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3. Sonata in E-flat major D 568,  Sonata in C minor D 958 NI6333
4. Sonata in A minor D 784, Sonata in A major D 959 NI6345
CDs 5/6 will be released in 2018

Schumann  
Album for the Young Op. 68,  NI6307
Kinderszenen Op. 15, Arabeske Op. 18, Blumenstück Op. 19  (3 CDs) NI6324
Kreisleriana Op. 16, Faschingsschwank aus Wien Op. 26, Waldszenen Op. 82
Phantasie Op. 17, Albumblätter Op. 124, Carnaval Op. 9, Bunte Blätter Op. 99
Drei Stücklein, Albumblätter, Romance in F-sharp major

A Tribute to Prokofiev   NI6361
Story Op. 3, Remembrance Op. 4, Prelude in C Harp Op. 12, Visions fugitives Op. 22, 
Sarcasms Op. 17, Music for Children Op. 65, Two pieces from Cinderella, 

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; Preludes: Op. 23 Nos. 4, 7, 10. Op. 32 Nos. 5, 11, 12.

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

A Tribute to Silvestrov NI6317
Music by Valentin Sivestrov, CPE Bach, Schubert, Scarlatti, Chopin, Schumann and Wagner.

Mussorgsky / Tchaikovsky  NI6211
Pictures at an Exhibition / Album for the Young

A Tribute to Tchaikovsky NI6162
Thème original et variations Op. 19 & Selections from Op. 5, 8, 10, 40, 51, 72
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Vladimir Feltsman on Nimbus
J S Bach  
7 Keyboard Concertos, with the Orchestra of St Luke’s  (2CDs) NI2541
Art of Fugue   (2CDs) NI2549
Goldberg Variations    NI2507
The Well-Tempered Clavier Books 1 & 2  (4CDs) NI2516
The Six English Suites  (2CDs) NI6176
The Six Partitas   (2CDs) NI6207
The 2-Part Inventions  & 3-Part Sinfonias NI6223
The French Suites   (2CDs) NI6314

Beethoven  
Sonatas Op. 106 ‘Hammerklavier’, Op. 101   NI2561
Sonatas Op. 109, 110, 111   NI2575
Sonatas ‘Pathetique’, ‘Moonlight’, ‘Appassionata’ NI6120
Diabelli Variations Op. 120, Andante Favori NI6257

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

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

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

Schubert (Complete Piano Sonatas on 6 CDs)
Sonata ‘Relique’  D 840,  Schnittke Sonata No. 1 NI6284
1. Sonata in G major D 894, Sonata in A minor D 537, Adagio D 612, Scherzos D 593 NI6297
2. Sonata in A major D 664, Sonata in B-flat major D 960, Grätzer Waltzer D 924 NI6298

NI 6377 3

 Alexei Stanchinsky (1888-1914) 
1 Prelude in Lydian mode (1908) 4.27
2 Four Sketches Op. 1 (1911) 5.02
  III  Vivace
  VII  Adagio teneramente
  VIII  Molto vivace
  X  Con moto

 Samuil Feinberg (1890-1962) 
3 Berceuse (1912) 5.22

 Nikolai Obukhov (1892-1954)
4 Four pieces (1912-1918) 5.38
  I  Icône No. 1 Contemplation
  II  Icône No. 2 Douleur
  III  Révélation. Le glas d’au-dela 
  IV  Vérité

 Arthur Lourié (1892-1966) 
5 Forms in the Air - after Picasso (1915) 8.46
  Forms I - III
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 Nikolai Roslavets (1881-1944) 
6 Five Preludes (1919-22) 12.32
  I  Andante affettuoso
  II  Allegretto con moto
  III  Lento
  IV  Lento
  V  Lento, rubato

 Alexander Mosolov (1900-1973) 
7 Two Nocturnes Op. 15 (1925) 5.58
  I  Elegiaco, poco stentato
  II  Adagio
8 Two Dances Op. 23b (1927) 3.59
  I  Allegro molto, sempre marcato
  II  Allegretto - lento

 Sergei Protopopov (1893-1954) 
9 Sonata No. 2 Op. 5 (1924) 15.58

 Arthur Lourié (1892-1966) 
10 A Phoenix Park Nocturne (1932) 6.39
    Total playing time 74.19
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Mr. Feltsman’s extensive discography has 
been released on the Melodiya, Sony 
Classical, and Nimbus labels. 

Mr. Feltsman is an American citizen and 
lives with his wife Haewon 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 signalled 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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Forgotten Russians
This recording brings together the works of seven composers who were born in Russia 
between 1882 and 1900. Five of them – Roslavets, Feinberg, Stanchinsky, Protopopov 
and Mosolov remained in Russia. Two – Obukhov and Lourié – emigrated to France 
after the Revolution of 1917. Nowadays, these composers are often called “Forgotten 
Russians” because their works are rarely performed and their names unknown outside 
a narrow circle of specialists and people interested in Russian art of the first quarter of 
the twentieth century.

The beginning of the twentieth century could be considered a true Renaissance of arts 
and letters in Europe and Russia. Bold new artistic movements, aesthetics, styles and 
techniques emerged very rapidly. The process of innovation and artistic reform started 
in Russia in the late 1890s and continued until the late 1920s. It was not limited to music, 
but extended to every art form – poetry and literature, visual arts, theater and 
cinematography. It encompassed such movements as suprematism (Malevich), 
abstractionism (Kandinsky) and futurism (the Burliuk brothers, and Pavel Filonov), as 
well as cutting edge experiments with language by Khlebnikon and Kruchenykh. 
Stravinsky was a leading proponent of the musical avant-garde, opening up previously 
unthinkable vistas of sound, while the writers of the “Oberiu” group (Kharms, 
Vvedensky) were building the foundation for an absurdist literature. It was a time of 
great promise for the future of the arts in Russia––a future that would never actually be 
realized.

