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 Kinderszenen, Op. 15 (1838) 19.28
1 Von fremden Ländern und Menschen 1.51
2 Kuriose Geschichte 1.07
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4 Bittendes Kind 0.48
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8 Am Kamin 1.04
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10 Fast zu ernst 1.54
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14 Arabeske, Op. 18 (1838-39) 6.57

15 Blumenstück, Op. 19 (1839) 8.01

 Kreisleriana, Op. 16 (1838) 33.55
16 Ausserst bewegt 2.49
17 Sehr innig und nicht zu rasch 9.00
18 Sehr aufgeregt 4.07
19 Sehr langsam 3.54
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21 Sehr langsam 4.04
22 Sehr rasch 2.18
23 Schnell und spielend 4.29
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10 Freundliche Landschaft 1.27
11 Herberge 2.06
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13 Jagdlied 2.56
14 Abschied 3.49

 Phantasie, Op. 17 (1936-38) 33.34
15 Durchaus phantastisch und leidenschaftlich vorzutragen 14.08
16 Mäßig. Durchaus energisch 8.15
17 Langsam getragen. Durchweg leise zu halten 11.11

DISC THREE 78.54

 Albumblätter, Op. 124 (1832-1845 pub. 1854) 31.03
1 Impromptu (1832) 1.09
2 Leides Ahnung (1832) 1.36
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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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3 Scherzino (1832) 1.07
4 Walzer (1835) 0.58
5 Fantasietanz (1836) 0.53
6 Wiegenliedchen (1843) 1.30
7 Ländler (1836) 0.53
8 Lied ohne Ende (1837) 4.08
9 Impromptu (1838) 0.58
10 Walzer (1838) 0.58
11 Romanze (1835) 1.45
12 Burla (1832) 1.37
13 Larghetto (1832) 1.07
14 Vision (1838) 0.50
15 Walzer (1832) 1.06
16 Schlummerlied (1841) 4.22
17 Elfe (1835) 0.32
18 Botschaft (1838) 1.36
19 Phantasiestück (1839) 2.32
20 Canon (1845) 1.26

 Carnaval, Op. 9 (1834-35) 31.30
21 Préambule 2.24
22 Pierrot 1.53
23 Arlequin 1.13
24 Valse noble 1.14
25 Eusebius 2.04
26 Florestan 1.00
27 Coquette 1.50
28 Réplique 1.03
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29 Papillons 0.43
30 Lettres dansantes 0.45
31 Chiarina 1.37
32 Chopin 1.16
33 Estrella 0.28
34 Reconnaissance 1.55
35 Pantalon et Colombine 01.04
36 Valse allemande 00.56
37 Paganini 1.26
38 Aveu 1.32
39 Promenade 2.33
40 Pause 0.20
41 Marche des Davidsbündler contre les Philistins 04.14

 Bunte Blätter, Op. 99 (pub. 1852) 12.32
 Drei Stücklein
42 I  Nicht schnell, mit Innigkeit (1838) 2.09
43 II  Sehr rasch (1838) 1.04
44 III  Frisch (1838) 1.10
 Albumblätter
45 I  Ziemlich langsam (1841) 2.00
46 II  Schnell (1838) 0.49
47 III  Ziemlich langsam (1836) 1.35
48 IV  Sehr langsam (1839) 1.55
49 V  Langsam (1838) 1.50

50 Romance No. 2 in F-sharp major from 3 Romanzen, Op. 28 (1839) 3.49
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composed specifically for this album, but were selected from among pieces written between
1832 and 1849 that Schumann had chosen not to publish, and others originally written for
Carnaval and Kinderszenen, but not included in those works. Strictly speaking, Albumblätter is
a collection of rejects. But, what marvelous ‘rejects’ these works are. Initially, Schumann
wanted to publish a collection of shorter works called Spreu (Chaff), but the publisher
rejected this title and Schumann split his collection in two—Bunte Blätter and Albumblätter.

Five of the pieces in Albumblätter were originally written for Carnaval: Walzer No. 4 (paying
his respects to Schubert), Phantasietanz, Romance, Walzer No. 15 and Elfe. All contain a
notational representation of Asch, already familiar to us from Carnaval. There are also two
works that Schumann wrote on the occasion of the births of his two eldest daughters—
Wiegenliedchen (No. 6, 1843) and Schlummerlied (No. 16, 1841)—which are among the finest in
this or any other collection of Schumann’s works. Schumann pays tribute to Beethoven in
Liedes Ahnung (No. 2). In Lied ohne Ende (No. 8) a tune from his Fantasie appears, a descending
sequence that symbolizes Clara. Albumblätter concludes with a canon—a gesture of respect
toward Bach, whose works Schumann studied and tried to emulate late in his life.

