ire

EE ¥
HAZATE A 2
o MU
Complete Piano Works
Volume IV

URTEXT
(D 5 i)

th G .HENLE VERLAG
M IEIG . 5 AR th R AR AL
@SMPH

L35 B 5t HR i

VW.SMPH.CN
4]0550




- EBEMSE (CIP) ¥R
SeMEEReE SN / B HEERR, RAE - =H
ZigEmE; BRIWSEE - D§: DSTEREMAL,
2014.9
ISBN 978-7-5523-0615-6
L. & 1l OB QR @B Il M5 - 8E -k -
YEEE IV. J657.41
hE A EBE CIP HiEkF (2014) £ 179697 5

© Authorized by G. Henle Verlag, Minchen
Chinese Translation Copyright © 2014 by Shanghai Music Publishing House
ALL RIGHTS RESERVED -

# & FeREEazi FNE
& & B RS
fEEgE: RRE - =1 F

B ¥ RIEF

4 &m A BYgER
MEHRR: FRE
=EmE: £ OW
Hmgit: MRS
EEEk: FEX

HHE: EEHEHERER LEmERPR 1935 200001
bEsERrdmit EEWHANMK 7S 200020

ik www.ewen.cc
www.smph.cn

%17 EBEREHRK

ENiT: LBBFIENRIBRAE

FrA: 640%x978 1/8 Epdk: 37.5 fEm: 4 . 30 300 @

0149 BE 1R 201459 B 1 XEDR

Epgg: 1 - 3,000 fif '

ISBN 978-7-5523-0615-6/J - 0550

Efr: 98.00 It

EEREMEE: (021) 64375066 EpEFBMAL: (021) 64310542

RSB (021) 64734302  (021) 64375066-241

HEFEH: MUTE BEOLR



[l

BOUAEBEEANWEXZEHRT
B {1 ¥ - & 2 (Robert Schumann,
1810~1856 ) i B A A9 32 Il 22 4 i,
XA 1879~1893 FEFihifi - FF 2
( Clara Schumann ) % % i) 52 & hit [7]
HPOR A E P 2 5. 1 38
ANE & e S TR HES (T E
To 4 5 W AE S HEFE 5B S BRI RS o
JUAE X FhHES 5 R A% AR QI
BRI , FTRE T 3 AR B AN ZR 51 fr it
T2 B gRHEE A E T A
IR R

HIUBKGRE T 0p.17~23, XL
YESBIVET 1838 F W 18394E3 A,
HA WG /NENEFEZEH ) Op. 22
BRAh, T ASTE X A E] I 4E , B VE4EAR
BB 1833 & 1835 4EIH], SLFR I,
X IR AR S 5 (T F /N ZE )
Op. 11 JRFIEHAME R (B2 f57E 1836
F 1837 fF R EHEIT L, I T 1838
EREMETHRR ., A6 LHME
i BT 1838 4F 5 H 2 1840 4F 6
HZIal,

£1%8 M Op.17

&2 KAEEM(C RFLE
fHf1 ) ( Fantasie ) Op. 17 YRR T
“NEFREFHERSET” mEfT—
T % AR WO RN, 1248 3
B 2750 M e" T 1835 4F 12
A 17 B AL &N ZIFE R 65 4
17 I8 ] A AR e X IR AR TE E
ZHRMAK LT T RIS, IFEH T 1836

4R 8 BRIBET CGHrEREE)
( Neue Zeitschrift Fiir Musik ) ., 21}
F2KIHE Y EZEN R E T,
S EBVGRATE N T —5 W
040 ¥ B PE AR A, H g 0
4 19 35 76 B Wi 1 ( Florestan ) 2] & H1
( Jonathan ), {f; 74 k. & H7( Eusebius )
AHLE ( Raro ), % 3CA J7 K &F 2 UKL
SAE H 2 CPHE SCEE ) Gesammelte
Schriften ) Z H, & 2EIFHKH CHr
Vi fh e s, g By I
ZHREM,IFT 183649 H9H
fE—R4 R RN Z IR 1)
HicthicR T HCWEE., Z/A,
X (ML EmH ) —R (LA
il ) Op. 17 9 J 8 —— “BR — &/
BT 422 0, F 12 A WA 58
R (fb i Hid 2 Hid#Coh “1836 4F
12 A" ). 12 A 19 H,&F2HFEK
o8 R A O B B A - TR
( Friedrich Kistner ) F: 3 3% 5 i 6
5000 Lt S AR R N 2o
SRMEEE 2, IR
VELL TR AR IIVE S BEIE , SR i, A
. RBNFEZEGH, HIlE5D
SMMIE. $TETRAELEX
X AR S B AP AR, 3 Bl i
BZ R SRRt 100 BERER,
DIEZ RS REAERD 215 . X 264
i B BT AR W 2% (2 80%%@)%#]?
N ZIF BB, ERH TX
RLTES — RS R (5 295 X
HZJE/N) A —BigdtmE Il &
sEAEREM(BOE T EN) (An
die ferne Geliebte ) 247 55— (37
T X E K ) ( Nimm Sie hin denn,
diese Lieder ) #' i) HEF A & 1R Kk

@ #48y( Thaler) , [ 15 & 19 4L A4RT, | 35 =3 B, —F&E

\%

k. i B IR T, B4 (I £ 9%
ZEng iy ) AR TR MR 2, R Bt
IEERIER 7 — e P . 7
PURTEERAL 678 FORFT R F R
P B — A o R L 2
B, B e B RS 25 2 U B B A A
Hfg X — B T, X — B0k Ha AR
RZ A, J5 KA B 4T I S AR
T —SEH At i RIMETT R 1838 473
H 18 HEF B S A s fE 14
B TXELIMAM: B REATRE
JERRANET A FE S s HBR i [ 1R
i - BT 5 #( Eva Weissweiler ) Xf
SRR BB ZARMR”
JE MR R E —AH H 2 T
AREN D —Z,BETEAZT
b RN Z M X BHE 1, &F
BRHFECEE T 1836 4F 6 AiF
REE” T4, heiRi1E
H IS5 N, (BN ST & Xk —
TEICIZ A AR TS, IR Afth—IF
AEIEIX ERNE s e A2 e
WETNEIFMNE". S1ENTERE
B 2 2R R R 255 40 A i
F 1845 4F 8 J g UF 5 we it &F =
SHHOZZARBRET .. EBH7ER
R B T b )R] 5 A 1 B A
LI AAETER R
85 FRER K AR T
PEdh AR E LR Z 5 , XA
i R B T —Bee i, ERE
J& JUAE H g By — 20 5% b i Hok 4=
T “g7Aa i (RIS A fl 248 (4]
AH il 4 ) ( Fantasiestiicke ) Op. 12, i
R EREM(LIEM)O0p. 17, A
{1815 JC 58 R 7E X Bt i+, (C
FILIRE M YL T — R KA



VI

— B, FERFER T RENT
B, 7£ 183844 A 16 HE 4 i
PLEYE P, 6 SR & R EARCh I8,
PURENTAE " . BEFBAE M2 YR
{34 ) ( Dichtungen ).

B REREFRBEZLAE=
IRERIAFMR) MR ERIEA
RAE 5B R B RAE SRS (12),
A VE 5 4% 11 R HK 2= S0 45 1 S H B
FET — 1 p1 &7 2 A [ B ZI R B A
W, IRRE BRI ERTER SR
Op. 16, JE k& S EHCH Op. 17, &
— SR B ST AR RELAE ED i B[R] A
EH WG ST 18384F 12 H 19
H BPREE 4 (P8R ) SCR (£TRE ).
18394F 1 A 6 HEF BRI, 5
i AR AT RERYTE , B AR R
il R iR = S A A X AR <) ARt 2 A
B, &F 8 5 B T ARCRE, I “LABRAR Y
E” (EFE(HEE)IZR)E3 A
2 BB ARIER g Rt . X ERAE
&F 1839 4 4 A Hihi.

— & H BAARIC o 1839 4 5
H B E 1, & 8 m & R iER
/R 2 - # /R A B2 #F( Hermann
Hirschbach ) ;X #£1H 75 : “Breitkopf &
Hartel H R4 G AR TR AI(C K
ELAEm ). EHFEUASEL(E
ZAERT ) BB R B M F R R —ERD
H—RE—ERNANAHEBANTE
T EE SN A C ERTAIfE
(1 i 7E 2 S5 A [R) B 0 04T 25 57 388
REJPFE , X F IR H H A
fF1ELA K Hidig 9. it (4]
8h ) Op. 17 FE4 R ICEEH AN T R
RESBRABEMRHEFIEMZ —

fEEHYEHHE , A LMRRE TR I8
B 5 7K B9 8 A B R RORS R 4t
BRI L5 5 | & URIRAN BT T AR o

FH (AR & H Op.18 5 ZH
Op.19

1838 49 AR, Za%E - & &
F 3 b5 5 42 1 3R 9T WUR A LA AT
Yy, FF 10 A3 HIEED
Ho AR AERAZATAAR WA
B— (g R Rt R
HEBGESE, H BB A
A B — PR K. REW,
&F 2 7 i th g0 Y IE B A DLAE T fl i
M FH R REE BT 22
WEEAE M. REENSFHFABOA
NEGERMEFHELEREES
HEATHRARNERNRERA
BT B AR XA 1) ( Arabeske ) Op. 18,
(1 Z ) ( Blumenstiick ) Op. 19, i
28 it ) ( Humoreske ) Op. 20, {7 25 i1 )
( Novelletten ) Op.21,{D /ME 2=
i) AR SE AR R, 04 B R EE
Y (7% il ) ( Nachtstiicke ) Op. 23, LA &
4t 4 FE K T ) ( Fasching-sschwank
aus Wien ) Op. 26, X ££ fE & id &
FE— Kt G REF BAE(E AN T)
( Bunte Blatter ) Op. 99 F1¢ 42 /& Mt 1)
( Albumblitter ) Op. 124 R 74t i A4 it
H. 1839 4E 1 A 26 HEF B FEL 7ifL
RMEPEE.: “BERE—ARE
FEQIVE R B, SR TR (0 B B0
HIFWRE, B BA -2 EmWIHT
B eeenes ) AN R EBAHER B —EX
FEm RN, RAELL LR XK
A X EER. WAEM PR —YIoT

