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Many of Wilhelm Goldner’s contemporary composer-pianists are thoroughly profiled 
in late nineteenth-century musical dictionaries, like those of Hermann Mendel or 
Hugo Riemann, but Goldner’s own few entries furnish only the barest outline of a life. 
He was born on Sunday, 30 June 1839, to a Jewish family in Hamburg, but of his youth 
nothing is known. Still, his talents must have been appreciable, as he was accepted 
into the eminent Leipzig Conservatoire in 1854 at the age of fifteen.1 Goldner’s 
peers came mostly from Germany over the next three years, but also hailed from 
neighbouring lands and from countries further still, like Scandinavia, Great Britain 
and the United States. Sharing the halls of the institution for at least part of Goldner’s 
stay were the composers Felix Draeseke, Friedrich Gernsheim and Franz von 
Holstein, the Riga-born composer-pianist Eduard Mertké, the esteemed conductor 
Hermann Levi and the Tristan Heldentenor Ludwig Schnorr von Carolsfeld. The 
leading pedagogues in Leipzig included Ernst Friedrich Eduard Richter and Moritz 
Hauptmann for theory, August Wilhelm Julius Rietz for composition and Karl Franz 
Brendel for music history. For piano, at least, it is certain that Goldner studied with 
the illustrious Ignaz Moscheles.

Moscheles had been a pupil of Bedřich Diviš Weber in Prague. ‘In 1809’, 
Moscheles wrote,

my studies with my master, Weber, closed; and, being then also fatherless, I chose 
Vienna for my residence to work out my future musical career. Above all, I longed to 

1 Karl W. Whistling, Statistik des königl. Konservatoriums der Musik zu Leipzig 1843–1883, Breitkopf & Härtel, Leipzig, 1883, 
p. 12.
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see and become acquainted with that man who had exercised so powerful an influence 
over my whole being; whom, though I scarcely understood, I blindly worshipped.2 

For Moscheles, that man was Ludwig van Beethoven, and after a move to Vienna 
he approached two of Beethoven’s own teachers, Johann Georg Albrechtsberger 
and Antonio Salieri, for study. He then offered his assistance to Beethoven himself, 
earning the great man’s gratitude for completing the first piano reduction of Fidelio. 
Moscheles resided in London from 1825 to 1846, after which ‘Mendelssohn prevailed 
upon Moscheles to come and settle in Leipzig as principal professor of piano at the 
Conservatoire he had newly established, and it was here that his many pupils came and 
learned from his unique method – a method far removed from the techniques of Liszt or 
even Chopin’.3 Unlike those modern performers, Moscheles was as strict as his Classical 
masters had made him, and his teaching method emphasised his

past years of artistic experience, hoping to steep [students’] minds in the traditions of his 
own school. Always conscientious in his duties as a teacher, he was naturally impatient of 
interference. ‘Today’, he says, ‘I have spoken freely my mind – I must insist on my own 
classes adhering to the readings and “Tempi” as I give them myself [...]’.4

The rigorous training made a considerable impression on the young Wilhelm Goldner, 
which his teacher reinforced with generous treatment of his pupils. ‘Moscheles enjoyed 
having them around him’, wrote Moscheles’ wife Charlotte, and ‘celebrated their 
progress’.5 Goldner’s studies ended with his graduation concert in 1857.

A trio for pianoforte, violin and violoncello by Wilhelm Goldner from Hamburg was 
crafted with expertise and a talent for form, but his ideas remain unauthorised imitations 
of Mendelssohn. Mr Goldner will doubtless rid himself of this tendency over time, and 

2 Ignaz Moscheles, ‘The Editor’s Preface,’ in Anton Schindler, The Life of Beethoven, Vol. 1, Colburn, London, 1841, p. ix.
3 Jerome Roche, ‘Ignaz Moscheles, 1794–1870’, The Musical Times, Vol. 111, No. 1525, March 1970, p. 265.
4 Ignaz and Charlotte Moscheles, Life of Moscheles with Selections from his Diaries and Correspondence (translated by Arthur Duke 
Coleridge), Vol. 2, Hurst and Blackett, London, 1873, p. 226.
5 Ignaz and Charlotte Moscheles, Aus Moscheles’ Leben nach Briefen und Tagebuchern, Vol. 2, Duncker & Humblot, Leipzig, 1873, 
p. 232.
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our expectations are hopeful for him as a composer. His performance at the piano was 
skilful and assured.6