Much has been written about the brutality and inhumanity of the Soviet regime, its rigid 
ideology and Stalin’s total control of the arts and how it affected the lives of millions of 
ordinary people (if there are such things as “ordinary” people) as well as every artistic 
endeavor in USSR. Suffice it to say that all the people in the Soviet Union were afflicted 
by constant uncertainty and fear for their lives, for their physical survival. Everyone was 
afraid to share their real views and understanding of political realities, hiding behind a 
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false sense of the safety of being good and loyal citizens of the first, the only and the 
most just socialist state. In fact, there was no safety for anyone and no one was exempt 
from Stalin’s meat grinder. Certainly this atmosphere of fear and lawlessness affected 
everyone, including creative people. For a writer or poet, for an artist or composer to 
write something ideologically questionable could mean not only a gamble with their 
social status and the risk falling into disfavor with officials, but their very life. Because 
of this it is impossible to blindly apply a universal criterion of artistic and personal 
integrity to the creative artists who lived and worked in the Soviet Union. We should be 
cautious about passing judgment from the comfort of our western safe havens, 
condemning, for example, the “lack of integrity” of someone like Dmitry Shostakovich. 
We should remember that it is easy to uphold high moral principles when your life is not 
threatened.  

Regardless of all the pressure and difficulty, or perhaps because of it, the artists who 
lived and worked in Russia produced an amazing body of work that has endured the 
test of time and deserves to be known and studied.

All the composers featured in this recording were influenced in different degrees by the 
music and artistic philosophy, the “Teaching”, of Alexander Scriabin (Roslavets, 
Obukhov, Feinberg, Mosolov and Protopopov more than Stanchinsky and Lourié).

Alexei Stanchinsky (1888-1914) lived a very short life, dying at the age of 26 by drowning, 
perhaps a suicide; his death remains a mystery. Such composers as Stravinsky, 
Prokofiev and Medtner appreciated his works highly. 

His musical talents as a pianist and composer were manifested early. He entered 
Smolensk High School, studying piano and taking lessons in composition with 
Alexander Gretchaninov, who introduced Stanchinsky to Sergei Taneev in 1907. From 
then on he studied with Taneev at the Moscow Conservatory and remained in contact 
with him for the rest of his short life. 
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Protopopov’s music follows strict harmonic progressions and rhythmic patterns 
(rhythmic modalities) with unwavering consistency. It evokes a frozen, static landscape 
that when observed closely gradually becomes mesmerizingly alive. (The ragas of Indian 
classical music can produce a similar effect.)  Several labels could be attached to his 
works – symbolism, cubo-futurism, structuralism, constructivism. Labels can be 
superficial and misleading, but the interplay between symbolist archetypes and futurist 
expressive devices is apparent in his piano sonatas. Protopopov’s output was small—
three piano sonatas, some vocal music, and an opera—but very high in quality. 

One of the very few people who supported Protopopov was Shostakovich, who tried to 
champion his works. After the war Protopopov lived in Moscow without a job or any 
apparent source of income, forgotten and poor, until his death in 1954.

The Sonata No. 2 Op. 5 for piano was written in 1924 and dedicated to Yavorsky. It is an 
incredibly powerful and uncompromising work that unfolds with resignation and 
inevitability. There is just one harmonic progression at the very core of this sonata, which 
is followed and elaborated. There is a great deal of symbolism and mysticism 
underpinning the music: feminine and masculine elements, fire and air, gravity and 
flight. It is one of the most honest and brutal scores written in the twentieth century. 

The Phoenix Park Nocturne was written by Lourié in 1932 and dedicated to James Joyce, 
who immortalized Dublin’s Phoenix Park in his Ulysses and Finnegan’s Wake. The 
influence of Joyce’s approach to writing and his circular sense of time are apparent in this 
masterfully written work. I’ve put this elegant and enigmatic nocturne at the very end 
of this rather disquieting recording as a relief and a reminder that nothing really ever 
ends (“in my end is my beginning” as T.S. Eliot wrote), that everything returns to its 
origin, that what wee see depends on us. This long gone day in Phoenix Park is still 
shimmering in Lourié’s nocturne. It will never end.

Vladimir Feltsman, 2018
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Moscow-born Sergei Protopopov (1893-1954) started piano lessons with Efraim Gelman, 
a student of Konstantin Igumnov, at the age of nine and continued to study with him for 
ten years. In 1912 Protopopov entered Moscow University as a medical student, 
completing his studies in 1917. His medical training helped him during his 
imprisonment in the Gulag during 1930s by keeping him out of hard labor, for the most 
part. While studying medicine, he started to teach piano at the music school founded by 
Gelman in Moscow, where he attended the lectures of Boleslav Yavorsky, a prominent 
musicologist, theorist and philosopher. It was a truly fateful meeting – Yavorsky became 
a major influence (along with Scriabin) who shaped Protopopov’s musical aesthetics 
and approach to composition. Protopopov and Yavorsky became lifelong partners; from 
1917 until Yavorsky’s death in 1942 they lived together as an openly gay couple. 

Protopopov taught in the Moscow State Music College in the 1920s. He published his 
most important theoretical research, “The structural elements of musical language” in 
1930. He was arrested in 1934 during the “Great Purge” and sentenced to three years in 
labor camps for “homosexual behavior,” which was considered a crime in the Soviet 
Union. He was allowed to come back to Moscow in 1937.

In the 1940s Scriabin’s daughter Maria gave Protopopov access to Scriabin’s archives 
and he undertook the arduous task of completing Scriabin’s Prefatory Action, for 
narrator, chorus, and two pianos, which was a part of the larger Mysterium that was 
intended to change no less than the course of human history, which was Scriabin’s 
ultimate goal.

In 1938, with Yavorsky’s assistance, Protopopov secured an appointment to the faculty 
of the Music Pedagogy Department of the Moscow State Conservatory, where he 
lectured on theoretical subjects until 1943. Because of the war, both Protopopov and 
Yavorsky were evacuated to Saratov in 1941 and in 1942 Yavorsky passed away there.
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In 1908, Stanchinsky’s father died, a trauma from which Stanchinsky never recovered. 
The mental instability that had been always lurking now was manifested vividly, and he 
was hospitalized with a diagnosis of schizophrenia.  After a partial recovery, 
Stanchinsky destroyed many of his early works and started to compose in a highly 
contrapuntal style utilizing canons and fugues. His musical forms became strictly 
controlled and organized. (He has been called the “Diatonic Webern”.) His best 
compositions were written between 1911 and 1914. Except for three chamber works and 
a song cycle, all of his works are written for piano.

Stanchinsky wrote Prelude in the Lydian Mode in 1908 just before his father’s death. The 
time signature of 23/16 is highly unusual. Such uneven time signatures became an 
integral part of his music and he used them often. This charming and seemingly 
innocent work is meticulously organized and executed – the Lydian mode, an 
augmented fourth, is followed consistently within a transparent three-layer texture. A 
romantic build up in the second half of this prelude leads to an explosive passage of 
descending chords reminiscent of Rachmaninoff. Aside from this, this prelude is very 
much Stanchinsky’s own.