@ K AER ( Rondelet ), —FhiE Eif A, —iREE

EHLEHR T XIS, ik
AT — & /M, X R — 1 e th
(Rondelet )V, 2 G BM B F K ix st
fn it 2z 45 19 /M §0KS 38 4 HEE—
&, ek INEE —ERAL]
FRIFIEAVEARRE . MRV g7 7
J& 3, T LA AR BIAR 1 W AT 2 R
Jp “TERR” BIFESL T RERE SRS (FTHA
WA ). SR, X P VR IE S
5| ZANTHER “TC AR X
— Fi AR BT BB WL TR i TEZ FK),
7“4 g 05 58 A CBTRzE X
& Do

567 & 75 4kt g8 R TG S T 0
B3 75 A0 T 2% 1 TH 3t 2Z (8] B 1 26
FEABL, fth 7 2 . 4% A (] BV O 4 & 7E
FEMEL LA RE FERNE
oo BRIV T Rk 4R 1Y (i 3R
i ), th5 H T BAERESAR 09 Rt ); BE
BIFE T A S i et gy ETT ),
% 5 R g AT 69 (T2 A
g )y f ez o). 28 A
F18394E8 A 11 HBUE A —
WER T IREF « FEHE%F( Henriette
Voigt ): “CNZAEHL4H) 7 K 1 =5
VEIE S s, o — i =Bk ih ),
AT — 1 AR T B, 3
B4 (AL 2 8 1 ¢ B 4 UG
gy, bz TR 2EE, tha
Fik T ih B R BN —1, Kig
T TSR BEFHAEN
SEARERAEHE.” WRZFEMEF
4 HC B B - FER - I
7% /R( Emnst Adolph Becker ): “Op. 18
1 Op. 19 BFREANES AL L
i BI4E, XF 3R 5, Op. 20 W B AN 5%



fi—2 " SR LA AR AR R R E
2 A B E R T RE R
ot WA T B o T K P AR/
IR TE Qb T 1838 AR M HIZERK
1K - dEMEEE K (Joseph Fischhof )
Fik: “CXBEER) A THEC
$RTH A 2 Y th gl AR Lot BT B & 1Y
—PfEM R MAER " XPE &R
Y SR 36 35 B 320G B B R S E Y
BEER, e R AR AR, b 2
£ 75 BN SUAREAR
b,

18394E3 A 15 HEFEBUFHC
HsFEE ISR « £8 « A #1( Simonin
de Sire ), TRATAE AT LATEH1 C BT
{6 XUkg i ) T 1838 SEFHEC 52 T
BifE, fFe—mBAEmERASRA
B AS B R T _E AR T AR & 52 BEY
A FIEE] . “1839 4F F4Et ", &
MEF S 76 18394 1 H26 HE 4%
i B9 (5 FT R B MY L3R 5L "4
(el e i S PR b R BT A X% )
HE, B A X E I B 20 EKRE
TR T EWE. —TAZE. 8% A
CHFRAFL T ddg i R Hie
% - HFHLE ( Pietro Mechetti ),

(AEZ ) Op. 19 W 5E A REQIE
FIRBER, FF 2 T 18374 7H
Z 1839 4 10 A [ A sEhih gmi% T
— TR 1 a2 & M) (Brautbuch ),
B AR RIE S L B Y S AL
il A Y S 2Z b, B DA £ R R
Hop— 0 RS R e —m R (I
Z ) B —E 5, A LR H
TEREN “1838 4F F AL A", X 5
R 7R BT A 1 e [ B B SR R 22 5
i, &7 8 58 A i BB U B (A
A,

C BT RLAF RS 1 ) Op. 18 B9 Z1 it
FHERlART 18394 2 A 26 H &%
EYeth gy RS - LR,
i € e 2R i ) Op. 20 Y % 3% H 33 R 3
A 10 B, (EZHK)0p. 19 FFas
HH R B & % B ] — i oL F X A
HigziE, §#8F 6 A 18 HIEHL
BEUE LA, BRI B AT,
ZJEMWXF 7 A 13 HiigglaER &
T 4E & Op. 18 & Op. 20 B fif A ALIE
.72 W fraE7E 8 A 8 Haiwe
B CENEFRIRIA” BRI R
b T34 B[] s A AR T LR B T 8
HSsHEEEHACBHEIRRSH
“571e” M4 B rhididiE . “ D FiR 18
BT G2 /K BT R XA i),
(REZ k) B e BR ith ) Bk 45 b, 723K
R ( Kréigen ) IR N7, “PER
N7 WERFEES: Op. 18 5 0p. 19 1
gk E— MR - R
( Friederike von Serre ), ith[Rl &7 & — &
REFEF R HEET 2 MAF

CBTRLAE XU i) B FRE 4 e
GAREAE . BT LR R ol
72 M R B —ER 4y Z A (HEZ R
MRt T F Rt BRI, ®IRUR
AR E—FOC IR AR TR, 6T 2
(R FAN R A e 3 AR SCA B3R
AEMEARA TR, HIA PR
TR AL by L 25N LA G R B A
ATHHA

t 2K Op.20

“Humoreske” (32 3§ “H4BR/]N
B8 ) X —ARAB AR — SRR,
HIFRIE  ZIARRAEBAEZ ( Biedermeier )
B ) AT A R R L SR G, R AR
BlERIHARRBEMMBIZA, 1E
PiAYE - FEHERRHAZAREL

VII

18 R BIVEFF gk 5| 5 Sk KA
B “HAER i AR GE Z A, X — 1R
SELBANTHER—FSCF
iR B T HF R Z b, B,
8 (B R A4 ) WS R 3 R
FL/R 8« 348 % ( Oswald Lorenz ) %
F 1838 4E 12 A 25 HREd—Ri¥
W, P EZ T X — SRR,
¥ va L L - 4E 7( Clara Wieck ) #Y
(it & il ) Op. 10 FR R 2 — & “dd B
7. K2 7E R —6F 3, COUEFT L)
( Hamburger Neue Zeitung ) " f)—7%&
B CEWE T 2EELN
2B, HFREF B4 B A SR il
Bk “thF R BRYE R

£ 8 F 1838 EHEIFIRTER LS
% F (e BR il ) Op. 20 Y BUME. AR
Wit b R e AR S 4. AE
M PLhL - AT gAY CGRriF 42 &
it ) b &7 B0 T —B 23 NI
PR, H bR IC A “1838 4E 4 A7,
X—HRRE R A T (Rt ) 195
FORA AL, A4 FFE” W5 ).
1838 4E 9 H &7 S e il , AR 5L
ML E A A O ARG (B IR AR H
AR EHM R R, E—4ANFR2i
— T L, e 8A B 2ER 14 /h1S
(/N5 1 Z 37), HbRIC h “4Ethal,
183942 H2 H”, Bk “— & & [
TEM BRI E" URA A2),)F HElEk%
WMERF/R - BRI - B 5 Karl
Georg Likl ), XA Ffa T 1839 4E4)
AR B , e TAE i 2 S 2 R
17 40 A3 45 - AU e e Bt
(A A3), BUAF 15 693 2 799 /i,
ZIWR T M F R R E K, B
TS SAEMI M2 1
HERRISHE] . B RS | PR 2%
B SCEE i A A X — i 22 5



VIII

XEAEST 1839 4E 3 AT
et 3 A 11 HER TR - 4
52 B M5 o, &7 2 B B AR D (el
BRI Do BERET— K, &7 2 K WIPRE 20 i
JH B0 B A 3 AT 44 Hk b g H R A
% - fFElF. 6 A 18 H, & 2R
8] 3 L85 J , b B Mg LA LA A PR
FE4 H O R RACHE, 18394E7 A 13
H Pl 3K ET & Z B & B8, I [F]
R R ET B RPLA I, LUER) AR IS
AEusfE 8 H 8 HiER . IR
Rh ) BB A AT T 1839 4E 8 A, K
BAEM R - MEFZFICUr - 15 - 6
(A3, ik B2 - RELRAR(Julie
von Webenau, née Baroni-Cavalcabo ),
f R R/ N LFR2EA, ST 8
BT 1835 e LB 5 X f4E R
AR, I BLAE4Eth 4818 B iE) 5
HERE,

1 éi 2 it AR 1 & AR 1 R O 3E
BT AME IR, TR
F—FRHE W, JLhRRaE A X —
& 55 B T2 87 8 X HL A B AR
WE EARTEMETIER R - 18 - &
FIPFE . B E AR HABR —in]
A A B X 1) 7E 1 R AR A
Z IR IR E K PR A T S ST
EIERRA EFmAENIAL S Z
St R, — A~ EE(EEL), 5 —1
=B — AR R M
B MIss. XRETHAR
W B FE AR E . R0 E AT E KA
KEMEZK L « f£/R(Jean Paul ) 157
M AR B 24 B B X R R

BLTFRMNAECHFREINRE e
B & ST “Ha BR” Wtk A B
i I ARG BelisE ik - PRAREY
(FE2258 ) (Vorschule der Asthetik |
1804 ), T 1R 18 3 S 1 3R 1E % EAE
B — B EE, 54K HEAM
Xt A8, ik - RREH R X —A
T 25 B b —Fh AR B TR EE A
— P RE a5 Bl A 1JER 0 Y e B U
‘B 0 ) b 7R AN — i T A 4 B AT
He T TR AR R o AR Y, T
FE” ) — e 2 ) S ) RE AR RE
B AT AL —Fh 3 A0 i G iy 20RE
WA RS LSS —
o X AR I AR I 2 R AR —
FhoBr R LA RBT . &
R L 5 3 5 3 v RTINS &
A B XUEE M % Ok H ny i BR 23 A1 B B
£ B 7 T RE A BT IR E
o7l b S R G &7 2 A R IR
R 2 100 ), HLAE L0 % A gk
B A IRRI 14 9 3 R A AR
&2 W E AR P HLE B — (B )=
T o