In 1858, the year after his graduation from the Leipzig Conservatoire, Goldner 
travelled to Paris, where he set up as pianist, teacher and composer of salon music. 
The flurry of journalistic reports he generated through the 1860s represent the 
largest collection of Goldner lore. At the outset, the Revue et gazette musicale de Paris 
announced: ‘Mr Goldner of Hamburg, a very distinguished pianist-composer and one 
of Moscheles’ favourite pupils, has just arrived in Paris with the aim of being heard 
this season’.7 His first stop was Achille Gouffé’s venerable chamber-music salon, which 
had been in existence since 1836. It was there, on Tuesday, 21 December 1858, that the 
French public first heard Goldner’s music. The Revue noted of the evening:

Mr Goldner, a young pianist who has arrived from Hamburg, has earned favour for a trio 
of his composition at one of the Wednesday mornings at Mr Gouffé’s. This composition 
elicited a great response and was warmly applauded by that elite audience that assembles 
there every week. Messrs Guerreau and Lebouc assisted Mr Goldner in the execution of 
his work.8

The gifted soloist was also on display and, Le Ménestrel added, ‘Monsieur W. Goldner 
ended the session with two brilliant pieces, which made us even more appreciative of 
his talent as a performer’.9 

Over the next few years Goldner integrated himself into Parisian musical life, 
often accepting smaller assignments at benefit concerts or serving as accompanist. In 
December 1860 Goldner partnered the Berlin baritone Hugo Jacoby at Pleyel’s salons: 
‘Mr Goldner is a pianist of the first rank’.10 More importantly, the young pianist played 
a sonata programme at Gioacchino Rossini’s salon11 (the older composer had given 

6 H. G., ‘Correspondenz: Leipzig’, Neue Zeitschrift für Musik, Vol. 46, No. 19, 8 May 1857, p. 205.
7 Anon., ‘Concerts Annoncés’, Revue et gazette musicale de Paris, Vol. 25, No. 41, 10 October 1858, p. 338.
8 Anon., ‘Nouvelles’, ibid., No. 51, 19 December 1858, p. 422.
9 Anon., ‘Nouvelles diverses,’ Le Ménestrel, Vol. 26, No. 681/4, 26 December 1858, p. 31. 
10 Anon., ‘Nouvelles’, Revue et gazette musicale de Paris, Vol. 28, No. 17, 28 April 1861, p. 133.
11 Anon., ‘Concerts et soirées’, Le Ménestrel, Vol. 30, No. 855/11, 15 February 1863, p. 87.
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Goldner a photo portrait inscribed ‘a mon ami et collègue W. Goldner. Paris, G. Rossini. 
1861’). This programme was repeated in more public surroundings in March 1863: ‘The 
young pianist Mr Goldner will give his concert at the Salle Pleyel on 17 March with 
the assistance of Mme Oscar Comettant, Mr Heermann, Mr Poencet and the famous 
trombonist, Mr Nabich’.12 Le Ménestrel concluded that ‘Goldner’s works and talent were 
rightly applauded’.13 In the same issue of the Revue et gazette musicale in which the 
composer-critic Adolphe Botte praised the stellar concerts of Sigismond Thalberg, he 
saved some complimentary adjectives for Goldner:

Mr W. Goldner composes purely, and it is to be hoped that all young musicians might 
show the understanding and distinction of thought which shine through in the Serenade, 
or his very attractive waltz, or the Sonata for Piano and Violin dedicated to Rossini. 
All his compositions have earned Mr Goldner a rich and sincere success. Such success 
is lent special value in that the composer has imbued his pieces not with meaningless 
scales and arpeggios, but with a melodic essence and harmonic richness that charm true 
connoisseurs.14

Goldner’s place in Parisian musical life was now secure:
Among the works still in manuscript performed by pianist-composer W. Goldner at his 
concert at the salons of [piano manufacturer] Pleyel, Wolff et Cie, we find La marche 
des Chevaliers and a remarkable Sonata for piano and violin dedicated to G. Rossini and 
worthy of a place with the classic works in the genre.15 

On 2 April 1864 Goldner gave a piano recital of his compositions in the Salle Érard:16 
Mr Goldner, a distinguished composer no less than a skilful performer, played several 
pieces of his own devising, an Étude caractéristique, and a Traviata duo and the Bolero 