Bunte Blätter (Colored Leaves), Op. 99 includes fourteen pieces, the first eight of which are
included in this recording—Drei Stücklein (Three Little Pieces), subtitled ‘Early Morning
Pictures’, and Albumblätter (not to be confused with Albumblätter, Op. 124 described above).
The first ‘leaf’ of the set opens hesitantly and gently with a descending tune that keeps
coming back, wandering through different harmonies. The second is turbulent and
passionate, combining different rhythmical patterns. The third is merry, cheerful and folksy.
The Albumblätter included here comprises five very short works. The second is fast, virtuosic
and haunting. In the third, a waltz, the familiar motive of Asch appears, pointing to its origin
from Carnaval. The remaining four are intimate and soft, all bearing Schumann’s indication

‘Langsam’ (slowly).

By putting together sets of small-scale works, Schumann had returned to his origins at the
end of his creative life.

© 2016 Vladimir Feltsman
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considerable technical challenge and everybody struggles with it in different degrees. It
seems that Schumann wrote these difficult jumps in mockery, grinning at the difficulties
(horrors) they would pose for future players.  The third movement, headed ‘Langsam
getragen, durchweg leise zu halten’ (Lento sostenuto e sempre piano), is a meditative, extended
postscriptum. Initially, Schumann wanted to finish his Phantasie by bringing back
Beethoven’s tune from the first movement, but wisely changed his mind and brings the piece
to a close with a more conventional, simple ending. All that Schumann wanted to say has
been said and it is time to let it be and rest.

Waldszenen (Forest Scenes), Op. 82 was composed in 1848-9 and published in 1850. It is a set
of nine short works, about which Schumann wrote: ‘The titles for pieces of music, since they
again have come to a favor in our day, have been censured here and there, and it has been
said that ‘good music needs no sign-post’. Certainly not, but neither does a title rob it of its
value, and the composer, by adding one, at least prevents complete misunderstanding of the
character of his music. What is important is that such a verbal heading should be significant
and apt. It may be considered the test of the general level of the composer’s education’..
Waldszenen is a sophisticated and subtle work and one of the finest of the mature Schumann,
who by then had only a few years of creativity and sanity left. The title of each work is very
telling and gives the performer/reader necessary clues to its character and intent. The first
and last pieces provide a frame, an arch for the whole work that makes this set a cycle, not a
random collection.

3 Romanzen (Three Romances), Op. 28 were written in 1839-40. The second Romance in F sharp
major is one of the finest shorter works that Schumann wrote. The simple melody appears
from within a symmetrical pattern of sixteen notes. This tune has no beginning or end, it
flows naturally, like a lullaby, softly whispering and caressing. Clara Schumann asked for
this Romance to be played for her just before her death.

Albumblätter (Pages from an Album), Op. 124 was compiled in 1850 and published in 1854, the
year in which Schumann’s deteriorating mental health caused him to check himself into the
sanatorium from which he never emerged. Albumblätter includes twenty short works,
miniatures and character pieces, of intermediate difficulty. None of these works were
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‘When you are playing, do not concern yourself with who may be listening’.
‘Always play as though a great master were listening’.

Robert Schumann

Schumann was a true Romantic, in his perception of the world and sense of identity, his
behavior and his mode of thinking. For a Classical artist there is a clear line between one’s
life and art, but for a Romantic artist there is none and life itself becomes a form of art.
Schumann’s phantasmagorical, fragmented and unsettling musical world is inhabited by a
parade of assumed personas. The idea of theatrical action, in which one actor plays different
roles, was essential for Schumann. These multiple personalities allowed him to say things
that he could not or did not want to say himself and gave him the freedom to explore the
complexity of human emotions as an observer.

The German novelist known as Jean-Paul (Johann Paul Friedrich Richter) had a strong
influence on Schumann, who found in his writings a way of looking at the world that was
close to his own: an extravagant sense of humor, distaste for any form of establishment,
eccentric logic, a taste for the unexpected and a quest for the unknown. All of these qualities
are present in Schumann’s music.

Before Schumann, the most important elements of composition were pitch and rhythm. With
Schumann, the particular sound, its color and texture, becomes an integral element of
musical structure. It is impossible to imagine Schumann’s works for piano in any other
sound form, whereas the music of Bach could and did work in different instrumental
settings. Before the Romantic era, the music itself was more important than how it sounded;
from the Romantic composers on, the concrete character of sound becomes indispensable.