FEBIFE A BR it ) Z 10, &7 8
ERAFESE5TRTERPERS
A 2R A F s (SCE R it (3
PUFI ) V45 60 1+ C. 4R
RPHER X, ERTEEE
G (R E AR 225 ), 1834 4F 4 H 10
H,8—%&2Z = 510 KHZEI),
18394E 8 H7T HEF S S 4 B
- BIGE R - DL SR AR AR
Rk ) FAthaz AR 1k P I B VR S

HGEEAR R, I BB 2oL
R — T A X —RP I A
A NIEREIBEA. 76183943 A 11
H B4 whidl - #rffE, 2%
FEVER A 2 7E QR X & 1 & B O
HURAS: “BE— B RE AT
AT, R B AR R RS 2 7 i DR
AW —[RIZEH, HRAT LA K5, B
Fit BRI B K 1 8K il Op. 20 5% 473 Jé
BT RA X AR UREE 43R
HIEHE R L AN, R, SE,
e

Ko 3 FR A A 5 963 /T FE AR
SEF I ARIE , A TE & BUOR M R T
[ 3 F %A S AE I X b i oAt 7] B
THEF ST X “HBR” fie iR
H (g BR ) 785 RE XS
A, S WA B eG1E -R. B
/R ( Bernhard R.Appel ) fIT 3 “ M\ 5 22
TREXMABLZFER 19HL b
- R R B O E —— LA B
¥ - &F B EEE & (3R it ) 0p.20
A", AR S, BERA B, 1981,
5294 R H 2 55 YR Z AR &
T AP AE 22 1 A 15 25 B AE AE i ROH
B A A E DR
AR IR X HAE M BT R, B2k
ANFEARE)E %

KA, i e il 9 B 2
P R HL 7 B B A 2 BERE 1 R BEA T
i 22, (AR 45 A9 3 3R R X e T A
$o BMEE R - &8 Wl
INTE YA 2 (R B ), B0 i 2
[ B8 X A S X AR S B . TE

@® 19 20 it 1 Tl 24 7%, JH L % Der Cicilia. i . Enrique Alberto Arias, Comedy in music: a historical bibliographical resource guide, Greenwood

Publishing Group,2001 .

EHEIE

@ 44 Fitr e - YIAE /R ( Gustay Keferstein ), 40 F) L

® SCEJE 4 . Rober Schumanns Humoreske fiir Klavier op. 20. Zum musikalischen Humor in der ersten Hdlfte des 19. Jahrhunderts unter besonderer

Beriicksichtigung des Formproblems, Diss. Saarbriicken, 1981, pp.294f.



B2 T 1894 4 5 HI—Fh N
T AREET, XTI F R T - BT
( Ferdinand Schumann ) ff##it . “156%)
‘WU BR, AT SR AR Sk
i XL ESR ., IB—B d/NEK
FA (5 358 XH2Z 5 /M) Rk A
BRI, " 702440, AT HR 5 SRR
R R T 2 SR A i B L A B
i Op. 20 W 5 48 & 2 X EEMALE,
BT & B 2T W SR e
YEAH 3 R — B

244 0 £ k=5 5 7 At 57— £ 4R
(251 & 274 /M) EH) L2
7" (inner Stimme ) X —F Bk f1
B, ST EA NI AR RAAEMFR . 1E
—HEF 1883 F 5 H 14 HHyARH
KRS b, SEPIHL A% BURRE - 2
4= /R ( Georg Henschel ) fi# B FK , 1h J%
B ROZE BECANEREL
F 8 = 10 e A o BRI — b SR,
B A I B s T Ak a2 T 1 8 T 5K
EE, R, CRLZET BN
SRR ORI . AT, MEth AR
AN B A A A &, Bk
RNZSE BB, WA IZ G AR
HoRIE, [HE, RASCRATTRELEX
AR R IR T8 22 3 B G TE N
W i TS A A1 145 e A R R, B
[ ZE 8 22 B L0 FE G o AR —FE. T U
Sh, P Z " IR AU R T XS
b RS R U T AT AN
LGOI =VANG M E LN Y Ol
ARt R SR AT R O TR A [
WA, TR 447 F 482 /MY E], ‘K
D" BRI ST RIAE R A
HA AL a R X RIES
HI. ERBERARL A B s
Pr - A CIRE M )Op. 11 No.2 [
I - R4 - B ( Hans-Joachim

Kohler ) 35 Hi, UL3KE 8 19 Peters
RN BT 1981 4F i iy R ) 1,
H HLI A B 8 2 B AE e R h R &
1AFF - &7 2 g 10 R B 3 AR AF i
b, X s AT LA —EF B8 “1839
F7H 12 B HEFEE RN - 4
SR AR B IA: R T —
PR A s G T 53X 8 g /N 9 A9 A
(Op.11 No. 2)? =ABKEH ISR
PR AR AR I , PRHE 27 B )
HRE R, AT Gt B R AT
W

X B S B R ER 4 ok B F
RAABMKEE - R. PIH/R G ER, Lk
5 B 19 At B X & 2 1 BR it ) Op.20
BT 5 i 1 8 SGR AR mm BT 5 )
— e AR,

= Op.21
Chraah ) — 2R RE SR
SRR N R HAbAR A, T8
S O I 42 R 3K i 4 B AR AR A Y
YE %, 2 Ja HAlE th K % 2y %8s .
X— AR TE2 Hich T
FANAE S FEREZ P, e 5t B i
]k 1838 4F 1 H 20 H: “JFiaE F
BIECH S M), A2H =", 2H 6
B, fhfE—HEH7hidr - HEfE
PR T X EHE: TR B =
FHE RN — YA IREIE T80
NEFE Sh—— AR SEAE S I
HALENEGNKET 5. —Y
L. 2, BB — L A H R
HAE” B A UL, B E M A —IT
AR AR E A TERGA S , B
TERUAR /N (Novelle ), #R1TIX
S0 BB AT S RN A S
W7y 3 A B A — . 1R
W] — &5, & 8 B R T 4E & bn i

IX

53 4w SRR b -
¥ ( Clara Novello ) 44 5 2 [a] i) AH {1
Zhb, WA G T 1837 & 1838 4F
AR HS . rEE P FEU
i A O “Z BRI A (G
il ), & B AR 4 o s b, i
HETE Kot 2 AE i U)W R SR AN A 15
B X BESCF ARSI E &
B2 FROERFSEN T “HH
" ax— 4. SRIE A A BRI,
X — A IE 2 AT B J5 SR AE BB /v
;g HHE X BT ZMHE
AR LR A B IRE )

CRrh ) B9 SCE PR IR AR X
VS i e il B Bepl a2 b R
LER e =l i 0 P e
TH W — 1y R R A, AR
JESE R INbRE S 3 R L A A
ORI, MITE =8 2
— M RIA S, RIS ZATS T I
W {3 55 ) ( Macbeth ) ) FF 55 i o
£ 2 J5 X HEfR R : PR ZO0TE
Ao SRR S A Sy B 8 3R] £ R
AR AE R B R SR RA KX
e AT H 2 AR TR
FERMTEIE " SR, FEET & MG
w44 B 3 A 220 R At 4 4
VR P RS A SO R, HR A
s R PO R BRI, T
JEMERL A O MR TR AR = b
HiRo

RAEE2 Hidiidid, T 1 A
2 4 A A e HE R B I
SER T i) T\ th B AN,
Ho (U8 7w RS /\E R RIE
o 4 H22 H 874 “F 1" W
BIAZA TR - 220 Franz
Liszt ),8 A 14 HW A EHICHE
i, e fE CGorgrth ) wiThr



X

TIGF",8 A 30 H i Of i 2 i
T, FEAIECH il ) B R,
&F S 380 F 58 At 1 (B AE A5 7.
Al F 1838 4F 3 H 21 H ¥ 4F
1% 5 ) 2F 4 Breitkopf & Hartel H fit
FhE, fh B B XA T RFE LR
F TN 15 B9 E i (AR )
( Kinderszenen, JR 5| 3C Nt ) ZHE T
a5, X sl B e AE Gt )
FRIBR il B (8 3R B S AT A0 R
A DU B A 3 T AR T At
3% f B S HK AT Al 22 (i B4 X T &
AR ANVEBN S, BT HE
VB Shla] 45 Fh 22 3 200 AT A T R
INE AT AR B 4 A TR e 45 1 ot 7E DL
FTCHRE TG 18 B 45 45 s B AT R T
FrrAReitE, 7E 183946 H30 HE
g LA - B R A EL#K( Heinrich
Hirschbach ) B 15 7, &F & FR Ot
i) BT S A R LB AZ L
IR A JLAR 3 SRAB 4+ K
", — b, MAE 183949 A 5
H % B & HT BT R B A - £
&.( Heinrich Dorn ) HI{5 1, FFR “—
s PR L o Y S i e A
FEVESL R, SR E WL RBIT Hh Sk At
Sehr B AR i (ORI
[7] % £ i ) ( Davidbiindlertinze ) #1
Chraah ) E— R EWETR R, & T
18394 6 A 30 HE A B hL 15
HigR T RRE R B S0 “HERR
W) TR Chr it ), X EEm I
AT, LA PO, 3R E = e
P, REK—ESEXEMEMDE
FACHEE( ) FR BBTIR , BT
Htl YR ARICHT TCARASTE , Bk 7 US|

Wil RAEAEE! RRMGE: RAER
SRR AN, R R T
PR AU BN A BEAIE H G it ) X

BERES . S 2, 304 ATaT L
BIE 5 AR 75 AR G (B R4 A ]
REBIAE A RLAAE & " TR T B an
], FATTZ AT UG/ A il 4k
3| — kb &7 & %t LRI IC AL, 2 198
INBAERA ORBIERAEET,
ST B B e R e bRy (Bt )
Op.6 No.2,

kR R Gt ) S =5
1] 2= i f4) B R A< T 1838 4 5 H 22
HAERCGERE: & B BOHE o)
( Sammlung von Musik — Stiicken alter
und neuer Zeit ) 5 — 2 HNH H
R, A S R (T SR AR ) B Ab
A fEZ,EEES HA ICHE)
WEHREMR T RE 2, X —EE
i (%) R R 7E 4 B = A A RTE S i
R T o BRAE At , 7E (8] 2= i ED AR R
Bk, &FRmET —BSCF M
] %= i “%E @ A AK H Breitkopf &
Hartel Hi it A € 35 i1 )7, X R W 24
Bt R 78 . £ ) K % e A
WA EFZ . BRitkZ s, AT
i 2 ek i g A LR e oot AN =R ]
4l ) 79 20 2 B A< 22 ) Breitkopf
& Hartel Hi ikt . ARYEZIMUCE BIA
AIFRAE T 7R | X AR ) R 45
B, AR S PRE R Op. 16, 1838 4
12 A 19 H , &7 855 i , A 200
“SMHCORF| SN ) Y G it ) B
BRAAPTE K - TR, IFEHAES S
4 Op. 19, 7E—Ft H 124 1839 4
3 A 21 HWfE &8 HREE T
i, ME I B S R A, X B
(et gy) AgELR EEC AR MR T
— B,