12 Anon., ‘Nouvelles’, Revue et gazette musicale de Paris, Vol. 30, No. 10, 8 March 1863, p. 78.
13 Anon., ‘Concerts et soirées’, Le Ménestrel, Vol. 30, No. 860/16, 22 March 1863, p. 127.
14 Adolphe Botte, ‘Auditions musicales’, Revue et gazette musicale de Paris, Vol. 30, No. 10, 8 March 1863, p. 131.
15 Anon., ‘Concerts et soirées’, Le Ménestrel, Vol. 30, No. 863/19, 12 April 1863, p. 150.
16 Paul de Toyen, La Musique en 1864. Documents relatifs a l’art musical, Vol. 1, De Vresse, Paris, 1865, p. 119.
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from I vespri siciliani, two elegant transcriptions of great art and charm that earned warm 
applause.17 

A year later, on 25 March 1865, Goldner gave another recital in the Salle Érard:18 ‘Le 
concert de M. Goldner a été très brillant’.19 Concerts at the same venue followed on  
24 March 1866, 13 April 186720 and 4 April 1868:21 

The concert given by Mr W. Goldner on 4 April in the Salle Érard was quite dazzling. 
Mr Goldner, who performed his own works Valse brillante, Princesse-valse, and La 
Chevaleresque, received the warmest welcome. He is not merely a good performer, but is 
a composer of no less stature.22 
The excellent pianist W. Goldner gave on 4 April a concert in the salons Érard. He was 
doubly celebrated, both as a composer and as a performer. Best of all were his works – 
Valse Brillante, Princesse-Valse, and La Chevaleresque – distinguished by true elegance and 
uncommon expertise.23 

The next year, 1869, saw concerts at the Salle Érard (10 April) and Salle Herz (21 April).
With the outbreak of the Franco-Prussian War in 1870, Goldner and other German 

nationals were expelled from France. In 1871 he served an important role in reviving 
musical life in the newly German city of Strassburg. 

A Hamburg-born musician based in Paris before the Franco-German war, Mr Wilh. 
Goldner is also known in the literature by a series of printed piano compositions. His fate 
in the past year was the expulsion shared by all Germans, but he now intends, together 
with other artists in Strasbourg, to establish a conservatoire and a music school.24

17 Y., ‘Auditions et concerts’, Revue et gazette musicale de Paris, Vol. 31, No. 15, 10 April 1864, p. 116.
18 Paul de Toyen, La Musique en 1865. Documents relatifs a l’art musical, Vol. 2, De Vresse, Paris, 1866, p. 175.
19 Anon., “Nouvelles’, Revue et gazette musicale de Paris, Vol. 32, No. 14, 2 April 1865, p. 110.
20 Anon., ‘Concerts Annoncés’, Le Ménestrel, Vol. 34, No. 1071/19, 7 April 1867, p. 151.
21 Anon., ‘Soirées et Concerts’, Le Ménestrel, Vol. 35, No. 1122/18, 29 March 1868, p. 143.
22 Anon., ‘Soirées et Concerts’, ibid., No. 1124/20, 12 April 1868, p. 159.
23 Anon., ‘Concerts et auditions musicales de la semaine’, Revue et gazette musicale de Paris, Vol. 35, No. 15, 12 April 1868, p. 117.
24 Anon., ‘Vermischtes’, Neue Zeitschrift fur Musik, Vol. 32, No. 67, 4 August 1871, p. 302.
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He returned to the Paris stage in 1873 with a concert at the Salle Érard, where it appears 
that his admirers were ready to overlook his nationality:25

In his 1 April concert, pianist W. Goldner performed some of his works: Air moldave, 
Barcarolle, Valse des papillons, Berceuse orientale, Saltarelle, all agreeable and expertly 
composed salon pieces, which the audience gave an excellent reception.26 

Still, his status in France never returned to the apex of the 1860s.
Goldner’s agent-manager in Germany was the successful Bernard Ullmann (which 

he spelled ‘Ullman’ in the USA), who had showcased Henri Herz, Ernst Thalberg and 
Hans von Bülow (who played the world premiere of Tchaikovsky’s Piano Concerto  
No. 1 in Boston27). Herz remembered his first meeting with Ullmann.

Mr. Ulmann was then a very young man who ran after fortune like everyone else in 
America, which is certainly done more there than anywhere else. 

