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Franz Schubert
Piano Music Volume 1

Vladimir Feltsman

Sonata in A minor D 537 (1817) 20.01
1  I  Allegro, ma non troppo 7.56
2  II  Allegretto quasi Andantino 6.54
3  III  Allegro vivace  5.11

4 ‘Adagio’ in E major D 612 (1818) 4.41

2 Scherzos D 593 (1817) 12.18
5  I  B-flat major, Allegretto 5.46
6  II  D-flat major, Allegro moderato  6.32

Sonata in G major D 894 (1826) 40.16
7  I Molto moderato e cantabile 17.45
8  II Andante  9.21
9  III Menuetto. Allego moderato  4.23
10  IV Allegretto  8.47

    Total playing time 77.16
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A Tribute to Rachmaninoff
NI6148   Piano Concerto No.3 (Live Performance, Bolshoi Hall 1992)
 Russian National Symphony Orchestra

Mikhail Pletnev, conductor
 Elegy Op.3 No.2,
 Six Preludes: Op.23 Nos. 4, 7, 10. Op.32 Nos. 5, 11, 12.

A Tribute to Scriabin
NI6198   Preludes Op.11, 16, 22, 37, 74 (selections)
 Sonata No.4 Op.30, Poémes Op.32, 63 (selections)
 Morceaux Op.49, 51, 57 (selections)
 Etudes Op.42 (selections)
 Valse Op.38, Danses Op.73, Vers la flamme Op.72
 Valse Op. Posth.

Mussorgsky   Pictures at an Exhibition
Tchaikovsky  Album for the Young
NI6211

Liszt
NI6212 Liebestraume, No.3, Ballade No.2, Six Consolations
 Bénédiction de Dieu dans la solitude, Berceuse in F sharp,
 Elegia, La lugubre gondola, En rêve

Schnittke Sonata No. 1
Schubert Sonata ‘Relique’  D.840
NI6284

For track lists visit www.wyastone.co.uk
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Vladimir Feltsman on Nimbus

J S Bach
NI2541  2CDs  7 Keyboard Concertos, with the Orchestra of St Luke’s
NI2549  2CDs  Art of Fugue
NI2507    Goldberg Variations
NI2516  4CDs  The Well-Tempered Clavier Books 1 & 2
NI6176  2CDs  The Six English Suites
NI6207  2CDs  The Six Partitas

Beethoven
NI2561    Piano Sonatas Op.106 ‘Hammerklavier’; Op.101
NI2575    Piano Sonatas Op.109; Op.110; Op.111
NI6120    Piano Sonatas ‘Pathetique’; ‘Moonlight’; ‘Appassionata’

Haydn
NI6242  2CDs   8 Sonatas, and 12 Variations in E-flat

Chopin
NI6184    The Complete Waltzes & Impromptus
NI6128    Four Ballades; Fantasie in F minor; Polonaise-Fantasie
NI6126  2CDs  The Complete Nocturnes; Barcarolle; Berceuse

A Tribute to Tchaikovsky
NI6162   Thème original et variations Op.19; Nocturne Op.10, Romance Op.5,
  Romance Op.51 No.5, Valse sentimentale Op.51 No.6,
  Rêverie interrompue Op.40 No.12, Capriccio Op.8,
  Dialogue Op.72 No.8, Berceuse Op.72 No.2,
  Tendres reproches Op.72 No.3, Médiatation Op.72 No.5,
  Chant élégiaque Op.72 No.14
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'As for me, I shall never turn my inmost feelings to personal or political
account: what I feel in my heart I give to the world, and there is an end of it.'

(Franz Schubert to his brother Ferdinand, October, 1818)

Schubert’s Dream
A sense of nostalgia, of yearning (Sehnsucht), is palpable in the works of Franz Schubert. The
great exponent of the search for lost time, Marcel Proust, sought to immortalize the past by
remembering it. Schubert longed for what could have been, but never was; he dreamed of
the life he should have had, but never did. Our memory does not merely retain the past, but
is constantly reimagining and remaking it. All of Schubert’s music is an attempt to reinvent
the past and to create a new life, a new reality, a time that never ends – an everlasting Present.
As Proust himself wrote, 'a work of art is the only means of regaining lost time.' In this
respect, Schubert and Proust shared the same goal.

Unlike the great 'Viennese' composers (Haydn, Mozart, and Beethoven), Schubert was
actually born in Vienna in 1797. He was an odd character. He never had a real career or held
a job in a musical establishment, did not perform publicly except in private houses, and did
not conduct his own works. Though his physical appearance could not have inspired much
confidence in potential employers: he was short and chubby (like Mozart), nearsighted,
always wearing his thick spectacles, and his curly hair was unruly and often went uncut.