The Sketches were written in 1911, along with one of Stanchinsky’s most important 
works, Preludes in the Form of Canons. Several discoveries and ideas in Sketches would 
later be developed by Stravinsky, Prokofiev and Shostakovich. 

Four out of the ten Sketches are included in this recording: the third, seventh, eighth and 
tenth. Parallel octaves over a wide gap are used in the third sketch; this device will 
appear often in the piano works of Shostakovich. The seventh sketch is in 10/8 time with 
seven additional flats, which are rather confusing initially and take time to adjust to. A 
folkish lullaby-like tune is accompanied by a shifting sequence of intervals in the left 
hand that creates an illusion of polytonality – just an illusion. The eighth sketch is fast 
and virtuosic; it spins and turns around its own axis in the Lydian and Phrygian modes, 
ending unexpectedly and explosively. The tenth sketch is fast, festive and brilliant. The 
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manner of writing and combinations of chords are quite similar to Stravinsky’s 
Petrushka, which was also written in 1910-11. It is highly unlikely that Stanchinsky and 
Stravinsky knew each other’s work, but both were experimenting with combining 
diatonic plain folkish tunes with polytonal harmonies and uneven rhythms, with 
somewhat similar results. It is good to remember that musical language (any language) 
belongs to nobody and has tremendous auto-creative potential within itself. Stravinsky 
and Stanchinsky simply discovered and unlocked this potential simultaneously.

Samuel Feinberg (1890-1962) was born in Odessa, but moved with his family to Moscow 
in 1894. In 1905 he entered the Moscow Conservatory, where he studied piano with 
Goldenweiser and composition with Zhilaev. After graduating in 1911 he commenced 
a successful career as a concert pianist and he continued to play concerts and make 
recordings for the rest of his life. In 1914 he performed the complete Well-Tempered 
Clavier for the first time in Moscow; there is a precious recording of Feinberg playing 
the WTC that is still relevant today. Of all the composers represented in this album, 
Feinberg’s life and career were the most orderly and successful. He taught piano at the 
Moscow Conservatory for 42 years, from the 1920s until his death in 1962, and was 
awarded high honors by the Soviet government.  

The influence of Scriabin and Medtner is tangible in the works of Feinberg, especially in 
his compositions for piano, which are at the very core of his output as a composer. The 
most important of these are his 12 piano sonatas and three concertos. There are 
numerous smaller works for piano, among them the Berceuse, written in 1912.  It 
follows a shimmering sequence of chords that repeats itself in different keys. Here 
Feinberg follows an eight-tone scale that Scriabin often used in his mature works. The 
harmonies are complex and there are plenty of dissonant chords floating around 
without disturbing the peaceful atmosphere of this mesmerizing and hushed Berceuse.

Nikolai Obukhov or Nicolas Obouhow (there are several different spellings of his name) 
was born in 1892 in Russia and died in 1952 in Paris. He was a mystic, a religious 
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musicians from the Moscow Conservatory wrote a letter to M. Kalinin, President of the 
USSR, asking for Mosolov’s release and, miraculously, his sentence was commuted to 
internal exile; he was not allowed to reside in any major city for five years.  Mosolov 
wrote to Stalin complaining of his “impossible situation” and asking him to allow his 
music to be performed and to let him work in Russia or permit him to leave Russia for 
good. Naturally, nothing came of this desperate effort. 

Mosolov traveled to Uzbekistan and Kirghizia where he collected some folkloric 
material for his future "politically correct” works. He tried hard and until the end of his 
life he continued to compose music in the accepted generic realistic manner, but it never 
quite succeeded—an eagle can’t pretend to be a worker bee. 

Mosolov’s output was substantial and some of his works have never been performed. 
There are two clear periods in his creative life; practically all of his best work had been 
written by the late 1930s. There is a peculiar mix of influences and stylistic elements in 
his music: futurism, Scriabin, and Schoenberg, with recognizable signs of what would 
later be called “polystylism.”

Two Nocturnes Op. 15, written in 1925, give a good impression of Mosolov’s style of 
writing and the boldness of his inventions. These nocturnes become pretty loud and 
aggressive as they unfold. It is hard to understand why Mosolov called these powerful 
works “nocturnes”; perhaps this was an intentional gesture of misdirection.

Two Dances Op. 23B, written in 1927, are vigorous and energetic. They bounce and hop 
around freely as if unhinged. There is a precious sense of fearlessness and freedom (are 
they not the same?) in the early works of Mosolov that is clearly present here.

Like Scriabin, whom Stravinsky called “a man without citizenship,” Roslavets, 
Protopopov, Mosolov and Obukhov were true cosmopolitans, and it is hard to find 
anything specifically Russian in their music or aesthetics.
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prominent Soviet musicologists and was effectively banned from holding any official 
position or employment. He moved to Tashkent (the capital city of Uzbekistan) in 1932 
and worked there in musical theatre for a year. He returned to Moscow in 1933, but was 
not admitted to the Composers’ Union and could not find any employment for the rest 
of his life. In 1939 he suffered a stroke that disabled him and in 1944 after a second stroke 
he died in Moscow. He was buried in Vagankovo Cemetery. His grave remained 
unmarked until the 1990s when his existence was finally officially acknowledged.

Five Preludes, written 1919-22, were clearly influenced by Scriabin’s five Preludes 
Op.74.These preludes can be seen as an elaboration and development of Scriabin’s ideas, 
as an ongoing dialogue with Scriabin that never actually ended for Roslavets.

Fame came early to Alexander Mosolov (1900-1973) with his Iron Foundry, written in 
1926, which was an immediate hit and attracted considerable attention in Russia and 
abroad – it was performed in several major European cities and in the US by the 
Cleveland Orchestra in 1930. Iron Foundry was a part of a larger work, a ballet suite 
called Steel, which was never finished. This early success was short-lived, however, and 
Mosolov joined the group of composers who had fallen out of favor with the Soviet 
establishment. 