JNH B R SEI AT, O B
fR 2 I A ob il B R L2 R
B, X s iy B 300 AR TR

VAT fE=RRe 11! YN )P
WTESE AN EH Z 5. 1650 T4
AR B A R o X e i B A
204y A vt g — AP E A -
{UMIX— s R B (R LAIE B , iX Seff
dit AR AR = A 1 th 7R 20k FLRY
R, HEIAE, CRrgh ) P9
Z i HEAHEE Re P E.
St FXEAE, 872 B SIC R TR
kLA BAMTPE, —Hm, i
7E 18394 4 A 3 HE4H H O a4l
MH AR - FEERIE T,
W CHr il ) FROA R IR B AR B
AR E RS EH, 7 LR K
(5 25 R T ES R 15 R, X
seh H “EEMEX . H—Jr i, b
WK - FERRT T O E
il ) 55— A M R A, I S S L
AR A 8 AN NGRS S T
Wil Ok AE AT b5 B %R IR AR It
“— 5 Al o it i A B 2R S
WR) L i A 2L B R S5 R L g
1% B T A T B AR AN 5 | R ARG i B
TR =R EdE IR 5
Z AR, i X 7 B B B 3R s A BB
B 2R S N AL T ARG
Bk ‘RAAEREERTXEHA
A RCR IR E R s B (58 £
B #EATE R T B dntt, 225
LHE WS LA e AT 2.
AR, RIF R R EEX
HEKE, EMEEHEENRED
KA 8 ), iERATRE B W &
151 S e B R R A

G /MEANEZEH Op.22

G /NRANERZE g i) B4R o
SHFE, XEEE N RS —
RS, A, Bk EJL



P54k & Op. 11 8 FE i 1A R, JF
BLFAE 5 Op. 14, 3X 1 #h B B 1E &
SZF U g S, = T H R
Bk 1] 452 e, 177 38 3R AN H i A J5E BT )
FHZPE S B iR IR R FH L, X
FRAE S N — TF 46 K BB 1 BT b BEAT
IE, M B, ATTH 5 AR AR L O 2%
AN SR T AR I ) B 22 5/ R B ST
P, HAA R & SR 5 5 Bl BUE T A W]
FA B

VeSS R E R —E A
B4 I, B % AT 8 B iR A R A, ol
%} (FEBKZ) (Im Herbste, & 2 fE
7%, Anh. M2 No.8 ), iX a4t &
BIWET 18304 6 A, #FEiLRKM I
i 7€ % ¥ 5% ) ( An Anna, Anh. M2,
No. 7 ) #E47HI3E i i I, R mT RERY
fert I S AT E MR, Z /5 Mok B
Sl AE R F /N 2208 i ) Op. 11
A8 MR SR HEAT T . SRR B&F
SR Al REFE R — I BIME T X E
MEEA G BRIt 2R ATE
LA K E AT RIAEZ G i A8 AR AR 3
X AR S AMER B 4 AR AL
RESE Al AERK R ) Bl T 1830
4 6 A HIME—IEHE 2 BAE (G /Nl E
ng ) EE TR A2 4R ACILE
o

P TEREE R, ZEAE L Op. 22 W
WA S — R SiEEm R F=AIE T
— i, B 18334F 6 H, - H&F 2 H
ZF 1835 4 10 AAHRETFRE—1
IRERAWE, RZRIMA TR EA
EAH ST 1835410 A 27 H”.
R OEFR, S KR
Bk, WA, ZFHe B AR I
AR R, Tl AR R —E
L5 BT MR QM RRA , (B 3 4R Y
EIRBAETH, SF2AETNRE—

M REROIEIR , N 24 RS 2 E FH
fb AR FERIB A, X T3 T K E AR E
B AR RES — Rz,

1836 4F & HET B, &F 2 1] = [
BAF - WA RME T M FW A
K E&F S BOAE S AR 45 . SR,
E 1837 4F 1 A ¥, &7 & BR AR AR 4F
BT, A Ak 220 i Ry
MEIsH N, B, FE )G S L
&7 & T iR Ay b R B UX
e IFEAT 3 A HIETE
i RGN TR ), b
5T I 45 R A5 H IS R D AR
IE Bk - SR - #H49( Linda
Correll Roesner ) 7E H: “&F 2 X% (G 7\
FNEEZE ) 0p.22 B — R EHIE
o R A ARRE IR S P DUR
AT RERIEE —RENG R, &
X E M OIER& SO, O B
JEE A A2 o ) 2 ——Tfii I AE R 56
REELGERAPHE A G T AR B
FATRERE N FH6 h HER H A A ]
BB AR, B R A AT fE S
Je oF H R A e 23

18384E2 H 4 H, 472 m ¥t
) 1) Breitkopf & Hartel H R #1 #2 fit
T —# 52 BT 1837 4E ) =08 il -
fi. 5EiE: TR KPR F
JUERHTAE & 1) B B &8 704 i O 10
TR B WEFEG M WELE
th(Cop.17 ) B EEH F (e ) EAT]
J P R 7 R ok W9 A b R 4
YE S ARG R A, AR
% B AE 45 By i, 7E 75 5 AT fT () B
HaeRZ iRk, M N—(LZAREK
F14 e XoF T 44 T oF 19 4 b /) 14 R
W JCRE R 1, B X R+ 5 Y
BHL B, R 5 &2 Z R
PRk BT — 3, Ok A R R R

XI

( Breitkopf) 2 A 18 HAEUE| T —
13 Z Wi I RIAS

Z 5 W ER R et R Ak vk, R
AR AT RER PP - HEre iy —E K
fHo TR SR &F S 0 A 48 Bkl
5 A & Z B R — 5T b
A, i ) ¥ 1838 4F 3 H 3 H M 4
R N CIEES 7 P AV & WA P €2 F e
HHE_EZEGH, R EEEFE
SE R AT 2 TR IC I A R Y
WEa]. FANFE B AR —HEE R E X
TRAE ity , VR B A e SR G st 5 ) 3
JRBAE X EAES Z . Ak, X AR
mn A o B Mg A, (HA —
RE R E R R G — R ER X
FERS? AR R fa] AN FE 0 25 5l LA fek HC 1R
B2 | PR S A B B A it K
T, REEWHER T, LR, Fda]
LIS (HR AR R A R —
NBE AR B ZE R N AT]—
13 I A B, KA ERAERH
I A OB, AR M IRBIAE T
P&, TARAE S JR S 5, 3R 4 4
VRRIR I RAZ . &F 8 0F R i T 3ol
B PE S 1T S X b, AH L, AT AT
A EIOGET 3 A 17/18 H 41 Ial{F
i T 2R i AR A [R) RUUR 1
BT, B EEFEAHEGRT
HAEFEATIIBR R Z 50 ), LI T
B e 1.7

Ji 3, BT AR v B R A 1 25
H LIS T M A S B R A B4
— LR, H 2 1838 R
AT E T A — 1 A E
fth A8 - B 4 22 AT A A B[]
Tk, 12 A 29 H B F&HVrdL
Pr: PR PIE (G /INEZG ] ) 52
fHERRI, 3 B SE B T 4R ZE I RIE.
BARE R, B S - RENNTE



XII

TR EE. RERE TEYI(T
1833 47 ) BIfE R — SR &, B BRI
TR RRA (R —E &5
A" FE4E L 932 B8 B (], &F & AN Y
BIVET — BRI T —
BB SR — SR AR AR b
PRI Ra S R (i 15 Al
TEAE T, &F 8 00 % T 58—
SREE, R o AR R BT A A R 4K
[ EDA HEA N R AR - 3l D
#( Anton Diabelli ) FJEPSL, &F 2 5L
PR EQMWE T — 8 b T/, Z 51tk
1 20 Wi R A S A L R T ER
AR R A BIAS S5 SR B AL T L
NEBar. HpH—IRE S INRE
BCA T RN, I HAR BRI
ARG, AT REMRAE =
IRE, HRENTEAR,

&S] RESETE 1838 4 5 1839
A 2 28 W B 9 20 R R AR 38 A
Breitkopf & Hirtel 2y & [, K 3R AT
AU (55D 183941 H 7 H
ZFH BB B —A)E: Tk
FAVE S ER R, 3R A 4R 4R T [l
.7 MAb e YRR IRATRERL S T
Z 0 il 0p.22. 8 A 29 Hifj Al )& &
“BrlAErE9 A 13 H (GEhifipyAH )
S H R 1 22 08 iy, B A s
P XIXE NG Hh G A R X
YE S HE 9 A R, XA & T R
BR 9 5 BN R A - RS AR UL X
B, B oAb 7E 1839410 H1SH S
HEFT,

RBAR, VIR &4 8 4
EWPRUER LR T, HIRELE
PLJE, Bl 1866 4F, #3817 - #hhr
13 37 ( Johannes Brahms ) A" i+ 12 45
A /R ( Winterthur ) B B4 - 1 8 /K
& ( Rieter—Biedermann ) H} ft | &7 &

BRAEMA ST, REWNK, 2
P T A O FR UL E R T 8
b T BB B R AR 2R AR B, 1866
AE 1 A 12 H 2057 18 1 75 45 B F -
Fo AR & {5 P U IR,
UF 19 F Fi 7€ B & ( Baden, 24 B 5% 5L
P - EFE M E )" B AR
H O R 2 Hi 25, Ja B ¥ ] LA fif
FIRGY IR R T o SRTIX —Y)9F
KEE, ERT & HRA
) F R XHE G AT T e —— a0
MAT2N R 3 A B R XA
HIER 2R T & H G. Henle Verlag
H AL F 1981 4 MR, B R AR IR
AHETE . REEFSE LK RE
W7, HEX A& KNS
2T B 2 i SR B AR R SR AR S
) — A~ B 4, MR IR AT OC
F, R AT X — R EHA T
FEM A,

