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      I have had Schubert’s music fixed in my head for a very long time – in fact since being a boy treble at school and first encountering, at that time quite unaware who he was or had been, his setting of Psalm 23.  Something lodged itself in my mind and has never left. Similarly with other pieces encountered over the years until the realisation that this was the man whose music filled recital rooms, who had died before reaching the age of 32. Yet all the books on the composer and his music seemed to stop in 1828 or perhaps 1865 with the emergence of the Unfinished Symphony. How we got from there to an overflowing Wigmore Hall remained a mystery which this book aims to explore.

      In the course of the journey from Psalm 23 to the whole vast gamut of Schubert’s astonishing output of compositions, I have encountered many like-minded enthusiasts, musicians both amateur and professional, who have been happy to converse and offer ideas which have guided the composition of this book. Many of these have been members of the Schubert Institute (UK) from which body I should mention particularly the generous support of Prof Brian Newbould, Richard Morris, Paul Reed, ’Thea Morris, Lisa Moore and members of the family of the late Maurice Brown and the late John Reed who provided their photographs for this volume. I was not privileged to meet either Maurice or John but, as devoted amateurs, they epitomise the great contribution which English Schubertians have made to the advancement of knowledge and appreciation of this endlessly fascinating composer. They justify the seemingly bold assumption that a book about an Austrian composer of two centuries ago can be written by an amateur English enthusiast.

      I must also acknowledge the unfailing support and encouragement of my daughter Leonora Meriel who has given generously of her time and expertise in bringing this work to completion and in surmounting the many hurdles that lie between the thought of writing a book and its appearance in smart covers. The experience of writing books on law did little to prepare me for the outside world of general publishing. I must also acknowledge the special generosity of Richard Morris in not only reading and commenting on the manuscript in draft, but in making his huge collection of Schubert-themed postcards available for use in this book, many of which are unique and not available through any other source. I am also greatly indebted to Brian Newbould whose generous advice included answering the question whether anyone else had written on the subject of what happened to the manuscripts after Schubert’s untimely death. The search for records of early performances of the music was most obligingly answered by the Wigmore Hall librarian Emily Woolf. But last and foremost, I must thank Richard Stokes for his searching criticism of the manuscript and for many corrections and improvements. Richard and I were first acquainted through Westminster School where he taught my sons and introduced them to Schubert.  It was therefore a great pleasure and opportunity to find his career expanding to become Professor of Lieder at the Royal Academy of Music. I can only say that the book would undoubtedly have been improved had I followed all his advice.

      Gray’s Inn

      February 2025
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      Franz Schubert was unique as a composer in so many ways. He died before his 32nd birthday, compared to Mozart at 36, Beethoven at 57 and Haydn at 77. Yet he was the most prolific of all the well-known composers, writing a vast treasury of music which, after his early death, took a further 60 years to unearth and catalogue. He had not adopted the practice of other composers of keeping a formal record of the works composed, and often left his manuscripts – of which there might be no other copy – with friends, some of whom proved to be unreliable. While he was an accomplished performer, especially on the piano, he was no virtuoso and was often content to leave it to others to perform his works.

      He was also hopeless as a businessman and lived in relative poverty while others, especially publishers, made increasing profits from his works. In contrast to other composers of the early nineteenth century such as Beethoven, Liszt and Mendelssohn who each cultivated the celebrity style, Schubert lived out his days in obscurity. He adopted and perhaps even invented the Bohemian life, preferring the company of poets and artists. His songs with piano gained a dedicated following among a small circle of enthusiasts in Austria, and this included a few prominent individuals and even minor aristocracy. But he never, as Haydn did for many years, held any official post, nor, as Beethoven did, acquired a patron who was in a position to promote his interests. He died in the simple obscurity in which he had lived.

      Schubert’s music gives pleasure and satisfaction to so many through its particular qualities, which make it instantly identifiable. Many authors and commentators have attempted to describe and define those qualities in terms of harmony and melody. There is very little material in this volume that seeks to add to those attempts, and none which claims to be definitive. In the end one must conclude that there is an intangible element in the music itself (of course) which defies further analysis.

      This book describes the slow discovery of the musical gems that Schubert left at his death and which took so long to unearth. That process was, naturally, driven by the extraordinary originality of the works, but it was only in the second half of the nineteenth century, over 20 years after his death, that researchers began to discover who Schubert was, as well as collect together his works. Those tasks occupied the rest of the nineteenth century, and serious Schubert scholarship only properly commenced in the twentieth century.