‘What do you do?’ I asked young Ulmann, who had been hugely recommended. 
‘Test me. I will take care of advertising the concerts, I will have your programs 

printed, I will see that everything is in order in the hall where you give the concert, and 
I will present you benevolently to the newspaper editors. The newspaper is the secret of 
artistic success just as money is the secret of war. If you wish, I will give you my opinion 
on some measures which I think it is useful to take, because it is not always enough to have 
talent to succeed; finally, I will act in your interests, which will become mine, by doing that 
which urgently needs doing though you cannot do it yourself.28

Ullmann’s American tours had typically been a heady mix of the successful and the 
outrageous; one patriotic programme in Philadelphia presented a grand triumphal 
march for the 1876 centennial of independence that Herz had arranged for no fewer 
than 40 pianists. Later ‘Ullmann extended his work to Europe, for between 1865 and 
25 Anon., ‘Concerts Annoncés’, Revue et gazette musicale de Paris, Vol. 40, No. 12, 23 March 1873, p. 95.
26 Anon., ‘Concerts et auditions musicales’, Revue et gazette musicale de Paris, Vol. 40, No. 14, 6 April 1873, p. 110.
27 ‘It seems almost absurd that the first performance of a piano concerto by one of the most promising Russian composers should 
take place in New England and not St. Petersburg or Moscow’ (R. Allen Lott, From Paris to Peoria. How European Virtuosos Brought 
Classical Music to the American Heartland, Oxford University Press, 2003, p. 240).
28 Henri Herz, Mes voyages en Amérique, Faure, Paris, 1866, pp. 96–97.
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1875 he organised major tours of the “Ullman company”, presenting great artists such as 
the singer Carlotta Patti, the violinist Henri Vieuxtemps, and the pianist Alfred Jaëll’.29

Goldner’s career in Germany was hobbled by anti-Semitic articles that vilified 
German Jews who had made careers in ‘alien’ Paris. In late 1874 a notice in the Revue et 
gazette musicale informed readers, ‘The pianist W. Goldner is currently doing a concert 
tour in the United States, where he is reaping success and profit. He will be back in 
Paris at the end of the year’.30 Goldner returned to the USA in the late 1880s to compose 
and teach. One pupil was Ernest Richard Kroeger, who studied ‘composition from  
W. Goldner of Paris, who visited St. Louis during the winter of 1884–85’.31

Just before the turn of the century Goldner returned to Europe for good. He was still 
remembered in Paris. His piano transcription of Gounod’s Hymne de Sainte Cecile had 
been issued by Le Beau in 1878. In 1886 Maurice (Moritz) Moszkowski dedicated his 
‘Air de ballet’ (Huit morceaux caracteristiques pour piano, Op. 36, No. 5) ‘to Monsieur 
W. Goldner’, the Irish-French composer Georges Mac-Master transcribed Goldner’s 
‘Andante symphonique’ as the third of his 4 Transcriptions pour grand orgue (Le Beau, 
Paris, 1890), and Goldner was cited in Songs We Love (1902) for his ‘Gavotte Mignonne’.32 
His last compositions were a number of works for piano four hands. 

Goldner died in Paris on Saturday, 9 February 1907. The obituary in Signale für die 
musikalische Welt is representative of the terse reactions from the musical journals.

The pianist and composer Wilhelm Goldner has died in Paris at the age of 67. A native of 
Hamburg, he was educated at the Leipzig Conservatoire and was prized as a piano teacher 
and composer of fine salon music (including piano suites for four hands).33

29 Laure Schnapper, ‘Bernard Ullman-Henri Herz: An Example of Financial and Artistic Partnership, 1846–1849’, in William Weber, 
The Musician as Entrepreneur, 1700–1914, Indiana University Press, Bloomington, 2004, p. 137.
30 Anon., ‘Nouvelles diverses’, Revue et gazette musicale de Paris, Vol. 41, No. 46, 15 November 1874, p. 367.
31 Karl Klauser (ed.), The Universal Library of Music, Vol. 3, Musicians’ League of America, Boston & Chicago, 1913, p. 679.
32 Daniel H. Morrison, Songs We Love. All the Favorites from every Land, Stahl, Chicago, 1902, unpaginated index.
33 Anon., ‘In Paris starb’, Signale für die musikalische Welt, Vol. 65, Nos. 15/16, 20 Feb. 1907, p. 260.
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After his death, Goldner the man was quickly forgotten (with the exception of an 
appearance in the infamous Lexikon der Juden in der Musik in 1943),34 but his music 
persisted in memory. Two volumes of Jean-Baptiste Duvernoy’s posthumously issued 
Le Guide du lecteur. Solfège du pianiste35 included Goldner’s piano pieces along with 
those of composers far better known. Goldner’s pieces appeared in the two volumes of 
Moderne Musik from the Verein der Musikfreunde, as late as 1961, in Kurt Stephenson’s 
Romantik in der Tonkunst, and Lemoine reissued them often throughout the twentieth 
century. 