He was born into a well-to-do artistic family in Kiev—his mother was a singer at the 
Bolshoi Theatre and his stepfather was a popular painter. The family moved to Moscow 
in 1904.  Mosolov volunteered for the Red Army First Cavalry Regiment after the 
Bolshevik revolution of 1917 (which was a coup d’état, in point of fact) and fought on 
the Polish and Ukrainian fronts until 1921 when he was discharged on medical grounds 
(suffering from what would now be termed PTSD). He entered the Moscow 
Conservatory, where he studied composition with Glière and Myaskovsky and piano 
with Igumnov. He became an accomplished pianist, but after 1926 decided to 
concentrate on composition. He was expelled from the Composers’ Union in 1936, and 
in 1937 arrested and sentenced to the Gulag for eight years. A group of well-known 
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devotee, a reformer of musical notation, a genuine innovator and inventor of new 
musical instruments. A few years before Schoenberg he started to use the 12-tone rows 
of chords. His approach was different from Schoenberg’s 12-tone technique and rules 
of engagement, and also different from the experiments of Roslavets and Lourié in this 
area. It is clear that Obukhov was at the very forefront of cutting-edge experiments into 
the possibilities and new horizons presented by the varieties of 12-tone technique. 

Obukhov invented a new system of musical notation that substituted crosses (Latin and 
Maltese crosses) for the additional signs (sharps and flats) and limited the scale to five 
tones. He invented three new instruments – the ether, crystal and croix sonore, the last 
of which was used in his opus magnum The Book of Life, which he considered his most 
important work and indeed his life’s mission.

After he emigrated to France (via Crimea and Constantinople) with his wife and two 
children, he settled in Paris, where he took lessons from Ravel, who helped him to find 
a publisher for his works. Obukhov was a strongly built man, who for a time made a 
living as a bricklayer. He achieved limited fame and recognition during his lifetime and 
his works remain largely unexplored. (They are archived in the Bibliothèque nationale 
de France, in Paris.) Messiaen was among the composers he influenced strongly.

The four short works of Obukhov recorded here were written in 1912-18: Icône I 
“Contemplation”, Icône II “Douleur”, Révélation “La Glas d’au-delà” and “Vérité”. The 
titles of these works speak for themselves, as does the music. These are authentic 
meditations and insights into the mysterious realm of our consciousness contemplating 
its own origin, far removed from worldly matters. These works evoke an alien world of 
timeless beauty.

Arthur Lourié (1892-1966) was born into a well-to-do Jewish family in the small town of 
Propoisk. He moved to Odessa in 1899 and to St. Petersburg in 1909. There he started 
his studies with Alexander Glazunov at the Conservatory. Lourié never completed his 
studies, however, and was mainly self-taught. He converted to Catholicism in 1914, 
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changing his given name to Arthur-Vincent. incorporating the name of his favorite artist, 
Vincent Van Gogh. Lourié was one of the key figures of the Russian artistic elite and the 
emerging futurist movement. He co-authored the futurist manifesto “We and the West” 
as a response to the “Manifesto of Futurism” by the Italian poet F. T. Marinetti. He 
experimented with 12-tone technique, as did Obukhov and Roslavets, and forged a new 
system of musical notation.  After the Bolshevik Revolution in 1917, Lourié became one 
of the deputies of Lunacharsky, who was in charge of all culture and the head of the 
Department of Education. In the first years of the new regime, Lunacharsky was quite 
tolerant towards a variety of new cultural movements, including futurism. The role of a 
functionary in the Bolshevik government did not suit Lourié and in 1921 he went to 
Berlin, never to return to Russia. In Berlin he met and befriended Busoni and Varèse. A 
year later he moved to Paris with the assistance of Sergei Sudeikin’s wife Vera de Bosset, 
who later became Stravinsky’s wife. Sudeikin was a formidable artist who worked with 
Diaghilev and made set designs and costumes for his ballets; Vera was a ballet dancer. 
It was Vera de Bosset who introduced Lourié to Stravinsky, an introduction that 
resulted in an intense, mutually beneficial and contentious relationship that lasted until 
1934 when they fell out for good. The sheer magnitude and creative power of 
Stravinsky’s work had an impact on Lourié, but the relationship certainly was not a 
one-way street. The works and experiments of Lourié had a tangible impact on 
Stravinsky:  Apollon Musagète, written in 1927, shows an obvious connection to 
Lourié’s A Little Chamber Music written in 1924 and Stravinsky’s Symphony of Psalms 
composed in 1930 shows the influence of Lourié’s Concerto Spirituale for chorus, piano 
and orchestra composed in1929. In his later works, Stravinsky also adopted Lourié's 
innovative style of notation.

 Lourié moved to the United States in 1940 to escape the German occupation of France 
and he remained there for the rest of his life. He tried to write music for the movies, but 
his career as a movie composer never quite took off. He continued to compose until his 
final days, in a more conventional and reserved manner.  The Phoenix Park Nocturne, 
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written in 1932 and included on this recording, is an example of the “neoclassical” style 
of writing that Lourié adopted in the mid-1920s. His numerous compositions include 
vocal and chamber music, works for piano and two operas that have never been 
performed.

Formes en l’air (à Pablo Picasso) (Forms in the Air [for Pablo Picasso]) was written in 
1915. There are three “forms” in this work, which was inspired by Picasso’s cubist 
paintings. Lourié used a new system of notation, eliminating the bar lines and 
incorporating a vertical manner of writing. Just by looking at this score, you receive an 
immediate shift of perception, which is necessary for the proper execution of this 
ground-breaking work. Lourié deftly uses our visual and auditory abilities – we can 
hear what we see and we can see what we hear.