      Schubert studies have now taken root in academic institutions throughout Europe and the United States and particularly in Britain. Here, following the early pioneering work of Sir George Grove and others, a number of Schubert authorities have been able to publish important studies on Schubert’s life and music, as well as continuing the process of cataloguing the works. The twentieth and twenty-first centuries have also seen the most profound changes in the dissemination of music from the gramophone to radio and then successive electronic inventions, which have now made great music accessible at the touch of a screen. So Schubert’s music is now universally available; many works are now being offered in a host of different performances and include completions of the works which the composer himself left uncomplete.

      This profusion of availability has not had the effect some feared, which was the death of live performances. In fact quite the reverse has happened. Concert halls remain in robust business and great music in all its forms commands growing audiences, whose ready access to music has resulted in an increased demand for their music of choice. This has resulted in more artists specialising in great music, including the lieder and chamber works of Schubert, in response to the demand of audiences. This is the story of how that demand has developed and grown over the past two centuries.
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            CHAPTER 1

          

          
            THEN AND NOW

          

        

      

    

    
      A DEATH

      At 3 o’clock on Wednesday the 19 November 1828, on a wintry afternoon, in the second-floor apartment of his elder brother Ferdinand in the south-western suburbs of Vienna, Franz Peter Schubert died, still two months short of his 32nd birthday. The immediate cause of death was certified as nervous fever (Nervenfieber) and a contributor was likely to have been a form of typhus, which had given rise to hallucinations and violent delirium in the previous few days. The details of his last illness and death were quickly obscured by conflicting accounts supplied by Ferdinand, for there was an undoubted underlying cause of the death. In about 1822 Franz contracted syphilis, for which he had received treatment on several occasions, including spells in hospital. Syphilis was then incurable and the symptoms were treated with mercury which, being a poison, gave rise to its own problems. By 1828 the disease was in its tertiary stage and may have contributed to the disturbed behaviour; and Franz would also have been suffering from mercury poisoning. The Schubert family had, irrespective of Franz’s local celebrity as a composer, been growing in respectability in Vienna, so it was understandable that there should be no report of the true illness.

      In many ways it was a good death, given that this was a life cut short by syphilis. In the following decades of the nineteenth century the inheritors of Schubert’s genius for lieder composition, Robert Schumann and Hugo Wolf, each died from the same underlying cause in pathetic and demeaning circumstances, their reputations temporarily sullied by the manner of their demise. Not so with Franz Peter, whose health appears to have been robust almost up to the final days of his life. Although he reported a sensation of being poisoned, and refused food from 31 October 1828, he was able to take a three-hour walk to and from church on 3 November; and the following day walked over a mile to attend the first of the eternally enigmatic lessons in counterpoint with Simon Sechter. He was too ill to attend the second lesson on 10 November and although he was by then confined to bed, wrote a last letter to his old friend Franz von Schober on 12 November asking for more books to read. In the following days he even managed to finish correcting the proofs of the second part of Winterreise. Death was therefore sudden and unexpected, but in retrospect inevitable. The astonishing revelation of the music which had been written in the last months of his short life was yet to come, as was the treasury of earlier compositions which had been passed over, misplaced or forgotten. So much awaited discovery and proper assessment. The gradual and seemingly grudging manner in which this finally occurred, and the final recognition of his genius, is the subject of this book.

      Nothing in his letters, conversations or behaviour in his final year suggests that he anticipated his life would be so suddenly cut short. Everything points to an expectation that the great musical developments he pioneered in the last mature works would finally place him on a pedestal alongside his great mentor, Beethoven. But it was not to be, and the world was left to discover for itself, if it so chose, the riches he left to us, and his true standing in the world of music.

      BURIAL AND TRIBUTES
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        Schubert’s first grave at Währing Cemetery

      

      Franz Schubert was buried on 21 November 1828, in the Währing cemetery, close to the grave of Beethoven, as he had wished. In the autumn of 1830 a monument was erected on the grave, with money raised from a memorial concert, in the form of a bronze bust of the composer, bearing the epitaph composed by his good friend, the poet and playwright Franz Grillparzer: ‘Die Tonkunst begrub hier einen reichen Besitz, aber noch viel schönere Hoffnungen’ (‘The art of music here entombed, a rich possession but even fairer hopes’). The reference to ‘even fairer hopes’ encapsulated the way Schubert’s composing career was then perceived. Grillparzer’s words neatly sum up the partial and deficient knowledge which his friends and admirers then had of his works, particularly their unawareness of even the existence of the number of major and unperformed works, many of which had by then been collected together by his devoted brother Ferdinand.

