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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.

Mr. Feltsman’s extensive discography has been released on the Melodiya, Sony Classical, and
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Mr. Feltsman is an American citizen and lives with his wife Haewon in upstate New York.
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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. 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. 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 (not to
be confused with lack of confidence in himself as an artist) and vulnerable man and his
personality is clearly reflected in his music.

Schubert found his voice early (the song 'Erlking' was written in 1815 by the 18-year-old
composer) 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 600 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,
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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 worldview and 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' (Novalis).  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 very 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 life.
Schubert’s sense of time is not directional and sequential, but interior: it follows the intricate
patterns of his feelings and emotions, joys and sorrows, tension and resolutions. His musical
time flows in multiple directions, as in a dream world. Because of this his musical logic is not
exactly rational and 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 (read:
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chord.  After several attempts to break free of this circle of repetitions, the chords are quieted
and we are delivered to the calmer waters of the dominant key of C-sharp major. There is a
transition - a four bar phrase repeated three times - into the main theme presented in a more
elaborate texture. A final, brief, outburst fades away into arpeggiated chords.

The Scherzo opens with similar chords, which also echo the opening bars of the first
movement. This Scherzo is short, witty and brilliant. The Trio section, in D major, uses the
octave jump motif once again, note how it is reversed in the first part, leaping up two octaves.
Thematic connections multiply: the theme of the Trio is rhythmically connected to the theme
of the second movement, and the Scherzo’s subsidiary theme has the identical shape of the
third bar of the second movement.

For the Finale Schubert reused a tune that he had composed in 1817 for the finale of his Sonata
in A minor D537. It is the longest finale of all Schubert’s sonatas. He allows his themes to play
around in different variations without concerns about time – all is well here, and there is no
need to be concern about time. Some turbulence in the central episode introduces a Manheim
Rocket effect - an ascending broken chord that shoots up across the keyboard (also a reversal
of the initial descending arpeggios from the first movement). Things gradually calm down
and lead to a false recapitulation in F-sharp major, abandoned after nine bars when the real
one begins properly in the home key. Leisurely pleasures and walks through familiar terrain
returns. When eventually the main theme returns for the last time, it is interrupted by a series
of long pauses terminating in an unresolved dominant chord. The Coda (Presto) starts softly,
but rapidly gains momentum and power. It is pushed forward by rising arpeggios, and a
repeated motif in the left hand derived from the last bar of the main theme. After four full
chords and a brief pause, the second theme from the first movement returns in abbreviated
form. Unison arpeggio in both hands unwind and the main theme of the first movement
returns in full power and glory. This incredible sonata ends as it begins with the victorious
opening gesture completing a full circle and fulfilling its mission.

© 2017 Vladimir Feltsman
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each work and across all three. These sonatas contain common thematic material, intervals,
rhythmical formulas, and textures such that they are bound together into a real cycle, and a
coherent whole.

Sonata D 959 starts assertively, its full ‘orchestral’ sound a triumphant declaration of power.
The first bars contain the most important thematic, harmonic, rhythmical and textural
material for the whole work, as is the case in Beethoven’s sonatas. The main theme includes a
crucially important octave jumps in the bass that becomes a major building block and binds
this sonata together. At the end of the sixth bar the theme stops on a dominant harmony and
wanders away in a sequence of descending arpeggio passages. The main theme reappears in
the recapitulation in full force. But in the coda it returns subdued and transformed: it is
magically extended beyond 6 bars to a full 18 bars, as if only now, at the very end, Schubert
lets himself tell us the whole story. The tonal design of the exposition is quite conventional,
which is unusual for Schubert, and the exposition ends with the second theme in the
dominant key of E major. The development shifts immediately to C major, using the same
four bar theme, now skilfully and subtly manipulated: bars 3 and 4, and bars 1 and 2, of the
original theme have switched places. This tune moves through four different keys over
repeated chords (a similar texture is used also in the development section of the B-flat major
sonata first movement) until it reaches the dominant key of E. Gradually building tension and
a series of familiar octave jumps that originate from the opening bars deliver us home to the
main theme - there are plenty of subtle connections and self-references that become more and
more apparent and relevant if one looks closely.  The recapitulation is traditional and stays in
the tonic key, but the final bars are certainly not conventional: here the descending arpeggio
of the main theme is reversed and repeated, in the tonic, then in distant B-flat major
(technically an ‘Italian sixth’) before closing back in A major - a truly magic ending.

The second movement Andantino is in the relative minor key, F-sharp minor. It is a ‘lied’
evoking the atmosphere of Winterreise. A simple, closely constructed melody is accompanied
by a repeated sigh, the falling octave now transformed, along with a pizzicato bass note. The
volatile middle episode starts as improvisation, but takes on a life of its own, as if out of
control, wandering through different keys until, on an explosive chord, it suddenly stops. A
voice, in recitative, appears, it tries to say something, but is cut off again and again by the loud
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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. 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 starts
where words cannot reach.

Schubert wrote eleven complete sonatas between 1817 and 1828. He also composed
movements for several sonatas which he left unfinished.