5 HA S PIE 20 ii—Op. 11,
Op. 14, L X ( £J48 1 ) Op.17 A, 52
PLAL AR PR (G /N SEZZ 0 il )
WABACHEZEMBE YS9, T
1840 4E 2 A 1 H 7EAAMKI — 1% 2
bR KA AR T AR, X
PAE MR BR TAEQIE B2 TRK S
iHE 22 5b, SEPR AT DU FRET 8 42
Zg i B S B—3. BEA
(SRR AE b SCAInARIBREE “danitk
BB Hh B T &K B R
E A B R AETE AF P9 25 b 175 B b
WEEAE H T ARTE

i Op.23

5 (i B il ) Op.20 F0 G 55 iih )
Op. 21 #[R], (B ith ) Op. 23 o i &F
SHSCHESR., WM — AR RS
ELA 5% 20 BH I o L B4 22 11 5

fE ¥ I K 77 ( Caravaggio ) il /& %) 1]
( Rembrandt ) B8 VEfE 58 28 AR EL
B 2 FEAE i B B SR A5 T B R A
S0, T HC AR 4 W) A s T R A )
. E.T.A. % K € (E.T.A. Hoffmann )
HEH BT 1816 & 1817 4 Bl )
H [ AR ) R L B T A i (e
[ ) ( Der Sandmann ) {5184 ) ( Das
Majorat ) 1 {3 HER).C ) ( Das steinerne
Herz ) |, ¥ —BIWER IS 2 4T
BN T AT, A o 2 i A
(SR o A e RS 1T, 5 2 4
St Ak BB IR R
oo PR, FATEGA AT LUHEN 67 8 15
A H CHAE R FRARBIET, 2SR G
Bl X —ARE, R X IR 2
b E R LA X R 7 sUNEE R 2 AR B A
TEMOLGOETBEIC) M &EmE
FER CLTARHE D).

£ & JF AW B ZES BN
“FUAR £ A8 1" ( Leichenphantasie ),
X —brBERFPERE FEESX
i R EHIXEBLE . (EAR Y
Y S I PR — Tl Ay 4 50 ) 4 L
HEFSTE 1839 FEHFBINEX —1E ST,
XFPFAEIRA SIEEMA L,
YL B R Z T, 72 ME ARk
THOT, 1839 4 3 HJK, b XAFH H O
B BB e R S DR — B
fb#E 3 A 31 HWHIEHEHE: “NE
H—(3 H 25 B) HGEE—&F 7
Rz AR, 1A,
77 Wb b TR B B AR B 2 A
1) B AR L I FE Ak 7E3R [ 3 He
B A Y B VA 1 27 e VR
H: “REFEFR—FHUR, £7E 3
H 24 H % 27 H 3RO 1EH1E 5 8
ELk, FANRE— b &, B
e KA — L, RS



0 A A\ FE AR B AT ER (Y H gL
B ‘W, B!, ERIMEE, K
AU 1 38 B FEAL A R E YR
BINAT. 23R 58 B AIVEIF 1B 2 K
HAtE LK AEIR - MR Z A,
oo RER PR MM XA
Fo XAAPEIE? FEQIEHE ,
W RN, THAKZRIE R R
FIHAHBEX RN A IFHBZE
Tk, ZJ5 8 E( Therese ) )
fa (Hrp &5 T8 8 )R MFER ) 5
T, BV ER T o 2 B I A
A" 7E W —# 5 o, fhid 5 e e hr
PLAMFT S LR 2 044 L R RSt A
RIZ A &, (B fit 75 R AR X 264 i hy
“Reh” AR PRI, X—E
44 I B 5 A — 4 [ B« R 4 A
JE 4 B AR AR b & S0, IR A TRATT X &7
S 0 18 ML) AR A B 2 AR B AR
SHRKFER. 9MHE, 4T 8K
P 25 U B X A B A HE R,
fibk(F 18404 1 H 17 H) EE4 %R
P PR, b A 22 FH LT bR Bk A 24
X PUFRAE - 1. DB ZEA A ; 2. PRt
R s 3. PR A AENR ; 4. [] e i
o 33X PUEBAE & BT A) T R
Somim TR IR R RIE . TE
RPN & 27 1 A 21 H
FUFHFILFEIR M0 BT S
kR S AR ((EF
S HEHE), %H 630 ),

L L NTFE &S, AMIE
2 HE i H R0 8 KR R R A,
ERSF (R ) 5 BB AT
WREN A A %l . FE 1839 4F 6 H Y,
B A O v [m] Mg LA RS RE RN Z)

R CR Y (CEF 2 B1E 8D, &
H 564b ), {ERTEME —BaHHHE,
bR IR B A T kg 5 BUJR] B 00 45 1%
— Wz, R T T ROk
4 Fpit Rl 5% HE. 10 A 27 HEF
SHEFRPPIFRE & Tk S
", i AE = R 2 Ja B —FHE it X
Fik T RIBERIE 46 - “PrA 3 ER—
MZ%k, RE2KETRIERT
HERK, FEAEHITHERT
M 2K R AE & B R Ath—1E
Wit 76 11 A 30 H 45 e i fi 5 1
fah Tk — “HBReas LIl
W, AR, R AR (R
Hi1 ) B 45 LA K iz AT R A F
AhEE M EE 12 A 11 B, A
[ A2 N ——J5 SR ASAE (4 R ik 2 8L 4t
¥ - PEER - NR/RE(FE: ik
e 36 X B VE B A G, R =B AE
dn B 2 AR B B, TR H A —
BIRTFAR . B =8 (5] 30
) R AR =E CRER S
REXMEE/NY 2?77’
WATER =8 l” JFE il —
AR B4 (Rt ) 7E B 5E AL
£ 5 =HAE S TR 2 ks
“PIEAEZHB P —EHAT (K
i), MELEA KA R, H2, AILE
Bl £ 2 0050 8 2 45 TR S A
(Rl ) CTRIE N ) i 2 et A AT
) H L (R ) R, HOB 2 46
F 3 A (St gy iR T ) i (]
Zh ) % T 1839 4F 12 A (B R
Ze i ) W A TR S AT R, R
VB SR B ET S AR 2 (it ) A —4
“FEB

O HEF: FEZNEEENET. —FHE

XIII

7 WREMEB Z )5, bt
Wz T (Rl ) B9 FRE (B b F 1840
1 A 3 B RIEH RIS E 2, I
KEFE “FEORATAMMLH R RIS, 1 A
8 HEPRZEE whidi, FrAC C & "
H o 8 H— 22 A H i 58 T8
IR C e )o NE B e, FXTE S
4 Lk 1 AN R (R R T AT
B—Bta” s AR, A ETER
Benstia)” sEpr BAREE R, UORAE 1 H
17 B, &F2EEFRpfiHCE s
IR BRI T BT, = R Z A
fia] tH RS A R T ZURRE B RIAS
R ZR AR FAE. 4 H 10 H,
b WA 3 L 55 4518 Bt (9 A A (] 2 45
Yeth g R, IFF 6 HUWE| 701
RIENRI AR, 6 A 28 H fthds Hh—
0y SRl A 4 B ke - PTaESR - D
SURIE IR : {5 Ak (Bl ),
s BB R AR PR AR R T .
Ho s —yH 555 885 aibR
BNE R G20 “TEIR UK H A8
A X — AR E B R T A A
B ATH L AE R AR — B AR IO 1
fho [FVRE, SR B 28 8 5 5 2 4 5
FIABIHCWEZEM B Z P, Xl
A LLERAIE v 7 R % ik 46 il B B A [F
FERYRAE , JF BLFE 1840 A5 2 H——4#
FIRAEANE & R R, SRR AE
WM —HFANE R FZE T
SR

sk

KFRARHMENFER,FS
RAFERR I o



XIvV

2 A HE RS X S A A S 4 43
17T 8 82 (36 A O R AR e ) i A T
0K, — I Rt

By - SR A
2009 4EFKFHAMK

Preface

With this six-volume set we present all
of Robert Schumann’s (1810-56)
works for solo piano. in the first critical
edition since Clara Schumann’s com-
plete edition of 1879-93. The works —
38 in total — appear in ascending opus
number order (with two works without
opus number placed at the end of vol-
ume VI). Although such a sequence does
not follow a strict chronological order,
and breaks up genres and groups of
works that belong together, our arrange-
ment at least allows the pieces to be
located quickly.

The present volume — no. IV - con-
tains opus nos. 17-23. These were com-
posed between the beginning of 1838
and March 1839, except for the g-minor

Piano Sonata, op. 22, which falls out-
side this time frame. It was composed
earlier, in 183335, practically contem-
poraneously with the Sonata in f§ minor
op. 11, but was then revised again in the
winter of 1836-37, and finally received
a new finale at the end of 1838. The
seven works were printed between May
1838 and June 1840.