Schumann’s manner of writing was sensual; the sophisticated and multilayered textures of
his piano works gave new depth to our perception of music. His logic was not predictable or
rational—as if he obeyed some higher law known only to him. There is a sense of
ambivalence in his music, an ambiguity and fluidity of form. Nothing is what it seems, but
points to something beyond itself. The music presents a puzzle that must be decoded to get
to the core of Schumann’s intentions.
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There is a clear difference between Classical and Romantic composers in their working
methods and approach to form. Beethoven’s works are constructed upon ‘seed’ motives that
provide the primary building material, the main structural element. In Beethoven, form
grows by the development of these motives, as a tree grows from its seed. Schumann, by
contrast, changes the context in which his themes appear rather than developing them. In
Beethoven the formal structure is defined by the development of the theme and in
Schumann by the introduction of new material and the reappearance of the theme(s) in
different guises. The Classical sense of form (Beethoven, the mature Haydn, Mozart) is
homogeneous and stable, but the Romantic sense of form (Schumann, Chopin, Liszt) is
fragmented and fluid.

The movement away from objectivity toward subjectivity can be seen throughout European
culture from the end of the eighteenth to the first half of the nineteenth century. It was a
fruitful, if tumultuous, period that put an end to the Classical/rational perception of the
world and brought in new elements that would define the development of Western culture
up to the present day. The sense of irrationality, transcendence of the mundane, the absolute
authority of the imagination and the unchallengeable right of the artist to invent and create
reality according to his own vision become the given, the norm.

A crucial contribution of the Romantic aesthetic was the introduction of the
reader/listener/viewer into the work of art. This was a truly radical innovation with multiple
implications that changed the content and context of any given work: the reader becomes as
important as the author, (re) creating unique content, a new psychological entity. The idea
that everything is in the eye of the beholder becomes the de facto manifesto of Romanticism.

Schumann was a multitalented man—a composer and conductor, publicist and musical
critic. In all his endeavors he remained fiercely subjective; his judgments were squarely
rooted in his personal taste, his likes and dislikes. When he liked someone, his reaction was
very enthusiastic and magnanimous. He welcomed the young Chopin as a genius and
helped to foster the career of Brahms. When he disliked somebody (Wagner), his judgments
were biased and harsh.
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longing and nostalgia is never content with the here and now, dwelling in the past that is
gone or imagining a future that is just a fantasy.

Each of the eight movements of Kreisleriana narrates a story. There are many ways to
characterize these stories. Kreisleriana is a haunting work colored in dark hues; it is a musical
drama filled with conflict, anxiety, neurotic tension, incredible intimacy and tenderness,
wistfulness and despair. The wealth and density of musical material is overwhelming, as if
Schumann was in a hurry to say as much as he possibly could. And he surely did. Like
Hoffmann’s Lebens-Ansichten des Katers Murr, Schumann’s Kreisleriana requires a new type of
reader, not bounded by convention, but open-minded, ready to embark on a journey and
discover something new about themselves.

The Phantasie, Op. 17 was written in the summer of 1836. Schumann initially called its three
movements ‘Ruins’, ‘Triumphal Arch’ and ‘The Starry Crown’, but these titles did not
appear in the printed edition. Schumann intended to donate the proceeds from this work to
the monument planned for Beethoven in Bonn, but was thwarted by his difficulties in
getting it published. Nevertheless, the Phantasie is itself a worthy tribute to Beethoven,
whom Schumann sincerely admired. There is a famous quotation from Beethoven’s song
cycle An die ferne Geliebte (To the Distant Beloved) in the coda of the first movement and the
spirit of the Master is tangible throughout the work. The first movement is perhaps the most
perfect single movement in Schumann’s music. Every theme, every gesture and every idea
is authentic, powerful and precise. The tonic key of C major appears only in the coda, as a
reconciliation of the conflicting forces that were at play, finally finding his ‘distant beloved’.
It is a love letter to Clara, filled with special messages and ‘secret tunes’. Many of
Schumann’s works were addressed to his wife-to-be, his Muse, but nowhere were his
feelings more eloquently and powerfully expressed than in his Phantasie. The second
movement opens without hesitation and proceeds forward in a march-like manner, in the
spirit of the Davidsbündler. It is extroverted, as if it is time to break away from the
complexities and inner struggles of the first movement and get out into the real world.
Except for the main theme and middle episode, the movement follows a syncopated
rhythmical pattern without deviation. The coda of the second movement presents a
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eight-petalled flower. The form is unique and not easy to define—it just is a flower (‘A rose
is a rose…’). Arabeske and Blumenstück are private and intimate works, not technically
challenging. It is hard to imagine that Schumann thought such works could or should be
performed in a large concert hall with a thousand-plus people in attendance.

