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Vladimir Feltsman
 DISC ONE

1 12 Valses nobles D 969 (pub.1827) 8.35

 Sonata in A-flat major D 557 (1817) 11.44
2 I Allegro moderato 3.50
3 II Andante 3.26
4 III Allegro 4.28

5 Scherzo in D D 570 (1817) Allegro vivace 3.12

 Klavierstücke D 459 (1816) 22.34
6 [I] Allegro moderato D 459/1  8.03
7 [II] Adagio D 459/3 6.14
8 [III] Scherzo con trio. Allegro D 459/4  3.15
9 [IV] Scherzo. Allegro D 459/2  5.02

 Klavierstücke D 946 (1828) 29.26
10 I Allegro assai 11.06
11 II Allegretto 13.36
12 III Allegro 5.44
                                                               Total playing time 76.30
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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.

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, 

Forgotten Russians NI6377
Music by Stanchinsky, Feinberg, Obukhov, Lourié, Roslavets, Mosolov, and Protopopov
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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.
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Chopin
The Complete Waltzes & Impromptus   NI6184
Four Ballades, Fantasie in F minor, Polonaise-Fantasie  NI6128
The Complete Nocturnes, Barcarolle, Berceuse  (2CDs) NI6126

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

Brahms
4 Balladen Op. 10, 8 Klavierstucke Op. 76, 2 Rhapsodien Op. 79,  (2 CDs) NI6365
7 Fantasien Op. 116, 3 Intermezzi Op. 117, 6 Klavierstucke Op. 118, 
4 Klavierstucke Op. 119

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

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

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.
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 DISC TWO

 Sonata in E major D 157 (1815) 29.05
1 I  Allegro ma non troppo 8.24
2 II Andante 8.36
3 III Menuetto. Allegro vivace 4.32
4 [IV] Klavierstücke D 459/5 Allegro patetico 7.33

5 Adagio in G major D 178 (1815) 6.35

6 Allegretto in C minor D 915 (1827) 5.47

 Sonata in C major D 840 ‘Reliquie’ (1825) 31.48
7 I Moderato 20.33
8 II Andante 11.15
     Total playing time 73.15

Recorded by Nimbus Records at Wyastone Leys, Monmouth, UK
 Sonata in C ‘Reliquie’ March 2014, all other tracks January 2019

Engineering and Production by Adrian Farmer
Cover picture: Caspar David Friedrich ‘Frau vor untergehender Sonne’ (Woman before the setting sun)

Photograph of Vladimir Feltsman by Robert Millard, 2012
c 2020 Wyastone Estate Limited © 2020 Wyastone Estate Limited 
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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, and of the future that would 
never be. 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 The 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 
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streams out from the opening thematic (and rhythmical) formula. This makes the 
whole movement monothematic—a second theme is actually a modification of the first 
and there is no other material to be found. It is one of the longest movements in 
Schubert, ambitious in harmonic and formal design. The development section is purely 
orchestral, as if the piano conveniently just happened to be at hand. Schubert’s writing 
is bold and uncompromising.  The second movement opens with two sigh motives—it 
is a lied that reappears twice in varied surroundings. The middle episode introduces a 
new tune as well as unexpected turbulence and drama. A magic coda, which brings 
together the two movements, ends in a similar fashion with three hushed tonic chords. 

Vladimir Feltsman
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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, 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 indispensable 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 



6                 NI 6392

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: 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’s early death was one the greatest losses in all of music history. Luckily for us, 
Schubert was also one of the greatest gifts that music ever received.

 Most of Schubert’s works were not published until after his death and the publishers 
took considerable liberties in packaging and labeling his music to attract potential 
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in nine bars instead of the conventional eight. Such irregularities (extensions) become 
one of Schubert’s recognizable fixtures that make his sense of time uniquely his own. 
Two flashy little cadenzas come out of nowhere before the main theme returns for the 
last time to say a hushed goodbye.