Schubert has been described as the last 'classical' and as the first 'romantic' composer, but it
is really impossible to pin a meaningful label on him.  He was, and still is, a very special case,
a lonely figure in musical history, a dreamer who brought into music a degree of intimacy,
despair, hope and disappointment previously unknown. Schubert was a sincere, shy and
vulnerable man (though did not lack confidence in himself as an artist), and his personality
is clearly reflected in his music.
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Schubert found his voice early (the song 'Erlking' was written in 1815 when the composer
was only eighteen) and produced an incredible mass of work. His productivity peaked in
1828, the last year of his life, with a staggering explosion of creativity unparalleled in musical
history – the coda of Schubert’s life was humanly devastating and creatively triumphant.

Schubert wrote more than six hundred songs and his experience of working with poetry was
crucial to his art. He learned how to tell a story and create an atmosphere in the limited space
of song – how to compress his material in the most direct and effective way. Schubert’s
musical language and his perception of the world were poetic and many of his works could
be seen as intimate diaries or private meditations. His music resonates with the belief of
Novalis (a visionary, and one of the most influential personalities of German Romanticism)
that poetry is the highest form of language.

The idea of the fragment was essential to the Romantic aesthetic and proved to be an ideal
vehicle, the form of choice, for many writers and poets including Schlegel, Schelling, Novalis,
E.T.A. Hoffman and Hölderlin. A fragment is both complete in itself and open ended: it is
an entity with fluid and expanding boundaries. This ambiguity of form opens up the
possibility of a multitude of interpretations and the reader becomes an indispensable part of
discovering the context and meaning of any given fragment. As Novalis was quoted to have
said 'The true reader must become an extension of the author'.  Similarly, the works of
Schubert, regardless of their scale, are complete within and yet open ended. Schubert
initiates the process that must be lived through and followed in order to realize the true
impact of his works, a realization that happens within each of us after the music ends. This
impact is not mental or rational, it comes directly from the core of our being. Schubert’s
magic spell brings us back to the birthplace of music, completing a full circle.

Everything about Schubert is personal and his music demands our participation, our direct
and honest response. Every real connection is unique and Schubert’s music resonates
differently with each of us. Everything is in the eye of the beholder, and with no other
composer is this more relevant than with Schubert.
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Mr. Feltsman’s extensive discography has been released on the Melodiya, Sony Classical,
and Nimbus labels. His discography includes eight albums of clavier works of J.S. Bach,
recordings of Beethoven’s last five piano sonatas, solo piano works of Schubert, Schumann,
Chopin, Liszt, Brahms, Messiaen and Silvestrov, as well as concerti by Bach, Brahms, Chopin,
Tchaikovsky, Rachmaninoff, and Prokofiev.

Mr. Feltsman is an American citizen and lives in upstate New York.

www.feltsman.com

Recorded 14 - 17 June 2013
by Nimbus Records at Wyastone Leys, Monmouth, UK

Engineering and Production by Adrian Farmer
Cover photograph : freebigpictures.com

Photograph of Vladimir Feltsman by Robert Millard, 2012
c 2015 Wyastone Estate Limited © 2015 Wyastone Estate Limited

www.wyastone.co.uk
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VLADIMIR FELTSMAN

Pianist and conductor Vladimir Feltsman is one of the most versatile and constantly
interesting musicians of our time. His vast repertoire encompasses music from the Baroque
to 20th-century composers. A regular guest soloist with leading symphony orchestras in the
United States and abroad, he appears in the most prestigious concert series and music
festivals all over the world.

Born in Moscow in 1952, Mr. Feltsman debuted with the Moscow Philharmonic at age 11. In
1969, he entered the Moscow Tchaikovsky State Conservatory of Music to study piano under
the guidance of Professor Jacob Flier. He also studied conducting at both the Moscow and
Leningrad (now St. Petersburg) Conservatories. In 1971, Mr. Feltsman won the Grand Prix
at the Marguerite Long International Piano Competition in Paris; extensive touring
throughout the former Soviet Union, Europe and Japan followed this.

In 1979, because of his growing discontent with the restrictions on artistic freedom under the
Soviet regime, Mr. Feltsman signaled his intention to emigrate by applying for an exit visa.
In response, he was immediately banned from performing in public and his recordings were
suppressed. After eight years of virtual artistic exile, he was finally granted permission to
leave the Soviet Union. Upon his arrival in the United States in 1987, Mr. Feltsman was
warmly greeted at the White House, where he performed his first recital in North America.
That same year, his debut at Carnegie Hall established him as a major pianist on the
American and international scene.

A dedicated educator of young musicians, Mr. Feltsman holds the Distinguished Chair of
Professor of Piano at the State University of New York, New Paltz, and is a member of the
piano faculty at the Mannes College of Music in New York City. He is the founder and
Artistic Director of the International Festival-Institute PianoSummer at SUNY New Paltz, a
three-week-long, intensive training program for advanced piano students that attracts major
young talents from all over the world.
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There is an amazing lucidity in his best works, the lucidity of a dream vision that is more
vivid, immediate and lasting than the transitory and ever-fluctuating world of our waking
life. Schubert’s sense of time is not directional and sequential, but internal: it follows the
intricate patterns of his feelings and emotions, joys and sorrows, tension and resolutions. His
musical logic is not rational or predictable and does not obey the conventional temporal
order of events. His musical time flows in multiple directions, as in a dream world. It is like
a stream of musical consciousness that contains a limitless number of allusions,
unpredictable and random connections that are fluid and unstable, like the human mind.
The music of Schubert is not confined by the limits of space and time, and any concerns (even
complaints) about the repetitiveness and 'heavenly lengths' of his works are misguided and
irrelevant. Schubert did not worry about the timing of his music and neither should we.