Roslavets (1880-1942), occasionally called “the Russian Schoenberg,” produced an 
impressive output of compositions in a variety of forms.  A professional violinist as well 
as a composer, he wrote numerous works for violin, including two concertos, as well as 
chamber music (including three exceptionally fine piano trios), works for piano and 
viola, vocal music, and orchestral scores. His sense of form and his approach to 
composition were basically classical, but the musical language was certainly not. He 
advocated a “new system of sound organization” based on “synthetic chords,” an 
extension of Scriabin’s “mystic chord,” as the main organizing principle in his 
compositions.  Roslavets’s music is charged with explosive energy and volatility. His 
first works were published in Russian futurist journals in the 1910s. He wrote the first 
review of Schoenberg’s Pierrot Lunaire to be published in Russia and was one of the 
most prominent advocates for contemporary Western music there. In the late 1920s he 
became a regular target of attacks and criticism from the RAPM (Russian Association of 
Proletarian Musicians), an official organization for politically correct and ideologically 
pure music “free from all decadent and corrupt Western influences.” In the 1930s 
Roslavets became the target of a vicious, well-organized campaign by a group of 
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changing his given name to Arthur-Vincent. incorporating the name of his favorite artist, 
Vincent Van Gogh. Lourié was one of the key figures of the Russian artistic elite and the 
emerging futurist movement. He co-authored the futurist manifesto “We and the West” 
as a response to the “Manifesto of Futurism” by the Italian poet F. T. Marinetti. He 
experimented with 12-tone technique, as did Obukhov and Roslavets, and forged a new 
system of musical notation.  After the Bolshevik Revolution in 1917, Lourié became one 
of the deputies of Lunacharsky, who was in charge of all culture and the head of the 
Department of Education. In the first years of the new regime, Lunacharsky was quite 
tolerant towards a variety of new cultural movements, including futurism. The role of a 
functionary in the Bolshevik government did not suit Lourié and in 1921 he went to 
Berlin, never to return to Russia. In Berlin he met and befriended Busoni and Varèse. A 
year later he moved to Paris with the assistance of Sergei Sudeikin’s wife Vera de Bosset, 
who later became Stravinsky’s wife. Sudeikin was a formidable artist who worked with 
Diaghilev and made set designs and costumes for his ballets; Vera was a ballet dancer. 
It was Vera de Bosset who introduced Lourié to Stravinsky, an introduction that 
resulted in an intense, mutually beneficial and contentious relationship that lasted until 
1934 when they fell out for good. The sheer magnitude and creative power of 
Stravinsky’s work had an impact on Lourié, but the relationship certainly was not a 
one-way street. The works and experiments of Lourié had a tangible impact on 
Stravinsky:  Apollon Musagète, written in 1927, shows an obvious connection to 
Lourié’s A Little Chamber Music written in 1924 and Stravinsky’s Symphony of Psalms 
composed in 1930 shows the influence of Lourié’s Concerto Spirituale for chorus, piano 
and orchestra composed in1929. In his later works, Stravinsky also adopted Lourié's 
innovative style of notation.

 Lourié moved to the United States in 1940 to escape the German occupation of France 
and he remained there for the rest of his life. He tried to write music for the movies, but 
his career as a movie composer never quite took off. He continued to compose until his 
final days, in a more conventional and reserved manner.  The Phoenix Park Nocturne, 
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written in 1932 and included on this recording, is an example of the “neoclassical” style 
of writing that Lourié adopted in the mid-1920s. His numerous compositions include 
vocal and chamber music, works for piano and two operas that have never been 
performed.

Formes en l’air (à Pablo Picasso) (Forms in the Air [for Pablo Picasso]) was written in 
1915. There are three “forms” in this work, which was inspired by Picasso’s cubist 
paintings. Lourié used a new system of notation, eliminating the bar lines and 
incorporating a vertical manner of writing. Just by looking at this score, you receive an 
immediate shift of perception, which is necessary for the proper execution of this 
ground-breaking work. Lourié deftly uses our visual and auditory abilities – we can 
hear what we see and we can see what we hear.

Roslavets (1880-1942), occasionally called “the Russian Schoenberg,” produced an 
impressive output of compositions in a variety of forms.  A professional violinist as well 
as a composer, he wrote numerous works for violin, including two concertos, as well as 
chamber music (including three exceptionally fine piano trios), works for piano and 
viola, vocal music, and orchestral scores. His sense of form and his approach to 
composition were basically classical, but the musical language was certainly not. He 
advocated a “new system of sound organization” based on “synthetic chords,” an 
extension of Scriabin’s “mystic chord,” as the main organizing principle in his 
compositions.  Roslavets’s music is charged with explosive energy and volatility. His 
first works were published in Russian futurist journals in the 1910s. He wrote the first 
review of Schoenberg’s Pierrot Lunaire to be published in Russia and was one of the 
most prominent advocates for contemporary Western music there. In the late 1920s he 
became a regular target of attacks and criticism from the RAPM (Russian Association of 
Proletarian Musicians), an official organization for politically correct and ideologically 
pure music “free from all decadent and corrupt Western influences.” In the 1930s 
Roslavets became the target of a vicious, well-organized campaign by a group of 
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prominent Soviet musicologists and was effectively banned from holding any official 
position or employment. He moved to Tashkent (the capital city of Uzbekistan) in 1932 
and worked there in musical theatre for a year. He returned to Moscow in 1933, but was 
not admitted to the Composers’ Union and could not find any employment for the rest 
of his life. In 1939 he suffered a stroke that disabled him and in 1944 after a second stroke 
he died in Moscow. He was buried in Vagankovo Cemetery. His grave remained 
unmarked until the 1990s when his existence was finally officially acknowledged.

Five Preludes, written 1919-22, were clearly influenced by Scriabin’s five Preludes 
Op.74.These preludes can be seen as an elaboration and development of Scriabin’s ideas, 
as an ongoing dialogue with Scriabin that never actually ended for Roslavets.

Fame came early to Alexander Mosolov (1900-1973) with his Iron Foundry, written in 
1926, which was an immediate hit and attracted considerable attention in Russia and 
abroad – it was performed in several major European cities and in the US by the 
Cleveland Orchestra in 1930. Iron Foundry was a part of a larger work, a ballet suite 
called Steel, which was never finished. This early success was short-lived, however, and 
Mosolov joined the group of composers who had fallen out of favor with the Soviet 
establishment. 

He was born into a well-to-do artistic family in Kiev—his mother was a singer at the 
Bolshoi Theatre and his stepfather was a popular painter. The family moved to Moscow 
in 1904.  Mosolov volunteered for the Red Army First Cavalry Regiment after the 
Bolshevik revolution of 1917 (which was a coup d’état, in point of fact) and fought on 
the Polish and Ukrainian fronts until 1921 when he was discharged on medical grounds 
(suffering from what would now be termed PTSD). He entered the Moscow 
Conservatory, where he studied composition with Glière and Myaskovsky and piano 
with Igumnov. He became an accomplished pianist, but after 1926 decided to 
concentrate on composition. He was expelled from the Composers’ Union in 1936, and 
in 1937 arrested and sentenced to the Gulag for eight years. A group of well-known 
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devotee, a reformer of musical notation, a genuine innovator and inventor of new 
musical instruments. A few years before Schoenberg he started to use the 12-tone rows 
of chords. His approach was different from Schoenberg’s 12-tone technique and rules 
of engagement, and also different from the experiments of Roslavets and Lourié in this 
area. It is clear that Obukhov was at the very forefront of cutting-edge experiments into 
the possibilities and new horizons presented by the varieties of 12-tone technique. 