Allegretto in C minor D. 915 has been written down in the album of his friend 
Ferdinand Walcher April 26 1827 as a farewell gift on occasion of his departure to 
Venice. There is a story by Beethoven’s secretary Schindler that Schubert visited dying 
Beethoven in April 1827. True or not, this story initiated yet another story that this 
Allegretto was written as a gesture of respect for Beethoven who just died, pointing out 
that C minor is a traditional funeral key and the time signature and the manner of 
presentation of the main theme refers to the Scherzo of Beethoven’s Fifth Symphony… 
This Allegretto is in a quite perfect ternary form. The theme is repeated twice in unison 
octaves followed by a deftly crafted canon that turns back into unison and brings us to 
a stop on the dominant before the main theme returns in C major. The middle episode 
in A-flat major anticipates Brahms: it breathes gently in and out, in and out until the 
main theme naturally returns.

The Sonata in C major (“Reliquie”) D. 840 got its nickname because it was thought to 
be Schubert’s last sonata, but it was actually written in 1825. Schubert left several 
unfinished sonatas and D 840 is unquestionably the greatest of them. The first and 
second movements are complete; the third and fourth are not. It is one of the most 
ambitious, complex, monumental and prophetic works Schubert ever conceived. As in 
the “Unfinished Symphony”, the two movements of the “Reliquie” sonata work as one 
unified whole. The first movement is symphonic (orchestral) in manner of writing and 
scale. It could be seen as a preview of the “Great” symphony in C major. After a hiatus 
of two years, Schubert has returned to piano sonatas with new goals and ambitions: he 
wants to compose large scale works, mostly symphonic, and is trying his hand and 
experimenting with this mode of writing. All the material of the first movement 



10                 NI 6392

The second movement Andante is an unmistakable Schubertian gem, perhaps the very 
first work in which the unique voice of Schubert is fully present. The main tune is 
simple, melancholy and wistful. When the main theme returns at the end of the first 
episode there is a magical moment that introduces an orchestral pizzicato effect in the 
left hand that accompanies the theme on top. The middle episode in C major changes 
the mood completely with repeated chords in the bass and answers on top.  Repeated 
chords (or notes) would become one of the favorite devices in Schubert’s toolbox. The 
main theme returns in the last episode accompanied by a repeated single note.

The third movement Menuetto is in B major. This indicates that Schubert wanted to 
write a proper finale for this sonata. This Menuetto is akin to a Scherzo in its character 
and brisk tempo. The Trio in the middle foreshadows the Trio in Schubert’s Grand 
Sonata in D major D. 850, written ten years later in 1825. 

In this recording I have taken the liberty of adding Allegro patetico, the last work in Funf 
Klavierstücke D. 459 (a), as a Finale for this sonata. Funf Klavierstücke, (sometimes called 

“Sonata in Five Movements”) was put together 15 years after Schubert’s death, with no 
clear evidence of what his intentions might have been. Of course I do not pretend to 
know this myself, but I think musicians who study and play such works are no less 
qualified to make their own decisions about the order of the movements than were the 
editors who compiled them initially. The main reason for adding a Finale to this sonata 
is purely musical, of course. The Sonata in E major D. 157 and Allegro patetico were 
written less than a year apart and share certain common musical material and 
harmonic patterns. Allegro patetico that is more dense and assertive in its character 
becomes the accumulative outcome of the whole work, a real Finale for this sonata. 
Finally, to state the obvious, Allegro patetico shares the tonic key of E major with the first 
movement of the sonata. 

Adagio in G major was written in 1815. There are two versions of this work, the second 
of which is incomplete. It opens with a simple tune that is unmistakably Schubertian, 
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buyers. Unlike Brahms, Schubert was not well-organized and gave little thought to the 
safe-keeping and preservation of his manuscripts. He never really had a permanent 
home and when he died his manuscripts were scattered widely. Schubert was 
extremely productive and there are numerous miscellaneous pieces, movements, 
sketches and unfinished works which lack clear indications of his intentions.  After 
Schubert’s death, his brother Ferdinand did his best to collect and organize the various 
manuscripts. Since then new manuscripts have been discovered from time to time and 
we might still be lucky enough to see a previously unknown work. 