Fantasie op. 17

Schumann’s great Fantasie in C major
op. 17 was initiated by a “call to Beet-
hoven’s admirers”, published by the
“Bonner Verein fiir Beethovens Monu-
ment” (Bonn Society for Beethoven’s
Monument) ou 17 December 1835,
Beethoven’s 65" birthday. It appeared
in numerous German newspapers and
also, on 8 April 1836, in the periodical
NEUE ZEITSCHRIFT FUR MUSIK, which
Schumann himself still edited at the
time. Schumann added to it a four-part,
not uncritical text signed Florestan,
Jonathan, Eusebius and Raro, and later
included it in his Gesammelte Schriften.
Schumann had in mind to donate the
proceeds of a new composition to the
Bonn Beethoven monument, and he not-
ed down the idea in his diary on 9 Sep-
tember 1836: “Idea for Beethoven.” The
Sonata for Beethoven — the original title
of the Fantasie op. 17 — was then “fin-
ished at beginning of December except
for a few minor details™ (entry in his di-
ary at the end of December 1836). On
19 December he wrote to the publisher
Friedrich Kistner in Leipzig: “Florestan
and Eusebius would very much like to
do something for Beethoven’s monu-
ment and to this end have written some-
thing which goes by the following title:
Ruinen, Trophaeen, Palmen. Grand So-
nata for Pianoforte. For Beethoven'’s
Monument. In the event that you should
wish to take the work under your pro-
tection, I would ask you to let the Bonn
Committee have one hundred compli-
mentary copies, which the committee
would soon dispose of. The proceeds
from these (around 80 thaler) would be
for the monument.” It is therefore high-
ly relevant that, at the close of the first
movement (M. 295 {f.), there is a refer-
ence to the well-known passage in the

last of Beethoven’s songs in his cycle An
die ferne Geliebte “Nimm sie hin denn,
diese Lieder.” It seems, though, that the
idea of a Sonate fiir Beethoven faded
further and further into the background
as time went by, and was probably
eclipsed by other aspects even while the
piece was being written. It is no accident
that the end of the last movement,
which was originally supposed to take
up once again the Beethoven citation
from the end of the first part, is deleted
in the engraver’s copy. Instead, other
agendas came to the fore. On 18 March
1838 Schumann wrote to Clara in refer-
ence to the Fantasie: “The first move-
ment is probably the most passionate
[Eva Weissweiler’s reading here is ‘most
artful’] I have ever written —a deep lam-
entation for you — the others are weaker,
but they don’t exactly need to hang their
heads in shame.” In the same letter
Schumann said that he had “drafted”
the Fantasie “in detail. in June 1836.”
The conclusion must then be that if his
memory did not fail him in this particu-
lar instance. he in any case initially
wrote the piece without “Beethoven at
the back of his mind.” When the Bonn
monument was finally completed and
unveiled in August 1845 as the first
Beethoven statue in Germany, Schu-
mann no longer took any notice of it.
Nor is the motto placed at the beginning
of the first edition of the work in any
way connected with the original im-
pulse.

After the collapse of the aforemen-
tioned negotiations with Kismeljuon
publishing the work, it was put aside for
a while. Several entries in Schumann’s
diary in the years following make men-
tion of “Fantasies”, but it is not clear
whether he means the Fantasiestiicke
op. 12 or the three parts of the Fantasie
op. 17. One may safely assume that the
C-major Fantasie underwent a number
of further revisions during this time.
Schumann also changed the headings to
the movements in the course of these re-
visions, and in a letter to Clara on 16
April 1838 he now called them “Ruins,
Victory Arch and Constellation.” The
overall title of the work then became
“Dichtungen” (Poems).



The title page of the autograph for
the 1% movement (no autograph sur-
vives for the 2" and 3! movements)
still contains the old names and the opus
number 12. The new titles and the ded-
ication to Franz Liszt already appear in
the engraver’s copy. a copyist’s manu-
seript that was checked by Schumann;
the opus number on its title page was
originally Op. 16 and was then changed
by Schumann to Op. 17. The individual
movement titles were also abandoned at
the printing stage, and on 19 December
1838 Schumann finally also had the
main title Dichtungen replaced by Fan-
tasie. On 6 January 1839 Schumann
wrote to the publishers: “If it is at all
possible, you will very much oblige me
by early publication of the Fantasie
dedicated to Liszt.” In February Schu-
mann read the proofs, which he (ac-
cording to his “Briefbuch”) returned
“post-haste” on 2 March. The work was
finally published in April 1839.

Schumann confessed to the music
critic Hermann Hirschbach in a letter
dated May 1839 that “Breitkopf and
Hartel recently published my Fantasie
in C major. Have a look at the first
movement, which I believed at the time
(three years ago) to be my greatest
achievement. 1 now think differently.”
This eritical distance to works written
earlier is typical for Schumann and fre-
quently recurs in his letters and diary
entries. At all events, the Fantasie
op. 17 is today indisputably regarded as
one of his most important piano works
and it captivates the listener time and
again with its highly romantic language

and yet meticulously devised form.

Arabeske op. 18 and Blumenstiick
op. 19

In late September 1838 Robert Schu-
mann travelled from Leipzig via Dres-
den and Prague to Vienna, where he ar-
rived on 3 October. His stay there was
not blessed by fate: the negotiations for
the publication of his periodical NEUE
ZEITSCHRIFT FUR MUSIK came to
nought, and he was virtually unknown
in Vienna as a composer. Nonetheless,
Schumann’s stay in Vienna witnessed
the birth of a good many compositions,

almost all of them for piano. While they
may not number among his most signif-
icant creations, they have maintained a
firm hold in the pianist’s repertoire to
the present day: the Arabeske op. 18,
the Blumenstiick op. 19, the Humoreske
op. 20, the Novelletten op. 21, an unfin-
ished movement for a piano concerto in
d minor, and, toward the end of his stay,
the Nachtstiicke op. 23 and Faschings-
schwank aus Wien op. 26. Also among
these works was the bulk of the pieces
that he published only later, in the
Bunte Blitter op. 99 and Albumbldtter
op. 124. “The whole of last week,” he
wrote to Clara on 26 January 1839,
“passed by in composition: and yet,
there is no real joy in my thoughts, nor
even a beautiful melancholy [...] Other
than that, I've polished off a set of vari-
ations on no theme. | want to call the
opus Guirlande: everything about it in-
tertwines in a special way. I also finished
another little piece, a Rondelett. Then |
will neatly gather together all the many
little things I've got at the moment and
call them ‘Kleine Blumenstiicke’, just as
pictures are called. Do you like the
name?” Later Clara herself felt that the
piece called “Guirlande™ probably re-
ferred to the Arabeske. However, the
formal structure of the two works has
led to the supposition that the phrase
“variations on no theme” more likely
applies to the Blumenstiick, with the
more fitting term for the Arabeske being
“Rondelett.”

Just as Schumann’s moods in Vienna
vacillated between joyful expectation
and despondency, the works he com-
posed there are no less varied in charac-
ter and expression. The buoyant and af-
firmative Humoreske stands alongside
the gloomy Nachtstiicke, the vibrant
Faschingsschwank alongside the more
docile and lyrical Arabeske and Blumen-
sticck. Schumann himself, writing on
11 August 1839 to his friend, the pian-
ist Henriette Voigt, confided that “three
new compositions have arrived [from
Vienna] and are waiting for you, among
them a Humoreske, to be sure of a more
melancholy sort, and a Blumenstiick
and an Arabeske, which are of less im-

portance: the titles say all there is to
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know, and I am quite blameless that the
stems and fronds are so frail and deli-
cate.” Four days later he wrote to his
longstanding friend Ernst Adolph
Becker: “Op. 18 and op. 19 are frail and
for the ladies. but op. 20 seems to me
more substantial.” It is probably not
far-fetched to assume that Schumann
deliberately tailored these two little
pieces to suit the lighter Viennese taste,
especially as he himself told the pianist
Joseph Fischhof in late 1838 that he
wanted to “rise up to become the fa-
vourite composer of all the ladies of
Vienna.” These two opuses are examples
of light music in the very best and lofti-
est sense, masterly in their gracefulness
and in their technical command of the
delicate piano texture.

A letter of 15 March 1839 from Schu-
mann to his admirer Simonin de Sire in-
forms us that the Arabeske was already
finished in 1838. All the same, Schu-
mann wrote the place and date of com-
position as Wien 1539 on the flyleaf of
his personal copy. Assuming that the
*Guirlande’ or ‘Rondelett” mentioned in
his letter of 26 January 1839 to Clara
was in fact the Arabeske, the piece was
at least finished by that date. One
month later he sent the manuscript to
the Viennese publisher Pietro Mechetti.

The Blumenstiick op. 19 must also have
been composed by the end of 1838. In
the Brautbuch (bridal book) that Schu-
mann compiled for Clara and that
covers the period between July 1837
and October 1839, various pieces of
musical notation appear alongside the
verbal inscriptions, pressed flowers, and
other inserted objects. One of the last

is part 1 of Blumenstiick, in a version
dated Wien. October 1838 that differs
markedly from the published text. Ex-
actly when Schumann completed the
piece is unknown.

The engraver’s copy for the Arabeske
op. 18, was dispatched to Pietro Me-
chetti in Vienna on 26 February 1839,
and that of the Humoreske op. 20, on 10
March. The manuscript of Blumenstiick
op. 19 must have been sent to the pub-
lisher sometime between these two
dates. Writing from Leipzig on 18 June,
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Schumann asked Mechetti to be “quick
about the proofs,” and on 13 July he
forwarded authorisations of ownership
for op. 18 to 20, expecting to receive the
first “fair printed copies” by 8 August.
In the event, they arrived somewhat ear-
lier than that, for on 5 August Schu-
mann jotted down, as item no. 571e in
his list of letters, “Becker Dresden free /
with Arabeske, Blumenstiick and Hu-
moreske for him, Krigen and the “Ma-
jorin”.” The “Majorin” was, of course,
the major’s wife Friederike von Serre,
the dedicatee of op. 18 and 19, who re-
mained a close friend of the composer
even in later years.

The autograph manuscript of the
Arabeske has not survived. Apart from
the abovementioned manuscript of Part
1 in the Brautbuch, no autograph mate-
rial for Blumenstiick survives either.
Consequently, the first editions were the
only relevant sources for our edition.
Schumann’s personal copies contain no
authorial annotations in the musical
text. The text is rather full of mistakes,
occasionally necessitating minor editori-
al interventions.