Kreisleriana, Op. 16 was written very rapidly in April 1838 and revised in 1850. Schumann
considered Kreisleriana one of his finest works, which indeed it is. There are eight movements,
each complete in itself and each a part of the whole that is greater than the sum of its parts.

It seems almost inevitable that the writings of E.T.A. Hoffmann (1776-1822) should have had
a strong impact on Schumann. They were kindred spirits—both writers and musicians, both
multitalented men, both rebels and innovators, both immensely gifted and authentic in their
art and life. Schumann was inspired to write one of his best works by Hoffmann’s
groundbreaking novel, Lebens-Ansichten des Katers Murr (1820) (the full title translates as

‘Tom-cat Murr’s Opinion on Life, Together with a Fragmentary Biography of Kapellmeister
Johannes Kreisler on Random Wastepaper Scraps’), and the earlier work in which Kreisler
first appeared, Phantasiestücke in Callots Manier (1814). The title Kreisleriana and the
inscription on the title page of the first edition explicitly point to Hoffmann and to his half
mad, intoxicated Kapellmeister—an archetypal image of the Romantic artist not bound by
the conventions of ordinary life and oblivious to everything besides his art and love for his
Muse.

Hoffmann and Schumann both created alter egos, symbolizing different aspects of their
personalities and different approaches to creativity and perception of the world. Their
assumed personalities (Hoffmann’s quartet—Lothar, Cyprian, Ottmar and Theodor—and
Schumann’s trio of Florestan, Eusebius and Master Raro) allowed these artists to create a
multifaceted, fluctuating, unsettling and phantasmagorical Romantic world, limited only by
the imagination. A sense of longing (Sehnsucht) underpins the work of any true Romantic
artist, regardless of the art form or language. This sense of longing becomes an end in itself,
a necessary condition for creativity, a nostalgia that can never be cured or fulfilled; no matter
what we have, we are not content and keep longing for something else, making happiness
an unattainable ideal. (It is hard to imagine a happy and healthy Romantic artist.) A sense of
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By the late 1840s, most of his finest work (compositions for piano and songs) was behind him.
There had been dry spells in his creativity. Schumann struggled with mental illness for most
of his life. By the beginning of 1854 he was experiencing unbearable auditory hallucinations,
and at his own request he was committed to a mental hospital, where he remained until his
death two years later.

In his first published work, the Op. 1 Abegg Variations, Schumann already speaks in his own
voice without hesitation, playing games with our ears and eyes, manipulating our
perception with previously unimagined bizarre sonic tricks. This type of trickery and jest
became a tool of choice that he used often and skillfully.  Another tool that Schumann
wielded masterfully was the use of the musical equivalents of the names or persons and
places, as in the Abegg Variations and Carnaval.

His relationship with Clara Wieck, who would become his wife, was the most important for
Schumann personally and artistically and some of his finest works can be seen as love letters
and messages to Clara. There is an incredible sense of intimacy and sincerity in his music
that borders on the feeling that you are reading a private diary that was not intended for
public exposure. Schumann placed great trust in his readers.

Schumann was most at ease, most personal and innovative, in his works for piano. In his
symphonies and chamber works, his writing is more conservative and reverential towards
the Classical tradition, but in his piano works he created his very own forms, content and
manner of expression. These works reflect his character, temperament and creative
imagination most strongly and vividly.

Kinderszenen (Scenes from Childhood), Op. 15 was written in 1838.  Schumann initially wrote
thirty movements, but selected only thirteen of these for the final version. He would later use
several of the rejected movements in Album for the Young and Bunte Blätter.  According to the
composer, the titles of the individual ‘scenes’ should be taken as ‘nothing more than delicate
hints for execution and interpretation’. The most famous piece of the set is certainly
Traumerei (Dreaming), No. 7. This tune has become a staple that has been used in movies, at
funerals and other auspicious occasions, and as a ring tone for cell phones and doorbells. It
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is the longest piece in the set, at about three minutes.  Kinderszenen is not written for children,
but rather it represents Schumann’s insights into the inner world of children, untainted by
experience and not yet self-conscious, but genuine, innocent and sincere. Kinderszenen
would inspire Tchaikovsky and Debussy to write Album for the Young and Children’s Corner
respectively.