12 Valses Nobles D. 969 may have been written in 1826, and was given this title by the 
publisher Tobias Haslinger in 1827. This is one of Schubert’s best and most popular 
collections of dances. There is plenty of humor, unexpected harmonic junctions, mood 
swings and contagious rhythmic drive in these perhaps not always “Noble”, but 
always delightful Valses.

Sonata in A-flat major D. 577 was composed in May of 1817. It has three movements. 
The last, which has all qualities of a Finale, is written in E-flat major. This presents us 
with two possibilities: either Schubert intended to write a fourth movement, a real 
Finale in the tonic key, or he considered this work complete and simply ended it in 
another key, which would not have been a unique case for Schubert. This delightful 
sonata is one of Schubert’s few genuinely sunny, carefree works. It is quite short, only 
12 minutes or so, because of the absence of a slow movement. The influence of Haydn 
is palpable.

Scherzo in D major D. 570 was written in 1817, a very fruitful year for Schubert, 
particularly with respect to piano music. It begins as a dance (a waltz or a ländler) and 
follows the well-established order of a proper Scherzo or Menuetto with a Trio in the 
middle. There are clear feminine and masculine elements here, but no tension or 
problems needing to be resolved in its dialogue. It’s just one delightful little gem 
among many in the miscellaneous works of Schubert that we were fortunate to inherit.
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The Funf Klavierstücke D. 459(a) was written in 1816. The autograph of this work was 
found in 1930 and it became apparent that Schubert was not writing a random 
collection of movements but a sonata. There is a first and a last movement, a slow 
movement and two Scherzos. The writing is precise and amazingly mature for a 
19-year-old composer. There are clear references to the flamboyant, virtuosic style of 
Hummel and Weber that was in vogue at the time. There can be no certainty about the 
intended order of these movements. The first Scherzo is actually written in sonata form 
and could work either as the first movement or as the Finale. The second Scherzo is a 
proper one with a Trio and could (or should) be used as the third movement in a 
four-movement sonata. Since on this recording the fifth movement, Allegro patetico, has 
become the Finale for the E major sonata D. 157, the first Scherzo has become the Finale 
here. I realize it might look frivolous, unjustified and arrogant to move around the 
movements in an established works in Schubert’s canon. These ‘adjustments’ make 
sense to me musically, however, and I am ready to accept any blame or glory for my 
presumptions.

Drei Klavierstücke D. 946 was written during the last year of Schubert’s life, 1828, and 
published by Brahms, a great admirer and champion of Schubert, in 1868. These three 
works are essentially impromptus and it is quite possible that Schubert was 
considering adding a fourth piece to make a collection in the manner of his two sets of 
four impromptus, D. 90 and D. 142. I was tempted to put the Allegretto in C minor D 
915 in between second and third Klavierstucke, but decided to resist this temptation.

The first piece is in E-flat minor/major, written in ABA form with contrasting outer and 
middle parts. It starts without any deliberation or warning with running triplets in the 
bass and a short, syncopated call on top. There is a sense of anxiety and restlessness in 
this work, which rushes ahead as if afraid of running out of time. The main theme 
returns in E-flat major and anxiety and restlessness are transformed into joyous and 
playful feelings. The middle part in B major, also structured in ABA form, is meditative 
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and peaceful, foreshadowing Brahms’ use of shifting chords. In the middle there are 
two unexpected flourishes of scales going up and down. The main theme returns and 
is repeated verbatim.

The second piece is in E-flat major with two episodes in the middle. It is hard to 
pinpoint the exact form of this work, which seems to be unique. A simple tune comes 
in on top accompanied by a pattern of triplets in the left hand in the same manner as 
the beginning of the first piece. The tune starts out in exactly the same way as the first 
piece, with a repeated B-flat on top, but here it produces a completely different effect. 
Two middle episodes introduce new thematic material that is presented and elaborated 
without any concern for the time taken. The main theme returns and is presented 
plainly without repeats.