Humoreske op. 20
The term “Humoreske” was originally
used to designate a literary genre that
flourished above all in the popular peri-
odicals of the Biedermeier era, even
though it did not develop any idiosyn-
cratic characteristics. Before Robert
Schumann became the first to use the
term for a musical composition, thus in-
itiating a long tradition of musical “Hu-
moresques,” the concept had found its
way into music criticism as a literary
metaphor. Thus in a review of 25 De-
cember 1838, Oswald Lorenz, Schu-
mann’s editorial colleague at the NEUE
ZEITSCHRIFT FUR MUSIK, characterised
Clara Wieck’s Scherzo op. 10 as a hu-
moresque, with reference to the literary
genre. Around the same time, an anony-
mous article in the HAMBURGER NEUE
ZEITUNG reported on Schumann’s stay
in Vienna, and commended the piano
pieces he had published thus far as
“brilliant musical humoresques.”
Schumann began working on his
Humoreske op. 20 in Leipzig in spring

1838. He had not yet setiled on the title
of the work, however. In the Brautbuch
he compiled for Clara Wieck. he inscrib-
ed a 23-measure sketch of an Adagio
dated April 1535; this later became the
introduction to the Humoreske (source
A1, see the Comments at the end of the
present edition). In September 1838
Schumann travelled to Vienna, where he
took up the Adagio sketch again, but
did not substantially develop it. There
are 14 additional measures (M. 1-37)
in an album leaf dated Wien. 2'" / 2 39,
which is identified as a Vorspiel zu
einem Rondolett (source A2) and is ded-
icated to the pianist Karl Georg Likl.
The working manuscript, begun in early
1839 and in which the piece gradually
took shape. has come down to us in only
fragmentary form (source A3); all that
survives are measures 093-799. The
manuseript used for the engraving is al-
so lost, so that we cannot determine
with certainty exactly when Schumann
laid down the work’s title. Perhaps the
two magazine articles quoted above had
inspired him to choose this title.

The work was completed in Vienna in
March 1839, and explicitly designated
as Humoreske in a letter of 11 March to
Clara Wieck. Schumann had handed
over the engraver’s copy to the publisher
Pietro Mechetti in Vienna the previous
day. On 18 June, having since returned
to Leipzig, he asked Mechetti to send
him the proofs as soon as possible.
Mechetti complied with his wish on
3 July 1839 and requested, in his turn,
that the proofs be returned quickly so
that the first printed copies could be
ready by 8 August. The first edition of
the Humoreske did indeed appear in
August 1839, with a dedication to com-
poser-pianist Julie von Webenau, née
Baroni-Cavalcabo, a pupil of Mozart’s
youngest son. Schumann had first met
the young woman in Leipzig in 1835,
and reunited with her during his stay in
Vienna.,

The musical humour suggested by the
title is not intended to evoke any out-
ward mirth, but embodies an aesthetic
program. Particularly revealing in this
context are Schumann’s comments to
Belgian music-lover and amateur com-

poser Simonin de Sire: “The French do
not understand the word Humoreske. It
is truly deplorable that no good, suitable
words exist in French for the two char-
acteristics and concepts that are most
deeply rooted in the German mentality -
das Gemdiitliche (Schwdrmerische) and
Humor — of which the latter is a felici-
tous combination of gemiitlich and wit-
zig. This reflects the basic character
of the two nations. Do you know Jean
Paul, our great writer? I learned more
counterpoint from him than from my
music teacher.” In this succinet defini-
tion of humour, Schumann alludes to his
reading of lean Paul’s Vorschule der
Asthetik (1804), in which romantic
humour is a central theme. In contrast
with present-day usage, Jean Paul uses
the term “das Gemiitliche™ to designate
a profound depth of emotion and a great
sensitivity that is able to perceive — seis-
mographically. as it were — all the phe-
nomena of life. “Das Witzige.” in turn,
refers to the ability of a sharp-witted
mind to combine far-flung opposites in
a surprising and subtle manner. The iro-
ny that this produces opens up and casts
a bright light on new aesthetic perspec-
tives. Schumann allegorises both com-
ponents of the humourist in the com-
bined, two-sided character of Eusebius
and Florestan: the sensitive. effusive
Eusebius stands for Schumann’s emo-
tional depth (Gemiit), while the astute,
critical, and sometimes bitingly ironic
Florestan represents the intellectual side
(Witz) of Schumann’s dual nature.
Prior to his Humoreske. Schumann
had joined the heated discussion about
comedy and humour in music with his
article Uber den Aufsatz: das Komische
in der Mustk von C. Stein im 60. Hft.
Der Cacilia (in: NEUE ZEITSCHRIFT FUR
MUSIK, vol. 1, no. 3, 10 April 1834,
pp. 101.). It is not surprising that he
characterised his Humoreske in a letter
of 7 August 1839 to Ernst Adolph
Becker as “not very merry, and perhaps
the most melancholy™ of the works he
had written to date. In his letter to Clara
Wieck dated 11 March 1839, he de-
scribed as follows the psychological con-
dition he was in while writing the piece:
“I have been at the piano all week. com-



posing, writing, laughing and crying all
at once. You will find this state of affairs
nicely evoked in my opus 20, the big
Humoreske, which is about to be en-
graved. You see how fast things are go-
ing with me now. Thought up, written
down., off to print.”

There are contradictory interpreta-
tions of the formal structure of the very
lengthy (963 measures) work (regard-
ing formal problems as well as the inter-
pretation of the Romantic concept of
humour and its musical transposition in
the Humoreske, see Bernhard R. Appel.
Robert Schumanns Humoreske fiir Kla-
vier op. 20. Zum musikalischen Humor
in der ersten Hilfte des 19. Jahrhun-
derts unter besonderer Berticksichti-
gung des Formproblems. Diss. Saar-
briicken. 1981, pp. 294 ff.). The ambig-
uous concept underlying the composi-
tion is reflected in these different
attempts to explain it. It eludes the
analyst’s grasp as soon as one tries to
describe it with formal academic cate-
gories.

For a long time. pianists almost fear-
fully avoided the piece on account of its
complexity and its great interpretative
demands. Even Clara Schumann rarely
played the Humoreske in public, per-
haps doubting its impact on an audi-
ence. With reference to a private per-
formance in May 1894, she explained to
her grandson Ferdinand Schumann that
“with the Humoreske, one had to con-
jure up melancholic, extravagant, fan-
tastic ideas. The canonic passage in d
minor [M. 358 ff.] is very humouristic.”
In view of the musical humour that con-
temporaries felt was intrinsic to Schu-
mann, opus 20 occupies a key position
that represents the compositional and
aesthetic sum of his early piano oeuvre.

Schumann provided no information
on how to interpret the innere Stimme
(inner voice) (M. 251-274) notated on
a separate third staff. In an unpublished
letter of 14 May 1883, Clara explained
to Georg Henschel her feeling that the
inner voice was intended to “give the
pianist a support to the melody of the
right hand. This must be performed in
such a way that the listener senses the
melody. However, the inner voice is not

to be played. I believe that the composer
wanted the melody to be sensed, in a
shadowy manner, rather than stressed
or brought to the fore. But it is just as
likely that my husband here intended
only that the player should hear the
voice inwardly or hum it, as one often
does when one’s heart is full while play-
ing.” Moreover, the inner voice is hidden
not only as “inexact all’ottava,” in a
staggered syncopation in the upper
staff, but also as “inexact unison” in the
middle part of the lower staff. The har-
monic progression of the inner voice also
recurs in the static, mysterious-sound-
ing chord sequence at measures 447—
482. Its melodic line recalls Clara
Wieck’s Romanze op. 11 no. 2 (some-
thing pointed out by Hans-Joachim
Kohler in his edition of the Humoreske
published by Peters, Leipzig, 1981) and
thus takes its place among the many
compositional entwinements that are
discernible. sometimes more, other
times less, between Clara’s and Robert’s
works. This is also confirmed by the fol-
lowing passage from Schumann’s letter
to Clara Wieck dated 12 July 1839:
“Wonderful — when did you write the
piece in g minor [op. 11 no. 2]7 In
March | had a very similar idea; you will
find it in the Humoreske. How remarka-
ble are our sympathies.”

This preface stems in great part from
the pen of my friend Bernhard R. Appel.
whose above mentioned dissertation
on Schumann’s Humoreske op. 20 is a
milestone in the study of this work.

Novelletten op. 21

The title Novelletten probably refers to
small novellas. As in the case of several
other titles, Schumann was the first to
use it to describe a piece of music, and it
was later adopted by other composers.
The title appears from the very outset
among the private composition notes in
his diary, where its earliest occurrence
dates from 20 January 1838: “Worked
on the Novelletten from then until
Wednesday.” On 6 February, he dis-
cussed the newly composed pieces in a
letter to Clara Wieck: “Then again, I've
written such a frightful amount of music
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for you over the past three weeks —
pranks, Egmontian tales, family scenes
with fathers. a wedding, in short, ex-
tremely engaging things.” In other
words, the entire cycle was predicated
from the very beginning on the telling of
stories, or “novellas.” This is vet anoth-
er indication of the large role that liter-
ary references played in Schumann’s
early piano music. In the same letter,
Schumann alludes to the similarity be-
tween the title and the name of the Eng-
lish soprano Clara Novello, who had
made a guest appearance in Leipzig in
winter 1837-38. adding that he “called
the entire piece Novelletten because
vour name is Clara and Wiecketten
doesn’t sound good enough.” This pas-
sage has led to the assumption that it
was Novello’s name that caused Schu-
mann to coin the term Novelletten in the
first place. It is more likely, however,
that the pun only occurred to him as an
afterthought in view of the similarities
between the words Novelle and Novello.

The literary basis of the Novelletten is
equally apparent in the titles originally
given to numbers 2 and 3. The two sec-
tions of piece no. 2 are headed Sarazene
and Zuleika in an early copy. and an ad-
vance print of the Intermezzo from piece
no. 3 is prefixed with the opening lines
of Shakespeare’s Macbeth. As Schu-
mann later explained, “it is not the wish
of the composer that the music be
viewed as a background to the append-
ed motto; on the contrary, it was only
later that he discovered these words,
which approximate the meaning of his
music.” However, in later life, he simi-
larly distanced himself from most of the
literary references in his early piano
pieces, probably less from inner convic-
tion than from a fear that his works
might be misconstrued as program mu-
sic.