Obukhov invented a new system of musical notation that substituted crosses (Latin and 
Maltese crosses) for the additional signs (sharps and flats) and limited the scale to five 
tones. He invented three new instruments – the ether, crystal and croix sonore, the last 
of which was used in his opus magnum The Book of Life, which he considered his most 
important work and indeed his life’s mission.

After he emigrated to France (via Crimea and Constantinople) with his wife and two 
children, he settled in Paris, where he took lessons from Ravel, who helped him to find 
a publisher for his works. Obukhov was a strongly built man, who for a time made a 
living as a bricklayer. He achieved limited fame and recognition during his lifetime and 
his works remain largely unexplored. (They are archived in the Bibliothèque nationale 
de France, in Paris.) Messiaen was among the composers he influenced strongly.

The four short works of Obukhov recorded here were written in 1912-18: Icône I 
“Contemplation”, Icône II “Douleur”, Révélation “La Glas d’au-delà” and “Vérité”. The 
titles of these works speak for themselves, as does the music. These are authentic 
meditations and insights into the mysterious realm of our consciousness contemplating 
its own origin, far removed from worldly matters. These works evoke an alien world of 
timeless beauty.

Arthur Lourié (1892-1966) was born into a well-to-do Jewish family in the small town of 
Propoisk. He moved to Odessa in 1899 and to St. Petersburg in 1909. There he started 
his studies with Alexander Glazunov at the Conservatory. Lourié never completed his 
studies, however, and was mainly self-taught. He converted to Catholicism in 1914, 
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manner of writing and combinations of chords are quite similar to Stravinsky’s 
Petrushka, which was also written in 1910-11. It is highly unlikely that Stanchinsky and 
Stravinsky knew each other’s work, but both were experimenting with combining 
diatonic plain folkish tunes with polytonal harmonies and uneven rhythms, with 
somewhat similar results. It is good to remember that musical language (any language) 
belongs to nobody and has tremendous auto-creative potential within itself. Stravinsky 
and Stanchinsky simply discovered and unlocked this potential simultaneously.

Samuel Feinberg (1890-1962) was born in Odessa, but moved with his family to Moscow 
in 1894. In 1905 he entered the Moscow Conservatory, where he studied piano with 
Goldenweiser and composition with Zhilaev. After graduating in 1911 he commenced 
a successful career as a concert pianist and he continued to play concerts and make 
recordings for the rest of his life. In 1914 he performed the complete Well-Tempered 
Clavier for the first time in Moscow; there is a precious recording of Feinberg playing 
the WTC that is still relevant today. Of all the composers represented in this album, 
Feinberg’s life and career were the most orderly and successful. He taught piano at the 
Moscow Conservatory for 42 years, from the 1920s until his death in 1962, and was 
awarded high honors by the Soviet government.  

The influence of Scriabin and Medtner is tangible in the works of Feinberg, especially in 
his compositions for piano, which are at the very core of his output as a composer. The 
most important of these are his 12 piano sonatas and three concertos. There are 
numerous smaller works for piano, among them the Berceuse, written in 1912.  It 
follows a shimmering sequence of chords that repeats itself in different keys. Here 
Feinberg follows an eight-tone scale that Scriabin often used in his mature works. The 
harmonies are complex and there are plenty of dissonant chords floating around 
without disturbing the peaceful atmosphere of this mesmerizing and hushed Berceuse.

Nikolai Obukhov or Nicolas Obouhow (there are several different spellings of his name) 
was born in 1892 in Russia and died in 1952 in Paris. He was a mystic, a religious 
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musicians from the Moscow Conservatory wrote a letter to M. Kalinin, President of the 
USSR, asking for Mosolov’s release and, miraculously, his sentence was commuted to 
internal exile; he was not allowed to reside in any major city for five years.  Mosolov 
wrote to Stalin complaining of his “impossible situation” and asking him to allow his 
music to be performed and to let him work in Russia or permit him to leave Russia for 
good. Naturally, nothing came of this desperate effort. 

Mosolov traveled to Uzbekistan and Kirghizia where he collected some folkloric 
material for his future "politically correct” works. He tried hard and until the end of his 
life he continued to compose music in the accepted generic realistic manner, but it never 
quite succeeded—an eagle can’t pretend to be a worker bee. 

Mosolov’s output was substantial and some of his works have never been performed. 
There are two clear periods in his creative life; practically all of his best work had been 
written by the late 1930s. There is a peculiar mix of influences and stylistic elements in 
his music: futurism, Scriabin, and Schoenberg, with recognizable signs of what would 
later be called “polystylism.”

Two Nocturnes Op. 15, written in 1925, give a good impression of Mosolov’s style of 
writing and the boldness of his inventions. These nocturnes become pretty loud and 
aggressive as they unfold. It is hard to understand why Mosolov called these powerful 
works “nocturnes”; perhaps this was an intentional gesture of misdirection.

Two Dances Op. 23B, written in 1927, are vigorous and energetic. They bounce and hop 
around freely as if unhinged. There is a precious sense of fearlessness and freedom (are 
they not the same?) in the early works of Mosolov that is clearly present here.

Like Scriabin, whom Stravinsky called “a man without citizenship,” Roslavets, 
Protopopov, Mosolov and Obukhov were true cosmopolitans, and it is hard to find 
anything specifically Russian in their music or aesthetics.
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Moscow-born Sergei Protopopov (1893-1954) started piano lessons with Efraim Gelman, 
a student of Konstantin Igumnov, at the age of nine and continued to study with him for 
ten years. In 1912 Protopopov entered Moscow University as a medical student, 
completing his studies in 1917. His medical training helped him during his 
imprisonment in the Gulag during 1930s by keeping him out of hard labor, for the most 
part. While studying medicine, he started to teach piano at the music school founded by 
Gelman in Moscow, where he attended the lectures of Boleslav Yavorsky, a prominent 
musicologist, theorist and philosopher. It was a truly fateful meeting – Yavorsky became 
a major influence (along with Scriabin) who shaped Protopopov’s musical aesthetics 
and approach to composition. Protopopov and Yavorsky became lifelong partners; from 
1917 until Yavorsky’s death in 1942 they lived together as an openly gay couple. 

Protopopov taught in the Moscow State Music College in the 1920s. He published his 
most important theoretical research, “The structural elements of musical language” in 
1930. He was arrested in 1934 during the “Great Purge” and sentenced to three years in 
labor camps for “homosexual behavior,” which was considered a crime in the Soviet 
Union. He was allowed to come back to Moscow in 1937.