The heavily syncopated Finale, Allegro in C major, has a tangible rustic flavor in its 
outer parts: it is witty, funny, festive and quite virtuosic. The middle part (ABA again) 
is pure magic that only Schubert could create. One rhythmic sequence of two short and 
two long notes is repeated ceaselessly as if hypnotized by itself. Linear time is 
suspended and converted into a circling flow that keeps moving round and round 
murmuring to itself. The main theme returns and rushes forward until it reaches the 
Coda that closes this Allegro with syncopations, panache and brilliance.

Sonata in E major D. 157 was written in February of 1815. It was probably the 
18-year-old Schubert’s very first attempt to write a piano sonata. Like several other 
compositions of Schubert this sonata is incomplete, lacking a final movement. 

The first movement Allegro ma non troppo presents rather generic musical material full 
of ascending arpeggios and descending scales that create a joyful, lighthearted 
atmosphere. The second theme, an extension of the main theme, is delightfully 
humorous and ticklish, and keeps jumping around. This second theme is elaborated in 
a rather short development. The recapitulation is literal.



8                 NI 6392

The Funf Klavierstücke D. 459(a) was written in 1816. The autograph of this work was 
found in 1930 and it became apparent that Schubert was not writing a random 
collection of movements but a sonata. There is a first and a last movement, a slow 
movement and two Scherzos. The writing is precise and amazingly mature for a 
19-year-old composer. There are clear references to the flamboyant, virtuosic style of 
Hummel and Weber that was in vogue at the time. There can be no certainty about the 
intended order of these movements. The first Scherzo is actually written in sonata form 
and could work either as the first movement or as the Finale. The second Scherzo is a 
proper one with a Trio and could (or should) be used as the third movement in a 
four-movement sonata. Since on this recording the fifth movement, Allegro patetico, has 
become the Finale for the E major sonata D. 157, the first Scherzo has become the Finale 
here. I realize it might look frivolous, unjustified and arrogant to move around the 
movements in an established works in Schubert’s canon. These ‘adjustments’ make 
sense to me musically, however, and I am ready to accept any blame or glory for my 
presumptions.

Drei Klavierstücke D. 946 was written during the last year of Schubert’s life, 1828, and 
published by Brahms, a great admirer and champion of Schubert, in 1868. These three 
works are essentially impromptus and it is quite possible that Schubert was 
considering adding a fourth piece to make a collection in the manner of his two sets of 
four impromptus, D. 90 and D. 142. I was tempted to put the Allegretto in C minor D 
915 in between second and third Klavierstucke, but decided to resist this temptation.

The first piece is in E-flat minor/major, written in ABA form with contrasting outer and 
middle parts. It starts without any deliberation or warning with running triplets in the 
bass and a short, syncopated call on top. There is a sense of anxiety and restlessness in 
this work, which rushes ahead as if afraid of running out of time. The main theme 
returns in E-flat major and anxiety and restlessness are transformed into joyous and 
playful feelings. The middle part in B major, also structured in ABA form, is meditative 

NI 6392 9

and peaceful, foreshadowing Brahms’ use of shifting chords. In the middle there are 
two unexpected flourishes of scales going up and down. The main theme returns and 
is repeated verbatim.

The second piece is in E-flat major with two episodes in the middle. It is hard to 
pinpoint the exact form of this work, which seems to be unique. A simple tune comes 
in on top accompanied by a pattern of triplets in the left hand in the same manner as 
the beginning of the first piece. The tune starts out in exactly the same way as the first 
piece, with a repeated B-flat on top, but here it produces a completely different effect. 
Two middle episodes introduce new thematic material that is presented and elaborated 
without any concern for the time taken. The main theme returns and is presented 
plainly without repeats.