Hugo Riemann testified that ‘Goldner is known as the composer of a large quantity 
of the better sort of salon music for the piano’.36 Along with the evocative miniatures 
for which he was known, Goldner published dozens of transcriptions of pieces by 
Beethoven, Donizetti, Gounod, Mozart, Rossini, Weber and others. He also produced 
the aforementioned trio for violin, cello and piano, seven sonatinas for violin and 
piano (also issued for solo piano or for four hands) and a number of Lieder and duets. 
But piano compositions dominated his œuvre, beginning with the 3 Charakterstücke,  
Op. 1, of 1858 and going on to include most of his 65 works with opus numbers and the 
73 pieces without.37 A connection with his first publisher Fritz Schuberth Jr. of Hamburg 
(later Leipzig) would last a lifetime, but Goldner would work with many publishers in 
different countries. In Germany these included Kistner (Leipzig), Fürstner (Berlin), 
Schott (Mainz) and Cranz (Hamburg and Leipzig); in Paris, Henry Lemoine, Heugel 
et Cie A. Le Beau (or its pseudonym H. L. d’Aubel), G. Hartmann, Durdilly et Cie and 
Gambogi frères; across Europe, Universal-Edition (Vienna), Ricordi (Milan), Gebethner 
& Wolff (Warsaw), P. Neldner (Riga) and Warmuth’s Musikvorlag (Christiania, Norway); 
and in the USA, Hamilton S. Gordon and G. Schirmer (New York), Theodore Presser 

34 Theo Stengel and Herbert Gerigk, Hanefeld, Berlin, p. 95.
35 Jean-Baptiste Duvernoy, Le Guide du lecteur. Solfège du pianiste. Suivi de trois recueils de pièces classiques d’auteurs anciens et 
modernes, choisies, classées et doigtées, Vol. 2, Lemoine, Paris, 1913, pp. 50–53, and Vol. 3, Lemoine, Paris, 1914, pp. 12–15.
36 Musik-Lexikon, Hesse, Leipzig, 1900, p. 402.
37 Franz Pazdírek, Universal-Handbuch der Musikliteratur, Vol. 10, Pazdírek, Vienna, 1904, p. 364.
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(Philadelphia), National Music Co. (Chicago), John Church (Cincinnati) and Balmer & 
Weber (St Louis).

Of Goldner’s piano music, Alfred Remy noted that ‘his pianoforte-suites for 4 hands 
had considerable success’.38 These included the Suite pittoresque, Op. 59, Suite romantique, 
Op. 61, Suite mélodique, Op. 63, Suite hébraïque, Op. 64, and Suite nuptiale, Op. 65, all 
composed within his last decade of life. But earlier, in 1875, Goldner had composed the 
Suite moderne, Op. 38. The use of the adjective moderne may have been a reflection of 
the relative simplicity of the work, a conscious avoidance of the old-style descriptive 
programmes he employed elsewhere. The public responded: Op. 38 pleased pianists to 
the extent that Goldner’s publisher, Fritz Schuberth of Hamburg, ordered more in a 
flurry – the composer’s next four opus numbers would be four more Suites modernes 
(and a last would be added in 1887). All would be reissued by Universal-Edition of 
Vienna in 1904. ‘Goldner’, wrote Herbert Westerby about the four-hands genre, ‘in the 
six Suites Modernes (Fritz Schuberth) leads the way’.39 Max Unger commented of the 
suites in the Neue Zeitschrift für Musik,

In their form finely crafted, and both musically and pianistically admirable, they are 
highly recommended not only for lessons, but also as elegant music for home and public 
entertainment. If the composer, who is entirely of the Romantic tradition, does not offer 
much that is distinctive, it is a distinct pleasure to be able to listen to such pure, delicate 
poetry of sound.40

The Suite moderne No. 3 for piano four hands, Op. 40, was published in 1877 
by Schuberth of Hamburg and later issued by Schirmer of New York in a version for 
organ by Nathan Hale Allen. The scheme of the Allegro vivace in common time 1  is 
in sonata form. It begins with a spiky, rising theme in the secondo part in G minor, 
and a lyrical response in the relative major, B flat, provides a cantando contrast (bar 
25). The development (bar 50) passes deftly through faraway keys (C sharp major at bar 

