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Franz Schubert
Piano Sonatas Volume 2

Vladimir Feltsman

Sonata in A major D 664 (1819) 21.43
1 I Allegro moderato 9.01
2 II Andante 4.25
3 III Allegro 8.17

4 12 Grätzer Walzer D 924 (1827) 10.05

Sonata in B-flat major D 960 (1828) 45.34
5 I Molto moderato 23.05
6 II Andante sostenuto 9.07
7 III Scherzo. Allegro vivace con delicatezza 4.20
8 IV Allegro, ma non troppo 9.02

                                                                              Total playing time 77.22
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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 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. 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 he did not lack confidence in himself as an artist) and his
personality is clearly reflected in his music.

Schubert found his voice early (the song ‘Erlkönig’ was written in 1815 by the eighteen-year-
old composer) and produced an incredible mass of work. His productivity peaked in 1828,
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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. 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 a 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; 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 indispensible part of
discovering the context and meaning of any given fragment: ‘The true reader must become
an extension of the author’, as  Novalis wrote. 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; with no other composer
is this more relevant than with Schubert.

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
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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
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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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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, tensions and resolutions.
His musical time flows in multiple directions, as in a dream world. His musical logic is not
rational or predictable: it does not obey the conventional temporal order of events. 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 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. In each case it 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 traveler as Virgil guided Dante. Schubert’s music begins
where words cannot reach.
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Sonata in B flat major D 960 was written in1828. The last of the three final sonatas (a trilogy)
that Schubert wrote during last months of his life, it is considered by many to be his greatest.
It is a monumental work that combines intimacy and objectivity, a fusion of the personal and
universal. There is a sense of resignation and surrender, of final acceptance that transcends
and resolves all the turbulence, pitfalls and controversies of life in supreme harmony. There
are four movements, subtly connected thematically. The first movement is the longest. It is
the center of gravity of the whole work, but it is a reverse gravity from above that is gently
pulling us up from the ground. The second movement is in ternary form: A-B-A. It is a lied
of great simplicity and beauty, one of the longest (seemingly endless) melodies Schubert
ever wrote. An ostinato figure in the bass strips away any sentimentality—no matter what,
it comes back unaffected, like time itself. There are obvious similarities with the slow
movement of Schubert’s String Quintet, written in September of 1828. The third movement
is a short traditional Scherzo with a trio in the middle that introduces a tonic minor B flat for
the first time. The Finale starts with an exclamation, with the intrusion of an empty octave,
setting up a new time. A wistful tune follows, but the octave comes back and interrupts the
forward motion. After a second attempt the music finally moves out of this circle. A
turbulent, dramatic middle episode is presented twice in different keys. (The Finale is a
Rondo-Sonata and all the material is presented at least twice). The mood fluctuates, as we
move through different landscapes and situations. The sonata concludes with a sudden
explosion of uncontained joyful energy and laughter, which might be the final message of
this incredible work. Or is it?

Sonata in A major D 664 was most likely written in 1823. It is worry-free and full of light,
the happiest sonata of them all (one could call it a ‘spring sonata’). The music unfolds
naturally and unhurriedly; the themes in the first movement are perfectly symmetrical and
round—all is well here. The middle section brings a bit of drama, but not for long, and the
main theme returns unfazed. A three bar coda brings back the main theme once again, as an
afterthought, as if unwilling to say goodbye. The second movement starts with a simple tune,
a gentle, caressing gesture seven (!) bars long. This tune is the only thematic material for the
whole movement—nothing else is needed for the story to be told. The Finale is carefree,
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bubbling with energy—it is the simple joy of singing and dancing, the joy of being alive and
well. There is one element in all three movements that structurally unifies the whole sonata:
repeated notes. Schubert inherited this practice from Beethoven and it became indispensible
in his works.

The manuscript of 12 Grätzer Walzer D 924 is lost and practically nothing is known about
the origin of these delightful pieces except that Schubert visited Graz in 1827. These 12
Waltzes had been published in Vienna under the title ‘Graetzer-Walzer’ in 1828. The dance
music was essential to Schubert and many of his works contain an element of dance rhythms.
He composed hundreds of dances, often improvised on a spur of the moment and written
down later—German Landler (Deutsche), Waltzes, Menuettes, Ecossaise, Polkas. There is a
bulky volume dedicated to the dance music that contains a multitude of real gems. 12
Grätzer Walzer are one of such gems—unpretentious and playful, full of humor and joy.

© 2015 Vladimir Feltsman
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