The heavily syncopated Finale, Allegro in C major, has a tangible rustic flavor in its 
outer parts: it is witty, funny, festive and quite virtuosic. The middle part (ABA again) 
is pure magic that only Schubert could create. One rhythmic sequence of two short and 
two long notes is repeated ceaselessly as if hypnotized by itself. Linear time is 
suspended and converted into a circling flow that keeps moving round and round 
murmuring to itself. The main theme returns and rushes forward until it reaches the 
Coda that closes this Allegro with syncopations, panache and brilliance.

Sonata in E major D. 157 was written in February of 1815. It was probably the 
18-year-old Schubert’s very first attempt to write a piano sonata. Like several other 
compositions of Schubert this sonata is incomplete, lacking a final movement. 

The first movement Allegro ma non troppo presents rather generic musical material full 
of ascending arpeggios and descending scales that create a joyful, lighthearted 
atmosphere. The second theme, an extension of the main theme, is delightfully 
humorous and ticklish, and keeps jumping around. This second theme is elaborated in 
a rather short development. The recapitulation is literal.



10                 NI 6392

The second movement Andante is an unmistakable Schubertian gem, perhaps the very 
first work in which the unique voice of Schubert is fully present. The main tune is 
simple, melancholy and wistful. When the main theme returns at the end of the first 
episode there is a magical moment that introduces an orchestral pizzicato effect in the 
left hand that accompanies the theme on top. The middle episode in C major changes 
the mood completely with repeated chords in the bass and answers on top.  Repeated 
chords (or notes) would become one of the favorite devices in Schubert’s toolbox. The 
main theme returns in the last episode accompanied by a repeated single note.

The third movement Menuetto is in B major. This indicates that Schubert wanted to 
write a proper finale for this sonata. This Menuetto is akin to a Scherzo in its character 
and brisk tempo. The Trio in the middle foreshadows the Trio in Schubert’s Grand 
Sonata in D major D. 850, written ten years later in 1825. 

In this recording I have taken the liberty of adding Allegro patetico, the last work in Funf 
Klavierstücke D. 459 (a), as a Finale for this sonata. Funf Klavierstücke, (sometimes called 

“Sonata in Five Movements”) was put together 15 years after Schubert’s death, with no 
clear evidence of what his intentions might have been. Of course I do not pretend to 
know this myself, but I think musicians who study and play such works are no less 
qualified to make their own decisions about the order of the movements than were the 
editors who compiled them initially. The main reason for adding a Finale to this sonata 
is purely musical, of course. The Sonata in E major D. 157 and Allegro patetico were 
written less than a year apart and share certain common musical material and 
harmonic patterns. Allegro patetico that is more dense and assertive in its character 
becomes the accumulative outcome of the whole work, a real Finale for this sonata. 
Finally, to state the obvious, Allegro patetico shares the tonic key of E major with the first 
movement of the sonata. 

Adagio in G major was written in 1815. There are two versions of this work, the second 
of which is incomplete. It opens with a simple tune that is unmistakably Schubertian, 
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buyers. Unlike Brahms, Schubert was not well-organized and gave little thought to the 
safe-keeping and preservation of his manuscripts. He never really had a permanent 
home and when he died his manuscripts were scattered widely. Schubert was 
extremely productive and there are numerous miscellaneous pieces, movements, 
sketches and unfinished works which lack clear indications of his intentions.  After 
Schubert’s death, his brother Ferdinand did his best to collect and organize the various 
manuscripts. Since then new manuscripts have been discovered from time to time and 
we might still be lucky enough to see a previously unknown work. 

12 Valses Nobles D. 969 may have been written in 1826, and was given this title by the 
publisher Tobias Haslinger in 1827. This is one of Schubert’s best and most popular 
collections of dances. There is plenty of humor, unexpected harmonic junctions, mood 
swings and contagious rhythmic drive in these perhaps not always “Noble”, but 
always delightful Valses.