In the 1940s Scriabin’s daughter Maria gave Protopopov access to Scriabin’s archives 
and he undertook the arduous task of completing Scriabin’s Prefatory Action, for 
narrator, chorus, and two pianos, which was a part of the larger Mysterium that was 
intended to change no less than the course of human history, which was Scriabin’s 
ultimate goal.

In 1938, with Yavorsky’s assistance, Protopopov secured an appointment to the faculty 
of the Music Pedagogy Department of the Moscow State Conservatory, where he 
lectured on theoretical subjects until 1943. Because of the war, both Protopopov and 
Yavorsky were evacuated to Saratov in 1941 and in 1942 Yavorsky passed away there.
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In 1908, Stanchinsky’s father died, a trauma from which Stanchinsky never recovered. 
The mental instability that had been always lurking now was manifested vividly, and he 
was hospitalized with a diagnosis of schizophrenia.  After a partial recovery, 
Stanchinsky destroyed many of his early works and started to compose in a highly 
contrapuntal style utilizing canons and fugues. His musical forms became strictly 
controlled and organized. (He has been called the “Diatonic Webern”.) His best 
compositions were written between 1911 and 1914. Except for three chamber works and 
a song cycle, all of his works are written for piano.

Stanchinsky wrote Prelude in the Lydian Mode in 1908 just before his father’s death. The 
time signature of 23/16 is highly unusual. Such uneven time signatures became an 
integral part of his music and he used them often. This charming and seemingly 
innocent work is meticulously organized and executed – the Lydian mode, an 
augmented fourth, is followed consistently within a transparent three-layer texture. A 
romantic build up in the second half of this prelude leads to an explosive passage of 
descending chords reminiscent of Rachmaninoff. Aside from this, this prelude is very 
much Stanchinsky’s own.

The Sketches were written in 1911, along with one of Stanchinsky’s most important 
works, Preludes in the Form of Canons. Several discoveries and ideas in Sketches would 
later be developed by Stravinsky, Prokofiev and Shostakovich. 

Four out of the ten Sketches are included in this recording: the third, seventh, eighth and 
tenth. Parallel octaves over a wide gap are used in the third sketch; this device will 
appear often in the piano works of Shostakovich. The seventh sketch is in 10/8 time with 
seven additional flats, which are rather confusing initially and take time to adjust to. A 
folkish lullaby-like tune is accompanied by a shifting sequence of intervals in the left 
hand that creates an illusion of polytonality – just an illusion. The eighth sketch is fast 
and virtuosic; it spins and turns around its own axis in the Lydian and Phrygian modes, 
ending unexpectedly and explosively. The tenth sketch is fast, festive and brilliant. The 
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false sense of the safety of being good and loyal citizens of the first, the only and the 
most just socialist state. In fact, there was no safety for anyone and no one was exempt 
from Stalin’s meat grinder. Certainly this atmosphere of fear and lawlessness affected 
everyone, including creative people. For a writer or poet, for an artist or composer to 
write something ideologically questionable could mean not only a gamble with their 
social status and the risk falling into disfavor with officials, but their very life. Because 
of this it is impossible to blindly apply a universal criterion of artistic and personal 
integrity to the creative artists who lived and worked in the Soviet Union. We should be 
cautious about passing judgment from the comfort of our western safe havens, 
condemning, for example, the “lack of integrity” of someone like Dmitry Shostakovich. 
We should remember that it is easy to uphold high moral principles when your life is not 
threatened.  

Regardless of all the pressure and difficulty, or perhaps because of it, the artists who 
lived and worked in Russia produced an amazing body of work that has endured the 
test of time and deserves to be known and studied.

All the composers featured in this recording were influenced in different degrees by the 
music and artistic philosophy, the “Teaching”, of Alexander Scriabin (Roslavets, 
Obukhov, Feinberg, Mosolov and Protopopov more than Stanchinsky and Lourié).

Alexei Stanchinsky (1888-1914) lived a very short life, dying at the age of 26 by drowning, 
perhaps a suicide; his death remains a mystery. Such composers as Stravinsky, 
Prokofiev and Medtner appreciated his works highly. 

His musical talents as a pianist and composer were manifested early. He entered 
Smolensk High School, studying piano and taking lessons in composition with 
Alexander Gretchaninov, who introduced Stanchinsky to Sergei Taneev in 1907. From 
then on he studied with Taneev at the Moscow Conservatory and remained in contact 
with him for the rest of his short life. 
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Protopopov’s music follows strict harmonic progressions and rhythmic patterns 
(rhythmic modalities) with unwavering consistency. It evokes a frozen, static landscape 
that when observed closely gradually becomes mesmerizingly alive. (The ragas of Indian 
classical music can produce a similar effect.)  Several labels could be attached to his 
works – symbolism, cubo-futurism, structuralism, constructivism. Labels can be 
superficial and misleading, but the interplay between symbolist archetypes and futurist 
expressive devices is apparent in his piano sonatas. Protopopov’s output was small—
three piano sonatas, some vocal music, and an opera—but very high in quality. 

One of the very few people who supported Protopopov was Shostakovich, who tried to 
champion his works. After the war Protopopov lived in Moscow without a job or any 
apparent source of income, forgotten and poor, until his death in 1954.

The Sonata No. 2 Op. 5 for piano was written in 1924 and dedicated to Yavorsky. It is an 
incredibly powerful and uncompromising work that unfolds with resignation and 
inevitability. There is just one harmonic progression at the very core of this sonata, which 
is followed and elaborated. There is a great deal of symbolism and mysticism 
underpinning the music: feminine and masculine elements, fire and air, gravity and 
flight. It is one of the most honest and brutal scores written in the twentieth century. 

The Phoenix Park Nocturne was written by Lourié in 1932 and dedicated to James Joyce, 
who immortalized Dublin’s Phoenix Park in his Ulysses and Finnegan’s Wake. The 
influence of Joyce’s approach to writing and his circular sense of time are apparent in this 
masterfully written work. I’ve put this elegant and enigmatic nocturne at the very end 
of this rather disquieting recording as a relief and a reminder that nothing really ever 
ends (“in my end is my beginning” as T.S. Eliot wrote), that everything returns to its 
origin, that what wee see depends on us. This long gone day in Phoenix Park is still 
shimmering in Lourié’s nocturne. It will never end.

Vladimir Feltsman, 2018



16                 NI 6377

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 signalled 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.