38 Baker’s Biographical Dictionary of Musicians, ed. Alfred Remy, Schirmer, New York, 1919, p. 322.
39 The History of Pianoforte Music, Curwen, Dutton, London and New York, 1924, p. 203.
40 ‘Vierhändige Klaviermusik’, Neue Zeitschrift für Musik, Vol. 79, No. 27, 4 July 1912, pp. 385–86.
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64) before a D major seventh chord, the dominant seventh of the opening key, leads 
into the recapitulation in G minor (a tempo, bar 93). Here the opening is mirrored 
for fifteen bars before subsiding to the cantando pendant, this time in G major  
(bar 114). Cadential closing material from the exhibition (bar 129) ushers in a short 
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coda that emphasises the parallel major of the tonic key and a stringendo that 
hurtles to the G major close. Goldner’s biography is underscored by this Leipzig-
trained, textbook application of sonata form with Parisian details – even the 
typically conventional material used in transitions is enlivened with the rhythms 
of gaîté parisienne (bars 40 and 129).

In the Andante that follows 2 , a sentimental dolce melody in B flat major (9
8) is 

augmented by a flowing motif in F major (tranquillo, bar 24). The contrasting G minor 
middle section (bar 46) accentuates the secondo part, with its marcato forte bass line and a 
reticent piano staccato accompaniment in the primo. The ternary structure is announced 
with the return of the initial material in B flat major (bar 82), now ornamented with 
semiquavers in the secondo. Ample chromatic nuances expand the material before B flat 
major is restored in the codetta (bar 113) and concludes in ritardando molto, pianissimo. 
The Finale, Allegro vivace 3 , begins with briskly pounding staccato quavers in  
G minor and common time. The structure is a composite, fusing aspects of rondo and 
sonata form in a modified arch (abcba, with c comprising developmental fragments 
of a and b). With the appearance of b (bar 50), the melodic movement slows to dolce 
crotchets, now in B flat major. c follows (bar 84), not with new material but with 
developmental treatment of scraps of a and b. The piano return of b that first reveals the 
arch pattern occurs in G major (bar 119) and is followed by the concluding restoration 
of a in the same key (bar 162), fortissimo stringendo.

The Suite moderne No. 4, Op. 41, was issued by Schuberth in 1878. An Allegro in 
common time 4  introduces a sinuous E minor theme with the leading tone, D sharp, 
prominent. More relaxed contrasting material is given in G major (bar 35), and after a 
repeat of the whole, the development (bar 62) sends fragments of the exposition to the 
distant realms of E flat and D flat major. A recapitulation of the initial theme in E minor 
(bar 117) is followed by the contrasting theme, this time in E major (bar 146). A coda 
reaffirms E minor, with semiquavers, sforzandi and crescendo fortissimo, piling up before 
the last fermata-held bar. Spectral horn fifths in the secondo part launch the Scherzo, 
Presto 5 , in 68 and E minor (Ex. 1, bars 1–8). 
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Ex. 1
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This idea is countered by a relaxed, dolce G major passage (bar 51). Each section is 
repeated before the close (bars 97 and 116), but the dolce makes its return in E major. 
A ternary Andante (3

4) advances a delicate espressivo G major theme 6 , which at a Più 
animato (bar 64) is offset by a staccato line in E minor. The G major opening returns 
(bar 88), cantando and tranquillo until its pianissimo conclusion. The finale, Allegro 
vivace, in common time, presents a bustling first theme in E major 7 , before offering 
a dolce alternative in the dominant key, B major (bar 64). After a repeat, an extensive 
development begins with an E minor version of the beginning (bar 115), which then 
appears in fugato guise (bar 135) before venturing as far as A flat major (bar 161). The 
recapitulation is accomplished (bar 215), the second theme now in E major (bar 239), 
and semiquaver cascades in the primo crescendo into the last cadences in that key.