Sonata in A minor D784 is one of the most important singular works in Schubert’s output that
stays apart from his previous and later sonatas. It is an austere, almost minimalistic work that
achieves a profound and lasting impact. It is one of the darkest and most unsettling pieces he
ever wrote and one of the most confessional.

It was written in February of 1823, a year after Schubert’s incurable at that time illness become
apparent. He was in his mid 20s, a single man without a job and career, any steady income or
clear path to the future, without real status in society. Schubert was a sincere man who was
not afraid to say what he meant and to make himself vulnerable by opening his heart.
However, there is a danger of drawing direct parallels between the life of the artist and his
works. Creative process is complex and multi-layered and there are no boundaries or limita-
tions of what can influence it. In the words of great Russian poet Anna Akhmatova: “If you
would only knew from what refuse the poems grow.”  The real value and true personality of
the artist are revealed in his art, not in his life.

There is a sense of confinement and resignation, a sense of being trapped in a situation that
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can’t be resolved. From the very beginning we are entering an unsettling space. By simple and
frugal means Schubert transfers his vulnerable state of being into his music that immediately
grips anyone capable to connect to it. Certainly, people perceive music differently and there
could never be just one way to read and understand the score, but the overall message of this
sonata is clear enough – for the first time in his short, but incredibly intense inner life,
Schubert was forced to grapple face to face with death.

First movement Allegro giusto opens with an austere theme played in empty octaves that are
slowly sliding down depleted of energy (these bare octaves become a powerful tool of
expression and used time and again in this sonata including its very last bars).  The initial
theme is eight bars long that subtly mirrors itself in the fifth bar in the bass. The principal of
inversion and reflection is present in this sonata horizontally in melody, vertically
harmonically, diagonally in distribution of time through rhythmical patterns and in the
overall idea of the form. Self-reflection of musical material would become an indispensable
device and one of the organizing principals in the works of Mahler, Schoenberg, Shostakovich
and Schnittke.

A sigh figure appears in the ninth bar – this imploring gesture becomes a structural element
that binds this movement together. The main theme reappears in full force in octaves in both
hands brutally interrupted twice by the syncopated sequence of chords that deliver us to the
subdominant key D minor, that could be considered as the second tonic. The theme carries on
with high intensity for several bars and suddenly drops down. A benign second theme in
dominant major contains the elements of the main theme. It follows a recurrent rhythmical
pattern, frequently used by Schubert, of two half notes and four quarter notes over the
ostinato bass, as if trying to calm things down. This blissful state does not last long and the
main theme reappears at the end of exposition. In the development, the state of emotional
volatility rises to a truly high pitch - there are tangible elements of funeral march augmented
by the syncopated rhythm. But, the mood changes rapidly and the second half of the
development is peaceful and wistful - the dotted rhythm is still present, but is not threatening
anymore. The recapitulation is literal. The first movement closes with a series of repeated sigh
motives - exhale, inhale, exhale, inhale, as if Schubert needed to catch his breath after
everything that happened.
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The second movement Andante is a glimpse into the past untainted by the awareness of
Schubert’s present state of apparent mortality.  This Andante is written in the form of a Rondo,
but it is a ‘small’ Rondo with just one theme. This theme contains a hidden sigh gesture in the
third bar. There are short syncopated intrusions in between the phrases of the theme.
Gradually, these alien intrusions take a life of their own and become an important expressive
gesture and connective tissue. The theme returns for one last time, mirroring the beginning of
the movement, which closes with three hushed chords, exactly as the first movement did.

The theme of the Finale, Allegro vivace, is a modification of the ‘intrusions’ from the second
movement, here in the guise of running triplets. These sequences of running and overlapping
triplets in both hands bring to mind a certain type of nightmare that evolve around a word or
syllable, which keeps repeating and overlapping itself, unable to stop. The Finale is an
incomplete Rondo with only two themes instead of the minimum three required for a Rondo
proper. The second theme, presented twice, contains inverted triplets from the main theme.
The D-flat major episode attempts, briefly, to escape from the circle of repetitions, but after
only eight bars of carefree runs the overlapping pattern of triplets returns. All attempts to
delay the unavoidable are in vain. The Sonata closes with the main theme played in raging
octaves at full force, and it ends violently and irreversibly with four crushing chords.

This relatively short sonata, by Schubert’s standards, is one of the most authentic, prophetic
and enigmatic works ever written.

Sonata in A major D959 was written in 1828, the last year of Schubert’s life, very rapidly
alongside the sonatas in C minor and B-flat major, just a few month before his death. The
speed, quality and quantity of Schubert’s output in the last year of his life are a marvel. In his
last year, Schubert wrote some of the most important work that sums up his ideas, inspiration
and ambitions as a composer. These incredible works were written by the artist at the peak of
his creative powers with clarity and precision. In these works, including the last three sonatas,
Schubert points the ways to resolving the perennial conflicts of existence: his final message
seems to be that of acceptance and reconciliation. Towards the end of his life, Schubert was
learning to accept death as a promise, as a blessing…

The three last sonatas are a trilogy, a cycle. Schubert develops and elaborates his ideas within
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4-7 Sonata in A major D 959 (1828)

Total playing time 65.15
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