Dent (London, 1987} 5. Cone (op. cit.) also was
apparently unaware of this borrowing,
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For his beginning in bars 289-297 Schubert has adapted
Beethoven’s bars 11-15, and for his continuation in bars
297-299 he has skipped to Beethoven's bars 45-50.
Schubert’s manner of utilizing his model can be seen
clearly. First, he has reversed the direction of
Beethoven'’s ascending right hand to become descend-
ing in bars 289-293, and he has then neatly combined
the descending and ascending versions in bars 293-297.
Next, whereas Beethoven has used a slurred two-note
figure and followed it by an alternating figure (marked
respectively X and Y in Fig. 1) Schubert has combined
these figures in an interleaved manner (similarly
indicated in Ex. 2); thus Beethoven's horizontal arrange-
ment becomes in Schubert vertical. The change of the
opening key and mode - Schubert starting not in C
minor but in B flat major - has acted in effect as a
camouflage.

This derivation provides an explanation for the
naming of Schubert's work. Although he called it
Fantasie, the better-known title is Grande Sonate - sur-
prising when none of its movements is in sonata-allegro
form. Schubert borrowed Beethoven'’s material but not
his form; indeed it is doubtful whether the young
Schubert fully grasped that form. The title was added
later by Albert Stadler (1794-1888), who had been a
fellow student with Schubert at the Stadtkonvict.
Moreover, Stadler originally attached the title to this
Allegro movement and not to the whole of D.48% By
observing that those words Grande Sonate are the very
ones attached to Beethoven'’s Pathetigue Sonata (and to
no other of his sonatas), one may conclude that Stadler
was drawing attention to the borrowing.

For the second borrowing we move to the last 20 bars
of the same Allegro movement of Schubert, continuing
to the first four bars of the following Adagio. The models
for the end of the Allegro movement are found in
Beethoven's Appassionata Sonata op. 57 of 1805, To
begin, Schubert’s bars 470-481 follow Beethoven'’s third
movement bars 300(2)-304, in respect not only of
Beethoven'’s scale passages but also of his left-hand
inner movement between the notes A flat and B flat (see
Exxs. 3a and 4). Schubert’s attitude to tonality here is of
some interest: he had earlier been writing in G flat
major (bars 391-431) after which a modulatory passage
led by about bar 443 to Beethoven’s key of F minor;
considering that Schubert began his movement in B flat

For references to this title see O, E. Deutsch and D. R. Wakeling,
Schubert — Thematic Catalogue of All his Works, Dent (London, 1951),
reprinted Kalmus (New York, n.d.) p.22, O. E. Deutsch, Schubert -
Memoirs by his Friends, Macmillan (New York, 1958) 146-47, Weekley, op.
cit. 11-12, Willi Kahl ed., Schubert Werke filr Klavier zu vier Hiinden (music
score), Henle (Mtinchen, 1972) preface p5, O. E. Deutsch and W.
Aderhold, Schubert - Thematisches Verzeichnis seiner Werke in chronologische
Folge, Neue Schubert-Ausgabe Series VIII Band 4, Barenreiter (Kassell,
1978) p.38, and M. ]. E. Brown, The New Grove Schubert, Macmillan
(London, 1982) 124.



major, there is no apparent reason for ending his
movement in F minor other than the influence of
his Beethoven model. On the evidence of this and
Schubert’s other early works, large-scale key relation-
ships had not yet attracted his serious attention. He felt
free to change keys at will without worrying about the
requirements of coherent tonality.

Ex. 3a Beethoven Piano Sonata op. 57, third mut.

(Allegro ma non troppo !
B

Ex. 3b ibid, first mot.

(Piii allegro)

Ex. 3c ibid, first mot.

| Allegro assail

Ex. 3d Beethoven Piano Sonata op. 3, no. 2, first mot.

Allegra can brio
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Ex. 4 Schubert Fantasie D.48
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For his continuation in bars 482-489 Schubert turned
back to two separate places in Beethoven's first
movement: bar 203 at the end of the recapitulation and
bars 257-262 at the end of the coda (see Exxs. 3b, 3c).
Various features combine to confirm the borrowing,
including the obviously similar figuration which
Schubert had not previously used in his movement and
the dynamics of both composers moving from pp to ppp
with a fermata. It might not be too fanciful to imagine
Schubert thinking ‘I'll combine two of Beethoven'’s
ways of ending a movement - that should give a doubly
good ending!’

Having ended his movement in F minor Beethoven
began his next in D flat major, and Schubert has
followed the same course. For his theme in bars 490-493
Schubert has taken the first four bars of Beethoven’s
1795 Sonata op. 2 no. 3 (see Ex. 3d). Although this time
the derivation is less transparent, it is clear that
Schubert has replaced Beethoven’s double trill with a
rapid arpeggiation figure, perhaps because he found the
double trill not to his taste pianistically, and even less so
when transposed to D flat major. Once this substitution
is noted, the remainder of the themes are seen to match,
not only harmonically but also melodically, especially
in the final three notes of each portion. Schubert has
also doubled the length of the theme. Altogether, then,
in the space of only 24 bars Schubert has made reference
to three different movements of Beethoven.

Apart from the circumstances surrounding the
names by which D.48 is known, the true value of the
identification of these borrowings is found in observing
Schubert learning his craft.

Nigel Nettheim lectures at the Centre for Liberal and
General Studies, University of New South Wales,
Australia.
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AMATEURS’ EXCHANGE,

a popular MT feature for many years, will
resume from our September issue.

This remains a free service to bring amateur
musicians together for music-making.

As an example:
Cellist wishes to join a string quartet in the North Surrey area.
(Name and phone number).
To place your notice in the September issue,
send it to
‘Amateurs’ Exchange’,
The Musical Times,
4th Floor, Centro House,
Mandela Street,
London NW1 0DU

by 22 July latest, and thereafter by the same
day of each month.
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