The final Suite moderne No. 6, Op. 49, appeared in Schuberth’s publishing 
offerings in 1887, twelve years after the first Suite was published. An Introduction, 
Allegro moderato, in common time, begins with a genial descending G major theme 8 , 
and a foil is then presented with a cantando rising motif in E flat (bar 34). Curiously 
truncated versions of development, recapitulation (the secondary theme now in the key 
of G major, bar 92) and codetta then close the movement in hurried fashion. Repose 
is offered in the opening slow quavers of the C major Romance, Andantino, in 6

8 9 .  
A modulatory contrasting section is given (bar 30), but the cantabile opening is reprised 
with semiquaver accompaniment (bar 63) and C major is reaffirmed in the codetta.  
A Gavotte, Allegro moderato, in common time, begins with an aggressive E minor staccato 
theme in the secondo 10 , which is countered by a legato E major section (bar 45) before 
the opening returns (bar 78). The Finale, Allegro risoluto, also in common time, is 
launched in celebratory style in G major 11 . A contrasting C major section laced 
with chromatic side-steps precedes a simple ternary return to the beginning. Pressez 
and crescendo exhort the players towards the fortissimo presto codetta in this distinctly 
curtailed G major finish.

The final say will be given to two eminent fin-de-siècle professors of piano.  
Adolf Prosniz of the Vienna Conservatoire wrote of Goldner: ‘As a piano composer 
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not perhaps of serious importance, he has gained popularity through his attractive, solidly 
constructed suites for four hands’.41 And Adolf Ruthardt of the Leipzig Conservatoire noted:

With less to offer in the way of character, Goldner’s pieces offer the advantage of 
naturalness and are thoroughly idiomatic for the piano. Best, however, are his suites for 
four hands. […] In concentrating on composing for four hands, he earned skills worthy of 
consideration, including opulence of sound and consummation of form’.42

William Melton is the author of The Wagner Tuba: A History (edition ebenos, Aachen, 2008) and 
Humperdinck: A Life of the Composer of Hänsel und Gretel (Toccata Press, London, in preparation), 
and was a contributor to The Cambridge Wagner Encyclopedia (2013). Further writings include 
articles on lesser-known Romantics like Felix Draeseke, Friedrich Gernsheim, Henri Kling and 
Friedrich Klose. A career orchestral horn-player, he has researched and edited the scores of the 
‘Forgotten Romantics’ series for the publisher edition ebenos. 

41 Handbuch der Klavier-Literatur 1830 bis 1904, Doblinger, Leipzig and Vienna, 1907, p. 100.
42 Wegweiser durch die Klavier-Literatur, Hug, Leipzig and Zurich, 1918, pp. 236 and 293.

‘Goldner’s Suites modernes belong to the most-loved music for four hands’: 
new, inexpensive editions are advertised in the Neue Zeitschrift für Musik in April 1919
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Performance. While at UNT, he held a competitive Teaching 
Fellowship in Piano and received the Mary M. Morgan 
Dissertation Award for Excellence in Music Performance for 
his work on Ronald Stevenson’s Passacaglia on DSCH. He is 
currently in his fifteenth year as Principal Lecturer in Piano 
Pedagogy and Group Piano Coordinator at the University of 
North Texas. He teaches all levels of Piano Pedagogy and Keyboard Skills classes and is faculty 
advisor for the UNT/Texas Music Teachers Association (TMTA) Collegiate Student Chapter. 
He also is Coordinator of the Piano Pedagogy Related Field for all Doctorate of Musical Arts 
degrees. He has performed throughout the Midwest, is a frequent adjudicator and has written 
for Keyboard Companion magazine on the teaching of adult students. He has been active in 
the Music Teachers National Association and TMTA as presenter, Performance Contest 
Coordinator, Elected Director and past President of the Piano Music Teachers Association. He 
has also been very active on the Collegiate Keyboard Committee of the National Conference 
on Keyboard Pedagogy. The TMTA chose him as their Collegiate Teacher of the Year in 2010. 
He is a member of the College Music Society, the European Piano Teachers Association and the 
American Liszt Society.

Brad Beckman has performed at the State Department in Washington, D.C., as part of the 
State of the Arts concert series, where his playing was described as ‘sensitive, well constructed 
and erupting in a flood of emotions’ (State Magazine, Washington, D.C.) He also performs 
regularly with his two-piano partner, Carolyn True, and in 2011 they released their first album 
together: Bradley Beckman and Carolyn True 2, featuring music by Samuel Barber, Leonard 
Bernstein and Astor Piazzolla. Drs Beckman and True recently performed the Poulenc Two-
Piano Concerto with the UNT Concert Orchestra. 
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Hailed as ‘an artist with commanding technique, always 
at the service of the music and capable of taming any 
tigers the composer has unleashed’ (San Antonio Express-
News),  Carolyn True  is a pianist equally at home on the 
concert stage and in the teaching studio. She walks the 
delicate balance between teaching at Trinity University, 
San Antonio, Texas, giving workshops, master-classes and 
seminars, adjudicating and performing as a soloist and 
chamber musician in the United States and Europe; she has 
also appeared in India and Taiwan.