Sonata in A-flat major D. 577 was composed in May of 1817. It has three movements. 
The last, which has all qualities of a Finale, is written in E-flat major. This presents us 
with two possibilities: either Schubert intended to write a fourth movement, a real 
Finale in the tonic key, or he considered this work complete and simply ended it in 
another key, which would not have been a unique case for Schubert. This delightful 
sonata is one of Schubert’s few genuinely sunny, carefree works. It is quite short, only 
12 minutes or so, because of the absence of a slow movement. The influence of Haydn 
is palpable.

Scherzo in D major D. 570 was written in 1817, a very fruitful year for Schubert, 
particularly with respect to piano music. It begins as a dance (a waltz or a ländler) and 
follows the well-established order of a proper Scherzo or Menuetto with a Trio in the 
middle. There are clear feminine and masculine elements here, but no tension or 
problems needing to be resolved in its dialogue. It’s just one delightful little gem 
among many in the miscellaneous works of Schubert that we were fortunate to inherit.
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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: 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’s early death was one the greatest losses in all of music history. Luckily for us, 
Schubert was also one of the greatest gifts that music ever received.

 Most of Schubert’s works were not published until after his death and the publishers 
took considerable liberties in packaging and labeling his music to attract potential 
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in nine bars instead of the conventional eight. Such irregularities (extensions) become 
one of Schubert’s recognizable fixtures that make his sense of time uniquely his own. 
Two flashy little cadenzas come out of nowhere before the main theme returns for the 
last time to say a hushed goodbye.

Allegretto in C minor D. 915 has been written down in the album of his friend 
Ferdinand Walcher April 26 1827 as a farewell gift on occasion of his departure to 
Venice. There is a story by Beethoven’s secretary Schindler that Schubert visited dying 
Beethoven in April 1827. True or not, this story initiated yet another story that this 
Allegretto was written as a gesture of respect for Beethoven who just died, pointing out 
that C minor is a traditional funeral key and the time signature and the manner of 
presentation of the main theme refers to the Scherzo of Beethoven’s Fifth Symphony… 
This Allegretto is in a quite perfect ternary form. The theme is repeated twice in unison 
octaves followed by a deftly crafted canon that turns back into unison and brings us to 
a stop on the dominant before the main theme returns in C major. The middle episode 
in A-flat major anticipates Brahms: it breathes gently in and out, in and out until the 
main theme naturally returns.

The Sonata in C major (“Reliquie”) D. 840 got its nickname because it was thought to 
be Schubert’s last sonata, but it was actually written in 1825. Schubert left several 
unfinished sonatas and D 840 is unquestionably the greatest of them. The first and 
second movements are complete; the third and fourth are not. It is one of the most 
ambitious, complex, monumental and prophetic works Schubert ever conceived. As in 
the “Unfinished Symphony”, the two movements of the “Reliquie” sonata work as one 
unified whole. The first movement is symphonic (orchestral) in manner of writing and 
scale. It could be seen as a preview of the “Great” symphony in C major. After a hiatus 
of two years, Schubert has returned to piano sonatas with new goals and ambitions: he 
wants to compose large scale works, mostly symphonic, and is trying his hand and 
experimenting with this mode of writing. All the material of the first movement 
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streams out from the opening thematic (and rhythmical) formula. This makes the 
whole movement monothematic—a second theme is actually a modification of the first 
and there is no other material to be found. It is one of the longest movements in 
Schubert, ambitious in harmonic and formal design. The development section is purely 
orchestral, as if the piano conveniently just happened to be at hand. Schubert’s writing 
is bold and uncompromising.  The second movement opens with two sigh motives—it 
is a lied that reappears twice in varied surroundings. The middle episode introduces a 
new tune as well as unexpected turbulence and drama. A magic coda, which brings 
together the two movements, ends in a similar fashion with three hushed tonic chords. 

Vladimir Feltsman
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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, 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 indispensable 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 
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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, and of the future that would 
never be. 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 The 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 
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In 1979, because of his growing discontent 
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