      The events in the immediate aftermath of Schubert’s death, including many memorial tributes, are recorded in great detail and paint a picture of his admirers mourning the loss of such apparently unfulfilled genius. Numerous obituaries and death notices were written, which repeatedly tell us of the reputation which Schubert had gained up to his untimely death. Schoolfriend and loyal admirer Josef von Spaun wrote an extended tribute in March 1829, in which he praised the output of lieder, many of which he knew well. But whilst aware of at least some of the composer’s other compositions, he commented: ‘For the lack of public performances of Schubert’s larger works his friends were compensated by his uninterrupted composition of German songs … .’ Von Spaun sadly predicted that ‘for the great masses who are but fleetingly entertained by music but not touched or elevated, the Schubert songs will never have more than a small attraction.’ Friend and playwright Eduard von Bauernfeld, partly drawing on Spaun’s essay, observed that, ‘Whether the available larger compositions by Schubert are to be called excellent the future will show … . However … what we possess in perfection, that wherein Schubert shows himself unique and unsurpassed ­– his songs ­– is alone sufficient to confirm and maintain their creator’s fame.’

      Another tribute composed shortly after the death was written for the Philharmonic Society by Leopold von Sonnleithner, an avid supporter and friend of many years, who wrote of his ‘creative genius that … could furnish the most carefully thought-out and deeply felt compositions with incredible rapidity.’ His then known works were listed as including some 200 songs in print and a similar number in manuscript, together with works in many other categories, including symphonies, masses and 12 completed and four unfinished operas. Recognising that few of the latter had ever been performed on stage, the article added that ‘The revival of a German operatic organisation gives rise to the hope they will not much longer be withheld from the public.’ Thus can be seen the beginnings of many different perceptions of the composer’s status which were to hold sway in the coming years, modified from time to time by the emergence of works unknown till then, but always united by appreciation of the true genius of the man and love for his compositions.

      VIENNA

      The short span of Schubert’s active composing life overlapped with that of many other composers, many of whom visited Vienna as the great centre of European music. Indeed Vienna’s reputation in the early years of the nineteenth century could be attributed to the recent presence of Gluck and Mozart, who had died respectively in 1787 and 1791, and even more immediately to that of Haydn and Beethoven. Joseph Haydn resided in the city after his return from London in 1795 and continued composing up until a few years before his death in 1809 – including his final string quartets, and increasingly music for the church. Beethoven had taken up residence in 1792 and was without question the dominant musical influence in Vienna throughout Schubert’s life. Although his senior by 27 years, the great man was to die in 1827 when Schubert had just 20 months of his own much shorter life remaining.

      Franz was born just over five years after Mozart’s death and at a time when the 27-year-old Beethoven was embarking on a career which would seemingly eclipse that of any other composer of that time. These included Joseph Haydn who, when Franz entered the world, had already composed more than 100 symphonies, had completed two extended trips to London and was still active in Vienna. These three Viennese near-contemporaries would be the staple diet of the young Schubert as his musical career developed, such that he would have to stand comparison with their achievements and, with regard to Beethoven, endure ill-informed and still unfavourable comparison to this day.

      The old city of Vienna was, throughout Schubert’s lifetime, still surrounded by the defensive walls and an open area known as the glacis – designed to repel attackers by exposing them to the defenders’ missiles – all of which had stood for several centuries. Indeed these defences had served their purpose well and had helped to repel the Ottoman siege of the city in 1683, a fact not lost on the population nor on theatre audiences, certainly those of Mozart’s day. But by the nineteenth century the walls were of no use in military terms. They had entirely failed to deter Napoleon in 1805 and again in 1809. During Schubert’s lifetime the glacis was progressively built over and both he and Beethoven would be buried in a graveyard in the new district of Währing, located outside the old city. But the walls would not finally be removed until the 1860s when they were replaced by the present Ringstrasse, a case of Vienna belatedly catching up with the world. While the old city had been host to Haydn and Beethoven, the new city would become the haunt of Brahms, Strauss (all of them), Mahler, and finally of the second Viennese school. Yet ingrained into its fabric there has remained, for the last two centuries, the shadow and the spirit of perhaps the greatest of its own sons, Franz Schubert, whose true achievements and just reputation would have to wait for nearly a century after his death before they would be properly recognised by the rest of the world, and even by Vienna itself.