Carolyn True is carrying on a family tradition, teaching 
individual lessons, accompanying, piano ensemble, piano 
literature, piano pedagogy and other related courses. In 2000 
she was recognised as the Texas Music Teachers Association 
(TMTA) Collegiate Teacher of the Year and in 2010 was awarded the highest honour to a faculty 
member at Trinity University, the Dr and Mrs Z. T. Scott Faculty Fellowship award. In 2019, 
she was honoured as a Music Teachers National Association (MTNA) Foundation Fellow. She 
is in demand as an adjudicator/clinician, working with local, state, national and international 
contests, including chairing the jury of the Gina Bachauer International Young Artists Piano 
Competition.

Her album Carolyn True 1 features music by Ligeti, Bach/Brahms, Beethoven and Bennett. 
She has edited two volumes of piano works by Robert Starer  (Sketches in Color) and Darius 
Milhaud (A Child Loves), both published by Hal Leonard. With Brad Beckman, she has 
compiled and edited a graded volume of piano duets, Duet Discoveries, also published by Hal 
Leonard. Another collection of duets – a duet companion to  Journey through the Classics  – 
is forthcoming. The Beckman/True duo has adjudicated and performed in venues across the 
globe, not least in MusiQuest – a week-long piano festival in Pune, India. 

In addition to her solo and duo work, she is a core member of the award-winning Soli 
Chamber Ensemble, the resident chamber ensemble of Trinity University. Soli has commissioned 
over 60 works, from composers including Steven Mackey, Paul Moravec and Ned Rorem, and 
it regularly serves as ensemble-in-residence for composition festivals (among them the Alba 
Composition Festival in Alba, Italy) and universities (the Crane School of Music, Hartt School 
of Music, etc.) and has performed at local, state and national conventions (including South by 
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South West and MTNA). In 2013 their mission to promote contemporary music to audiences 
of all ages resulted in the ASCAP/CMA Award for Adventurous Programming. They have 
recorded several albums: Portraits, featuring music by Peter Farmer, Elliott Miles MacKinley, 
Erich Stem and Diego Vega (New Dynamic Records), Música, por un tiempo, with works by 
Alexander Gardner, David Heuser, Timothy Kramer and Robert Xavier Rodriguez (Albany), 
Overland Dream: The Music of Peter Lieuwen (MSR), Roadshow for Thora, with the music of 
Carl Schimmel (New Focus), and Infinite Landscapes, with music by Elliott Miles MacKinley 
(Navona). Soli’s work with Peter Lieuwen reached a climax in March 2016, when the group 
premiered his Quad Concerto with the University of Houston Symphony Orchestra.

Carolyn True holds the prestigious Performer’s Certificate and the D.M.A. degree from 
the Eastman School of Music, an M.M. from the University of Maryland-College Park and a 
B.M. from the University of Central Missouri (where in 2001 she was chosen as the Pi Kappa 
Lambda Distinguished Music Alumna) and was a prizewinner  in national and international 
competitions. She was also the recipient of a Rotary Foundation Scholarship for study at the 
Conservatoire National de la  Musique  in Lyons. Her teachers have included three Trues of 
distinction (Marilyn – pre-college, Wesley – undergraduate, Nelita – graduate studies), as well 
as Thomas Schumacher, Jean Barr and Eric Heidsieck. 
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 FIRST RECORDINGS

WILHELM GOLDNER Suites modernes, Volume One

Suite moderne No. 3, Op. 40 (1875) 19:43
1  I Allegro vivace 6:52
2  II Andante 5:39
3  III Finale: Allegro vivace 7:12
Suite moderne No. 4, Op. 41 (publ. 1878) 24:55
4  I Allegro 8:22
5  II Scherzo: Presto 3:25
6  III Andante 4:32
7  IV Allegro vivace 8:36
Suite moderne No. 6, Op. 49 (publ. 1887) 13:41
8  I Introduction: Allegro moderato 4:05
9  II Romance: Andantino 3:39

10 III Gavotte: Allegro moderato 2:55
11 IV Finale: Allegro risoluto 3:02

TT 58:20
Bradley Beckman and Carolyn True, piano duet
 