Schubert’s sense of musical forms was very much his own and in each case was determined
by the main idea of the particular work. He transformed German lieder and created a new art
form, the song cycle, which became a model for such composers as Schumann, Brahms, Wolf
and Mahler. His medium-sized works for piano, Impromptus and Musical Moments,
influenced Chopin and Brahms. All of his innovations were organic: he did not 'invent'
anything for the sake of invention, but simply found a suitable musical form for what he
wanted to say. There is a feeling that Schubert remembered and brought back to life what he
already knew, rather than composing and inventing something 'new'. In his works, ideas
and feelings, reason and intuition, go hand in hand. He takes us on a journey that can only
be made alone, leading the solitary traveller as Virgil guided Dante. Schubert’s music begins
where words cannot reach.
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Sonata in A minor D 537 was written in 1817 and is the first of three sonatas in A minor
composed by Schubert. He was only twenty years old at the time, but this sonata is a mature
work written with a sure hand without any hesitation or uncertainty. The theme is five bars
long and this irregular shortened shape is crucial to the whole movement (a theme with an
even number of bars, four or eight, is the norm). This five-bar theme creates a sense of
asymmetry and the music unfolds and stops unpredictably, skipping and including empty
silent bars. At twenty Schubert was already a master of musical time that was not rational
and objective, but personal and subjective. The seed of the theme, a scale, is actually only
three bars long and reappears in the Finale in a different rhythmical form. Schubert moves
freely through different keys (the development brings a new theme in A flat major!) and
comes back to the tonic with the second theme in the recapitulation. There is a nine bar coda
that brings back the main theme, extended by a repeated question-like gesture that suddenly
stops, as if hesitating momentarily. And the first movement closes with two tonic chords
played forte. The second movement is a Rondo based on a wistful Schubertian theme that is
played three times with different accompaniments, such as an enigmatic and hushed middle
section in D minor. The movement closes with a descending farewell gesture, repeated three
times, that comes from the main theme of the first movement. Unusually for Schubert (and
sonata form in general) the sonata has no slow movement. Its Finale is a Rondo-Sonata.
Throughout the movement Schubert is not afraid to simply stop without warning, take a
breath and follow a new path without worrying about connections – a trend that would be
later become crucial to the works of Schumann.

Schubert composed plenty of single movements works, some of which might have been
intended as a movements for his sonatas, but never made it and remained a separate works.
Adagio in E major D 612, written in 1818, opens with a soulful Schubertian tune Adagio
without any warning, wandering freely guiding the listener and opening up new landscapes
in the most natural and effortless way. The texture is filled up with the sudden outbursts of
rapid scales, expressive gestures and intricate harmonic sequences, concluding simply with
a hushed farewell phrase.
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Two Scherzos D 593 were written in 1817. The first of the two in B flat major is an extended
Landler/Waltz. Schubert composed a multitude of dances (a whole bulky volume, in fact),
many of which had been improvised on the spur of the moment during gatherings, social
occasions or as a gift to a friend. These works were intended to cheer up the guests and to
uplift the atmosphere. In other words, these works were for the purpose of entertainment.
The second Scherzo in D flat major opens boldly with a peasant-like dance theme in tutti
chords, which after the first four bars wanders for nine bars before returning – one of many
examples of Schubert’s humour and affinity for misdirection and uneven musical periods.
Both Scherzos have a middle episode, a Trio, as all proper Scherzos are supposed to have.
And the Trio from the second Scherzo has been used verbatim in the Sonata in E flat major also
written in 1817.

Completed in October 1826, Sonata in G major D 894, was the last piano sonata published
during Schubert’s life. It is an enigmatic work, a pastoral mystery emanating a subtle glow
that will mesmerize and charm anyone capable of getting close to it. There are similarities
with the G major string quartet, which was written in the same period: both works are lucid
and intimate, seemingly unconcerned with worldly matters. Schubert shares with us his
benign inner world, his vision of life as it should be, and its magic speaks better than words
ever could.

Schubert’s life was short but complete and cannot be measured by ordinary standards. In his
31 years, Franz Schubert lived through and experienced more than most of us could in many
lifetimes.

© 2015 Vladimir Feltsman
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VLADIMIR FELTSMAN
SCHUBERT
PIANO MUSIC VOLUME 1

1-3 Sonata in A minor D 537 (1817)

4 Adagio’ in E major D 612 (1818)

5-6 Scherzos D 593 (1817)

7-10 Sonata in G major D 894 (1826)

Total playing time 77.16