      BEYOND VIENNA

      Franz Seraphicus Peter Schubert was born and spent the whole of his short life living in or within a coach ride of the old city of Vienna. Travels in his twenties took him west as far as Salzburg and east to just beyond the border into Hungary, but no further. He never saw the sea, which figured in many lieder but otherwise only in his imagination. Unlike his illustrious contemporaries, he had no opportunity to visit other great capitals of Europe, such as Rome, Paris or London. Yet he lived through two occupations by the French Army, and in 1815 saw all the great European powers assembled in Vienna to settle the future shape of Europe after Napoleon.

      Schubert’s superlative musical gifts were accompanied by a rather mediocre and even naïve business talent. He seemed unconcerned, initially, with having his music published; the task of getting his compositions printed and into circulation being taken out of his hands by enthusiastic admirers. Even when he had built up an impressive catalogue of published works, he was still forced to haggle in a way that today seems outrageous. His dealings with mercenary publishers usually resulted in him being beaten down to accept shamefully low fees.

      Despite this lack of business acumen, he built a modest following in Vienna but sadly failed in various attempts to spread his reputation beyond Austria, with only a very few exceptions. In the eighteenth and early nineteenth centuries, despite the physical constraints on most forms of transport, those who could travel had no great difficulty crossing borders and taking up residence wherever it suited them, money being the only real constraint. So it was that Handel, Haydn, Mozart, Rossini and many other musicians spent long periods on tour and were able to spread their reputation and settle where they were most appreciated. In Handel’s case, this was London. For Schubert, journeys outside Vienna were restricted to short trips, to Hungary courtesy of the Esterházy family, and to rural Austria for musical holidays, mostly in the company of Johann Michael Vogl. His lack of travel was the result partly of the repressive regime in Austria in the 1820s, but mainly the absence of fast and cheap transport prior to the railway age.

      SCHUBERT’S MUSIC

      Today we are inundated with the world’s great music, readily available through so many sources at the touch of a screen. Anyone can, therefore, quickly and easily assess which of the composers from the Viennese world of two centuries ago remain favourites with the world’s media audiences. The result, whether via radio or any other media platform, is that no programme of ‘classical’ music can omit Schubert’s works, which continue to figure at or near the top of any chart or ranking. That could be because so much of his chamber music seems to fall into neat packages which can brighten the dullest day. But many of the top-ranked pieces we regularly hear are from his great works, such as the String Quintet, the Trout Quintet and the piano works, especially the Impromptus. What other composer could claim that his (or her) greatest works were also the most popular? Schubert’s music is not only the choice of the connoisseur, it also has a great and lasting appeal to those whose knowledge and appreciation may be superficial but who ‘know what they like.’ Schubert appeals to all tastes and is to be enjoyed at many levels. But this was not always so. As will be seen, his all too brief span of life ended as it had begun, in relative obscurity. This book will seek to follow the story of how the man and his music came through this hiatus to emerge alongside, and in many ways ahead of, his great contemporaries.

      But how was it that the music did not, during Schubert’s lifetime, have the effect it has today? The answer to that question will emerge in the course of this book, but in essence it was due to the lack of public awareness coupled, to an extent, with the fickle habits of the Viennese public who had grown used to sensation after the emergence of Mozart and then Beethoven and Rossini. Schubert, unlike his great predecessors, was not a showman. And during the whole course of Schubert’s life in Vienna only one public concert dedicated to his music alone was ever put on ­– and that in the final year of his life.

      It is tempting to speculate on how Schubert’s career (let alone his compositions) might have developed had he had the opportunity and the inclination to travel outside the restricted sphere in which he spent his life. However, this book will concentrate on what he did in his short life, and how the gradual spread of his music and reputation took place after his early death, as well as introduce the principal characters involved in that process. It will explore how a relatively unknown and obscure composer of lieder, from one corner of the huge Austro-Hungarian Empire of the early nineteenth century, has become one of the most celebrated of European composers; one whose music is today familiar throughout the world, and whose works are performed every day of the year and listened to in sold-out concerts by large and enthusiastic audiences. The contrast between the grudging condescension of Schubert’s publishers and the reception of his music in the concert halls of the twenty-first century is indeed remarkable and calls for explanation. First and foremost, of course, the spread of Schubert’s music and reputation is the natural consequence of the compelling beauty of the music itself.