Carnaval  (Carnival), Op. 9 was written during 1834-35. Its twenty-one short pieces represent
masked revelers during Carnival, the festive season that precedes the austerities of Lent. The
tradition of such festivities goes back to the beginning of time—once in a while it is necessary
to let off steam, to let it all out. In 1834, Schumann spent a flirtatious summer in the town of
Asch in the company of his then-fiancée Ernestine von Fricken, whose hometown it was. The
whole piece is based on the four letters of the name of this town, letters also contained in
Schumann’s last name. The letters appear in three permutations: A, S (E-flat in German), C,
H (B natural in German); As (A flat in German), C, H; and E-flat, C, B, A (SCHA).  Each of
the twenty-one short pieces of Carnaval (Schumann did not give a number to the mysterious

‘Sphinxes’, which is usually omitted in performance) contains one or more variants of these
letters, some obvious and some hidden. The music is filled with cryptograms, riddles, humor
and misdirection, as if he was teasing the future ‘readers’ of his works, challenging them to
figure out what is really going on and why; as he wrote, ‘deciphering my masked ball will
be a real game for you’. Schumann peopled his Carnival with his friends and contemporaries-
-including Chopin and Paganini, Ernestine von Fricken (Estrella), and his wife-to-be Clara
Wieck (Chiarina)—and characters from the Commedia dell’arte such as Pierrot and
Harlequin. The moods, emotions, temperaments, psychological situations and characters are
constantly changing, drawing us into this kaleidoscopic and intoxicating action. Throughout
the whole work, the presence of the author is tangible—like a true puppet master, Schumann
directs his show with a sure hand and a fine sense of humor—the finale of Carnaval, Marche
des Davidsbündler contre les Philistins (March of the League of David against the Philistines)
is written in triple time, although a march must be written in even time of two or four.

Carnaval was initially considered too difficult and strange to be performed in public. (Chopin
said that it was not music at all.) Over time, however, it became one of Schumann’s most
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popular works for piano and it is now a staple in the repertoire.

Faschingsschwank aus Wien, Op. 26 (Carnival Jest from Vienna, or Viennese Carnival) was
composed in 1839. As in Carnaval Schumann used the musical equivalent of the letters ASCH
and SCHA as they appears in the word fASCHingsSCHwAnk. Schumann at first thought of
this work as a sonata, but he changed the title before it was published. There are five
contrasting movements. The first, Allegro (Sehr Lebhaft), is the longest. It contains plenty of
different material that surrounds the main theme, which appears five times, pushing
forward through several episodes. The movement concludes with a virtuosic coda in which
the opening motive is transformed and extended upwards. The second movement, Romance
(Ziemlich Langsam), is the shortest, just one page long. This Romance is precious and intimate-

—it is rather an interlude than a true slow movement. It opens with a mournful descending
tune that keeps repeating itself, as if it cannot stop pleading. The third movement, Scherzino,
is playful, light and dance-like, filled with syncopated rhythms all through except for a few
bars in the middle. The fourth movement, Intermezzo (Mit Grosster Energie), is one of the
most emotionally charged and relentless movements that Schumann ever wrote. It is a vivid
example of genuine and untamed passion in music. The Finale (Hochst Lebhaft) is brilliant,
virtuosic and witty. It is a real Finale and should be played as such—with abandon, without
caution and…fast! Faschingsschwank concludes with a breakneck-speed coda that brings this
marvelous work to a trumpeted, victorious conclusion.

Arabeske, Op. 18 and Blumenstück (Flower Piece), Op. 19 were composed in 1839.  Schumann
said that these pieces were written in a ‘lighter, more feminine style… delicate—for ladies’.
He had left Vienna and moved to Leipzig in August of 1838 and was separated from his
beloved Clara, whose father was vehemently opposed to their proposed marriage. The
works written during this separation could be seen as the means Schumann used to convey
to Clara his longing for her and to bridge the physical distance that divided them. Arabeske
is a subtle, intimate and unpretentious work, beautifully crafted. The main episode is
presented three times without any alteration. The two middle episodes are contrasting in
character, and the conclusion (postscriptum) is dreamy and hushed. Blumenstück has five
thematic episodes (five petals), the second of which is presented three times, making it an
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DISC ONE
1-13 Kinderszenen, Op. 15
14 Arabeske, Op. 18
15 Blumenstück, Op. 19
16-23 Kreisleriana, Op. 16

DISC TWO
1-5 Faschingsschwank aus Wien, Op. 26
6-14 Waldszenen, Op. 82
15-17 Phantasie, Op. 17

DISC THREE
1-20 Albumblätter, Op. 124
21-41 Carnaval, Op. 9
 Bunte Blätter, Op. 99
42-44 Drei Stücklein
45-49 Albumblätter
50 Romance No. 2 in F-sharp major
 from 3 Romanzen, Op. 28

Total playing time  3 hours 45 minutes
With liner notes by Vladimir Feltsman