NI 6377 5

Forgotten Russians
This recording brings together the works of seven composers who were born in Russia 
between 1882 and 1900. Five of them – Roslavets, Feinberg, Stanchinsky, Protopopov 
and Mosolov remained in Russia. Two – Obukhov and Lourié – emigrated to France 
after the Revolution of 1917. Nowadays, these composers are often called “Forgotten 
Russians” because their works are rarely performed and their names unknown outside 
a narrow circle of specialists and people interested in Russian art of the first quarter of 
the twentieth century.

The beginning of the twentieth century could be considered a true Renaissance of arts 
and letters in Europe and Russia. Bold new artistic movements, aesthetics, styles and 
techniques emerged very rapidly. The process of innovation and artistic reform started 
in Russia in the late 1890s and continued until the late 1920s. It was not limited to music, 
but extended to every art form – poetry and literature, visual arts, theater and 
cinematography. It encompassed such movements as suprematism (Malevich), 
abstractionism (Kandinsky) and futurism (the Burliuk brothers, and Pavel Filonov), as 
well as cutting edge experiments with language by Khlebnikon and Kruchenykh. 
Stravinsky was a leading proponent of the musical avant-garde, opening up previously 
unthinkable vistas of sound, while the writers of the “Oberiu” group (Kharms, 
Vvedensky) were building the foundation for an absurdist literature. It was a time of 
great promise for the future of the arts in Russia––a future that would never actually be 
realized.

Much has been written about the brutality and inhumanity of the Soviet regime, its rigid 
ideology and Stalin’s total control of the arts and how it affected the lives of millions of 
ordinary people (if there are such things as “ordinary” people) as well as every artistic 
endeavor in USSR. Suffice it to say that all the people in the Soviet Union were afflicted 
by constant uncertainty and fear for their lives, for their physical survival. Everyone was 
afraid to share their real views and understanding of political realities, hiding behind a 
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 Nikolai Roslavets (1881-1944) 
6 Five Preludes (1919-22) 12.32
  I  Andante affettuoso
  II  Allegretto con moto
  III  Lento
  IV  Lento
  V  Lento, rubato

 Alexander Mosolov (1900-1973) 
7 Two Nocturnes Op. 15 (1925) 5.58
  I  Elegiaco, poco stentato
  II  Adagio
8 Two Dances Op. 23b (1927) 3.59
  I  Allegro molto, sempre marcato
  II  Allegretto - lento

 Sergei Protopopov (1893-1954) 
9 Sonata No. 2 Op. 5 (1924) 15.58

 Arthur Lourié (1892-1966) 
10 A Phoenix Park Nocturne (1932) 6.39
    Total playing time 74.19
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Mr. Feltsman’s extensive discography has 
been released on the Melodiya, Sony 
Classical, and Nimbus labels. 

Mr. Feltsman is an American citizen and 
lives with his wife Haewon in upstate 
New York.

www.feltsman.com
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Vladimir Feltsman on Nimbus
J S Bach  
7 Keyboard Concertos, with the Orchestra of St Luke’s  (2CDs) NI2541
Art of Fugue   (2CDs) NI2549
Goldberg Variations    NI2507
The Well-Tempered Clavier Books 1 & 2  (4CDs) NI2516
The Six English Suites  (2CDs) NI6176
The Six Partitas   (2CDs) NI6207
The 2-Part Inventions  & 3-Part Sinfonias NI6223
The French Suites   (2CDs) NI6314

Beethoven  
Sonatas Op. 106 ‘Hammerklavier’, Op. 101   NI2561
Sonatas Op. 109, 110, 111   NI2575
Sonatas ‘Pathetique’, ‘Moonlight’, ‘Appassionata’ NI6120
Diabelli Variations Op. 120, Andante Favori NI6257

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

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

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

Schubert (Complete Piano Sonatas on 6 CDs)
Sonata ‘Relique’  D 840,  Schnittke Sonata No. 1 NI6284
1. Sonata in G major D 894, Sonata in A minor D 537, Adagio D 612, Scherzos D 593 NI6297
2. Sonata in A major D 664, Sonata in B-flat major D 960, Grätzer Waltzer D 924 NI6298
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 Alexei Stanchinsky (1888-1914) 
1 Prelude in Lydian mode (1908) 4.27
2 Four Sketches Op. 1 (1911) 5.02
  III  Vivace
  VII  Adagio teneramente
  VIII  Molto vivace
  X  Con moto

 Samuil Feinberg (1890-1962) 
3 Berceuse (1912) 5.22

 Nikolai Obukhov (1892-1954)
4 Four pieces (1912-1918) 5.38
  I  Icône No. 1 Contemplation
  II  Icône No. 2 Douleur
  III  Révélation. Le glas d’au-dela 
  IV  Vérité

 Arthur Lourié (1892-1966) 
5 Forms in the Air - after Picasso (1915) 8.46
  Forms I - III
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3. Sonata in E-flat major D 568,  Sonata in C minor D 958 NI6333
4. Sonata in A minor D 784, Sonata in A major D 959 NI6345
CDs 5/6 will be released in 2018

Schumann  
Album for the Young Op. 68,  NI6307
Kinderszenen Op. 15, Arabeske Op. 18, Blumenstück Op. 19  (3 CDs) NI6324
Kreisleriana Op. 16, Faschingsschwank aus Wien Op. 26, Waldszenen Op. 82
Phantasie Op. 17, Albumblätter Op. 124, Carnaval Op. 9, Bunte Blätter Op. 99
Drei Stücklein, Albumblätter, Romance in F-sharp major

A Tribute to Prokofiev   NI6361
Story Op. 3, Remembrance Op. 4, Prelude in C Harp Op. 12, Visions fugitives Op. 22, 
Sarcasms Op. 17, Music for Children Op. 65, Two pieces from Cinderella, 

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; Preludes: Op. 23 Nos. 4, 7, 10. Op. 32 Nos. 5, 11, 12.

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

A Tribute to Silvestrov NI6317
Music by Valentin Sivestrov, CPE Bach, Schubert, Scarlatti, Chopin, Schumann and Wagner.

Mussorgsky / Tchaikovsky  NI6211
Pictures at an Exhibition / Album for the Young

A Tribute to Tchaikovsky NI6162
Thème original et variations Op. 19 & Selections from Op. 5, 8, 10, 40, 51, 72
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Modern reconstruction of the Croix Sonore 
at the musée de L’Opéra, Paris

First page of the score of Arthur Lourié’s 
‘Forms in the Air’
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