      Schubert’s works, as they were known even by the middle of the nineteenth century, and the fluency with which those works were reported to have flowed from his pen, gave rise to a serious belief that, as an untutored rustic, he must have been in receipt of divine inspiration, seemingly taking down music as dictated by the muses. Any acquaintance with the details of his life (which for much of the nineteenth century remained obscure) entirely dispels any such notion, but that was yet another part of the explanation for the Viennese public’s reluctance to accept the genius they had in their midst. We therefore now return to the composer’s short life and the events leading up to 19 November 1828.
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            A SHORT LIFE

          

        

      

    

    
      While Schubert’s life is a matter of great interest to musicologists and anyone researching his music, it was a life rendered precious only by the music he created during that sadly brief span. His family was in no way remarkable though most of its members were musically accomplished, which was certainly not unique at the end of the eighteenth century in Vienna. The family led a respectable lower-middle-class existence on the outskirts of the capital city of a great Empire which would survive for just over another century.

      THE SCHUBERT FAMILY

      Franz Schubert was born into a large family in the rural suburb of Himmelpfortgrund, to the north west of the old city of Vienna, then still surrounded by outmoded defensive walls. Unremarkably for the time, he was the twelfth child of the family, from the marriage of his schoolteacher father, also Franz, to Elisabeth née Vietz. Of the 14 children of the marriage, only five survived. At the time of Franz’s birth in 1797 the eldest was Ignaz, 11, who was followed by Ferdinand, aged three, and Karl, aged one. The surviving sister was Maria Theresia, born when Franz was four. Their mother was to die in 1812, after which father Franz remarried in 1813. The second marriage added two stepsisters, Maria in 1814 (who was to help in nursing Franz during his final illness) and Josepha, born in 1815. While the family was in somewhat lowly circumstances, with no obvious artistic tradition, there was a strong musical current, which meant that Franz would be taught piano at an early age by brothers Ignaz and Ferdinand, and violin by his father. The whole family would regularly perform together, giving the young Franz a ready-made platform for experimenting with string quartets and other combinations of instruments.
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        Lichtenthal Parish Church

      

      When Franz was just four, the family moved to a rather larger residence almost across the road in the same suburb. Close by and down a long flight of steps, which is still in regular use, lies the local parish church of Lichtental, where the organist and choirmaster, Michael Holzer, soon became aware of and took a special interest in the obvious musical talents of the young Franz, both as a singer and instrumentalist.

      At the age of eight, in 1805, he was selected by the court composer Antonio Salieri as a singer for the court chapel; and this was followed by free admission to the Imperial and Royal Seminary, where he was to remain until 1813. There, contrary to popular belief during most of the nineteenth century, he received probably the best musical education that was to be had at that time. This included regular performances and concerts which introduced young Franz to the great music of the day in what was without doubt the world’s musical capital. His early compositions, which date from 1810, included a first attempt at an opera. From the outset he regularly made settings of poems discovered through his extensive reading. With his orchestral experience, he was soon able to compose in full orchestral score, a reflection of his thorough musical training and his ability to absorb the music which surrounded him at the seminary.

      COMPOSITION LESSONS

      In the following year, 1811, Franz’s increasingly apparent and prodigious talents led to his being chosen at the age of 14 to attend twice-weekly composition lessons with the celebrated Salieri. This was a privilege he shared with others, including, somewhat later, the young Franz Liszt. The experience led to a burst of further compositions which were tried out on his now admiring schoolfriends. While Salieri encouraged the study of opera scores, especially Italian ones, Franz pursued his own course and in October 1813 completed his First Symphony, for performance by the seminary orchestra. Many commentators have played down the importance of Salieri’s tuition but in her recent biography, Lorraine Byrne Bodley⁠* has analysed the documentary record, concluding that this was an important element of the young composer’s development. But despite his growing musical talent, and after five years spent at the seminary, family pressures compelled him to return to complete his training as a schoolmaster, and for that purpose to return to live at the family home. Still in the same suburb of Himmelpfortgrund, the family and the school now occupied relatively spacious quarters and so, after a few more months of teacher training, Franz graduated, in August 1814, to become a teaching assistant at his father’s school, which by then was prospering. Alongside his conventional career, he was now composing regularly and producing lieder at a pace which defies belief.

      FIRST ACCLAIM

      The parallel career as a composer continued with his first Mass in F, for orchestra, choir, organ and soloists. This was first performed in October 1814, in the same church at Lichtental where Franz had been a choirboy, the particular occasion being the centenary of the church’s foundation. The performance, directed by the 17-year-old composer and with Salieri himself present in the congregation, was received with general acclaim. It was given a second performance shortly afterwards by popular demand. In parallel with this achievement, the numbers of lieder continued to grow, now approaching 100, including one of his early great compositions, Gretchen am Spinnrade, a song which to this day evokes wondrous admiration. In the following year, 1815, often referred to as the annus mirabilis, while still pursuing the day job as teaching assistant, he composed 145 lieder, including Erlkönig, a masterly composition which quickly caught on and has remained a favourite, plus two further symphonies. In 1816, over 100 lieder appeared together with two more symphonies, the latest of these being the ever-popular Symphony No 5.
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        Franz von Schober

      

      After almost two frustrating years of teaching while composing at a bewildering rate, in the autumn of 1816 the 19-year-old Schubert took the momentous decision to leave his teaching post and take up composing as a profession. He left the family home and moved into lodgings in one of the recently developed southern suburbs of the city with a new companion, Franz von Schober, who was to remain a strong influence for the rest of his days. Although the move proved to be a temporary arrangement, from this point onwards his life was devoted to music, living either back at the family home or in various lodgings throughout the city. He managed to eke out a living from composing and, in fact, became the first composer in history to do so without a parallel career as a performer, or the support of a rich benefactor.

      LIFE AS A COMPOSER

      Life away from his close family was never going to be easy or comfortable. Franz Schubert was below average height and, fortunately for him and for us, was rejected for military service on that account. He had a round, fat face, short neck, not very high forehead, thick brown naturally curly hair, grey-blue eyes, bushy eyebrows, stubby nose and broad, thick lips. He could be taken for a Bavarian peasant, save that he always wore glasses. He was said to become animated when engaged in interesting conversation, especially concerning music, but was otherwise shy, especially in smart society which he encountered only when accompanying his songs. He was indifferent to praise or applause and shunned compliments.⁠* In short, he was not a social animal and took very few steps to promote his music in society.

      Once away from the family home and free of interruptions, he composed, during 1817, a large body of piano compositions, 60 lieder ­­­– including the well-known Der Tod und das Mädchen and Die Forelle ­­– and orchestral overtures. The bohemian lifestyle, which would become fashionable in opera and drama later in the century was, in reality, a struggle against prejudice and apathy, and the dead hand of commercial publishing. His life was, however, relieved and greatly enriched by the support and devotion of an increasingly wide and lively circle of friends, some with genuine artistic talent in their own right; and by a number of well-to-do admirers, who were to play an important part in the remainder of his career.

      Of all Schubert’s supporters, none was to have more influence than the recently retired but still active opera singer Johann Michael Vogl. Schubert had heard Vogl on the stage during his schooldays and when introduced to him in 1817, both parties feigned reluctance – Schubert through natural reticence and Vogl through having heard of so many young geniuses who always disappointed. Not this time, however, and as Vogl discovered the true depth of Schubert’s genius, their friendship and collaboration grew, spawning the famous series of salon concerts which became known as Schubertiads, a tradition that continues today. Vogl performed the lieder almost as they were composed, along with those that had become favourites with the increasingly enthusiastic audiences, which now often included a sprinkling of minor Viennese aristocracy. Schubertiads were held in many of the leading artistic households of Vienna and during travels in a number of provincial towns.
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        Johann Michael Vogl. Lithograph by Josef Kriehuber

      

      SCHUBERT’S TRAVELS

      After the decision to strike out on his own and renounce further teaching, Schubert was soon forced to consider other means of making a living. So when, in 1818, he received an offer from Count Esterházy to accompany his family to their castle at Zseliz in Hungary, to tutor the Count’s children and perform at musical soirées, he took up the offer with little hesitation. The autumn months of 1818 were therefore spent with the family, although on this occasion he was accommodated with the servants and retainers. While the Esterházy family were amateur musicians, Schubert also became acquainted at Zseliz with the more talented and influential Baron von Schönstein, who became an important admirer and supporter, and the next most important performer of Schubert’s lieder after Vogl. It was to Schönstein that Schubert was to dedicate Die schöne Müllerin.

      On his return to Vienna, music lessons continued, at the Esterházy townhouse in the Herrengasse, thus providing some modest income, and Baron von Schönstein became a regular host and performer of the lieder. Some years later, in May 1824, Schubert was induced, again by financial hardship, to accept an offer to make another extended visit to the Esterházy estate, but this time his growing celebrity was recognised by payment of a proper fee and by being accommodated with the family and not with the servants as before. It was on this visit that he is said to have fallen in love with the Count’s daughter, Karoline von Esterházy, now 15, and to whom he later, perhaps jokingly, claimed to have dedicated all his compositions. He did dedicate to her his great and celebrated F Minor Fantasia for piano duet, D940, written in the last year of his life. It is tempting to think that the piano scoring – requiring the two performers to cross their hands while performing the music – was an attempt to bring Franz and Karoline closer together; but this was the full extent of the intimacy between the two.

      Schubert’s collaboration with Vogl led to extended tours, largely at Vogl’s expense; the first in the summer of 1819 to Vogl’s home town of Steyr in Upper Austria. It was on this tour that Schubert met Sylvester Paumgartner, an enthusiastic amateur who presciently commissioned the celebrated Piano Quintet which became known as The Trout. This five-movement piece for piano and string quartet, now including a double bass, incorporated an extra movement with variations on the popular song Die Forelle (The Trout). The work remains one of Schubert’s happiest and most popular chamber works – unsurprisingly as the invariable reaction to the music is simply to smile! The tour also took in Linz, where he met old friends from the Stadtkonvikt, including the von Spaun family, and made much music. There were other trips with Vogl in 1823 and an extended tour of over four months in 1825 during which, in addition to visiting Salzburg, it is now accepted he composed the Great C Major Symphony, or the majority of it, at Gastein.

      SCHUBERT’S LADIES

      Supporters and admirers during Schubert’s brief life included several highly talented ladies with whom there were some serious, and more casual, attachments (including the aforementioned Karoline), which certainly cast into question theories about his unique preference for men. At the age of 17 he had reportedly fallen in love with Therese Grob, the talented soprano who was just a year younger than Franz, who had taken the solo part in performances of his first mass in 1814.

      The relationship continued and blossomed at least up to 1816, when Schubert presented her with a number of manuscript lieder, which she kept until her own death. However, in 1820 she married a well-to-do baker in the same Lichtental Church that had seen the start of their relationship. Schubert confessed to have considered marriage with Therese, but at no time would his financial situation have allowed this. Marriage to Karoline von Esterházy was, of course, out of the question, for social reasons in addition to financial ones. Other admirers included Anna Milder, a talented singer, and Anna Fröhlich, pianist and singer, whose friendship was fully reciprocated. It was Anna Fröhlich who organised and performed in the concert given shortly after Schubert’s death, which raised the money for his memorial.

      A TURNING POINT
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        A portrait by Leopold Kupelwieser, dated by Schubert himself

      

      The year 1821 can be seen as a pivotal point in Schubert’s composing career. The works up until now had included masterpieces by any measure, but from this point Schubert’s compositions began to take on the maturity which can be seen as preparing the way for the great achievements of the last years. To some modern writers Schubert had at this stage ‘caught up’ with his great forbears and contemporaries Mozart and Beethoven, and was writing music which bore its own authority and was no longer under the influence of others. None of this was apparent at the time, especially to the Viennese public which, with the exception of his immediate circle of devoted friends and admirers, remained interested only in the more popular lieder and the lighter compositions, including an increasing volume of dances and part songs.

      Schubert composed the symphony known as No 7 shortly after the above portrait was done, probably at Atzenbrugg Castle where other well-known paintings by Kupelwieser were executed. The symphony was written out in orchestral score but with most of the music indicated only as a single line. Other great musical works from 1821 and 1822 included the quartet movement known as the Quartettsatz for which Schubert started work on an andante which was left unfinished (perhaps because of the difficulty of creating a fitting continuation); the cantata Lazarus; and then the so-called Unfinished Symphony, all works of startling originality. But the Unfinished Symphony was to have the strangest introduction into the world. In 1823, Schubert was notified that the Styrian Musical Society wished to bestow on him the title of honorary member. No doubt wishing to reciprocate in suitable fashion, Schubert decided to send to the society the incomplete manuscript of the symphony which, by this time
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