According to notes in his diary, Schu-
mann composed the eight pieces of the
Novelletten in a fairly regular sequence
between early January and mid-April,
with nos. 5 and 8 the last to be com-
posed. On 22 April Schumann sent a
copy of no. 2 to Franz Liszt, and on
14 August he finally noted in his diary
that he had “put the whole of the Novel-
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letten in order”, noting the same again
on 30 August. At the same time as
working on the Novelletten Schumann
was also occupied with his Kinder-
szenen. When he sent the latter to Breit-
kopf & Hiirtel on 21 March 1838, he
even went so far as to write: “I com-
mend the enclosed Kinderscenen [sic] to
your benevolence; originally they were
meant to form an appendix to the
Novelletten, but I find it more fitting
that they appear in a separate volume.*
This association may surprise the pre-
sent-day Schumann connoisseur, but
for all the differences between the two
works, there is no denying that their
parallel genesis led to a distinct similar-
ity in their graceful and largely un-
troubled mood. In a letter to Heinrich
Hirschbach, dated 30 June 1839, Schu-
mann referred to the Novelletten as “on
the whole cheerful and perfunctory,
apart from a few moments where I get
to the bottom of things.” On the other
hand, writing to his former teacher
Heinrich Dorn on 5 September 1839, he
could claim that “something of the
struggles that Clara cost me may be
heard in my music and will certainly be
understood by you as well. She was
practically the sole begetter of the con-
certo, the sonata, the Davidbiindler-
tanze and the Novelletten.” This accords
with the following letter of 30 June
1839 from Schumann to Clara: “Yester-
day I also received my Novelletten; they
have become strong; four books dear
little Clara — I think you will certainly
see yourself in them [...] My bride, in
the Novelletten you appear in all possi-
ble conditions and situations, and in
other irresistible things! Yes, just con-
sider! I declare: Novelletten can only be
composed by one who has seen such
eyes as yours, and has touched such lips
as yours. In short, one can probably do
something better: but something similar,
hardly.” Whatever the case, a reminis-
cence of Clara is to be found in the
eighth piece, where the annotation in
measure 198, Stimme aus der Ferne

(a voice from afar), points out that the
melody beginning in that measure has
been taken from Clara’s Notturno,

op. 0, no. 2.

The above-mentioned advance print
of the Intermezzo from Novellette no. 3
appeared on 22 May 1838 as item no. 6
in volume 2 of the Sammlung von Mu-
stk=Stiicken alter und neuer Zeit, a sup-
plement to the NEUE ZEITSCHRIFT FUR
MUSIK. In short, it appeared in print a
full three months before Schumann put
the finishing touches to the entire opus
in August prior to its publication. None
the less, the first page contains a remark
pointing out that the Intermezzo was
“taken from the Novelletten soon to be
published by Breitkopf & Hirtel.” indi-
cating that the publishers had already
agreed to include the work in their cata-
logue at that time. There is no longer
any way of knowing exactly when Schu-
mann sent the completed engraver’s
copy of all eight Novelletten to Breitkopf
& Hirtel. According to the title of the
engraver’s copy, the work was originally
to have been dedicated to Chopin, and
to carry the opus number 16. On 19 De-
cember 1838, Schumann informed the
publishers that he wanted to dedicate
“the three [sic] fascicles of Novelletten”
to Adolph Henselt and that their opus
number should be 19. Schumann
changed the opus number yet again in
a letter of 21 March 1839, “as in the
meantime several items have been
published here [in Vienna] by Herr
Mechetti.”

The order of the eight pieces was not
established at the outset, and was also
altered several times in the engraver’s
copy. At first, they appeared in the se-
quence 5, 0,7, 3,2, 1 and 4, with no. 8
originally inserted after no. 6. The final
subdivision into four fascicles of two
pieces each apparently only occurred
during the process of proofreading. just
before the work was published. This
alone is sufficient to prove that the work
was not organised on a strict cyclic plan.
As a result, even today many of the
Novelletten are frequently heard sepa-
rately in recitals. Schumann’s recorded
thoughts on this subject are somewhat
contradictory. On the one hand, writing
to his Viennese acquaintance Joseph
Fischhof on 3 April 1839, he referred to
the Novelletten as “fairly lengthy inter-
related adventure stories,” and the letter

to Hirschbach, mentioned several times
above, claims that they are Innig zusam-
menhdngend (intimately interrelated).
On the other hand, he forwarded a sep-
arate copy of Novellette no. 2 by itself
to Franz Liszt and encouraged Clara
Wieck to extract this very piece from the
larger work and to play it in public,
adding that she could be “certain of
achieving the greatest effect with it it
has a beginning and an end, evolves well
in a way that audiences can follow, and
even has a good tune in the Trio.” In
contrast, piece no. 6, which Clara evi-
dently also wanted to single out for sep-
arate performance, did not meet with
the same approval: “It only makes its
effect within the full cycle; the one in

- major [no. 7] goes by too quickly.”
Nevertheless, he was, even in the case of
no. 7, prepared to compromise: “As an
experiment, let me ask you to play the
one in E, say. and to follow it with the
one in D [no. 2]. and see which one has
the greater effect.”

Piano Sonata in g minor op. 22
According to its opus number, the Piano
Sonata in g minor op. 22 is the last of
Schumann’s pieces in this genre. Actual-
lv, however, the work was written nearly
contemporaneously with opus 11 and
prior to opus 14. The higher opus
number of the g-minor Sonata is due to
delays with the publication which, in
their turn, arose in conjunction with the
complicated genesis of the work. The
compositional process did not unfold
continuously from its inception; on the
contrary, the individual movements
were conceived more or less independ-
ently of one another and at totally dif-
ferent times.

The 2" movement is a piano ar-
rangement of a song that was not pub-
lished until after the composer’s death,
Im Herbste (In the autumn; see Schu-
mann Werkverzeichnis, Anh. M2 No. 8).
The arrangement was written in June
1830, Schumann also adapted the song
An Anna (Anh. M2 No. 7) to the piano,
probably during this same period:; it was
then published as the slow movement of
the f§-minor Sonata op. 11. It is possi-
ble that Schumann arranged the two



songs for piano practically at the same
time, but first of all without any inten-
tion to use them later as the slow move-
ment of a sonata. The reason for their
composition remains obscure. The only
confirmation that the arrangement of /m
Herbste was written in June 1830 is
found at the end of autograph A, of the
g-minor Sonata (see Comments).

According to these indications, only
the first movement and the Scherzo of
op. 22 were written contemporaneously,
in June 1833, and Schumann did not
begin working on the final movement
until October_1835. The separate auto-
graph of this movement is dated Schlufs
am 27sten October 35 (completed on 27
October 35). It is a working manuscript
which contains many corrections; more-
over, there are occasional references to
inserted sheets which must have con-
tained new versions of various sections
but which are unfortunately no longer
extant. Schumann seems to have begun
revising the other sections immediate-
ly after he first wrote down the final
movement, which resulted in countless
changes and emendations. especially in
the first movement.

At Christmas 1836, Schumann gave a
manuseript of the Sonata to Henriette
Voigt, to whom he later dedicated the
work. In early January 1837, however,
he asked her to return the manuscript,
as the Sonata had to “become much
more beautiful vet.” Indeed, he returned
to work with great diligence on the com-
position in the following weeks and not-
ed in his diary in March: “Put the Sona-
ta in g minor in order save for the last
two pages, which I cannot bring to com-
pletion.” As Linda Correll Roesner elu-
cidates in her Schumann’s Revisions in
the First Movement of the Piano Sonata
in G minor, op. 22, these “last two pag-
es” most likely refer to the close of the
1°* movement, which seems to have
caused Schumann considerable difficul-
ties and which — contrary to the com-
pletely correction-free close of the 4
movement — is deleted in A,. Altogether,
five different stages of corrections can
be discerned in the manuscript, where
the earlier versions most closely approx-
imate the one that was later printed.

On 4 February 1838 Schumann of-
fered the Sonata to the Leipzig publish-
er Breitkopf & Hartel in the version
completed in 1837. He wrote: “I am
working on and, in part, copying out
several new pieces with great industry:
24 Spnata for piano — Fantasias for pi-
ano [op. 17] — Novelletten for piano
[...] — the only ones which I plan to have
published in the next two years. I would
like to stay with you. if you so wish; eve-
rything proceeds so easily with you and
with such little ado that an artist can do
nothing but hold this in high regard.”
Publisher and composer apparently
came to an agreement very quickly, for
Breitkopf received the engraver’s copy,
on 18 February.

The printing process was then inter-
rupted, possibly as a result of a letter
from Clara Wieck. Schumann had ap-
parently told Clara about his agreement
with Breitkopf. and she replied from Vi-
enna on 3 March 1838: “I am looking
forward to the second sonata with end-
less joy: it reminds me of many happy
hours, but also of painful ones. I love it
as | love you, and it expresses your en-
tire being so clearly. Moreover, it is not
too incomprehensible. But there is one
thing: do you really want to leave the
last movement as it was? Why don’t you
change it a bit and make it simpler, for
it is really somewhat too difficult. I un-
derstand it and can play it if need be,
but the masses, the public, and even the
connoisseurs for whom one is ultimately
writing — they don’t understand it. |
hope you don’t hold this against me, for
— you wrote me that I should tell you
what I feel as if you were my husband.”
Schumann did not hold Clara’s critique
against her; on the contrary, he followed
up on it and wrote her on 17/18 March:
“You are so right about the last move-
ment of the sonata. | am so dissatisfied
with it (with the exception of various
passionate moments) that [ have dis-
carded it completely.”

A number of events then occurred in
Schumann’s life which prevented him
from straight away tackling the compo-
sition of a new final movement at that
time. It was not until about the end of
the year 1838, during his month-long
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stay in Vienna, that he found the time
and peace to do so. On 29 December he
informed Clara: “I am sending the So-
nata in g minor off to print shortly: 1
wrote the last movement here. It is very
simple, but corresponds to the inner
mood of the first movement very well. I
have also left the first movement as |
had first written it [in 1833], thus not
as you know it now. But you will like it.”
During his stay in Vienna, Schumann
thus not only composed a new finale,
but also made a new version of the

1 movement, in which he cancelled
most of the changes he had made in the
previous years. He must also have tran-
scribed the 2°¢ movement anew in Vien-
na, since it is written on paper bearing
the imprint of the Viennese publisher
Anton Diabelli. He thus produced an
entirely new manuscript, which he then
sent to the publisher as the engraver’s
copy. Curiously, this engraver’s copy
was later divided up into several parts.
The 1" and 4" movements are in a pri-
vate collection and unfortunately inac-
cessible. Only copies of the 2"! move-
ment were available. There is no trace of
the 3" movement.

Schumann appears to have dis-
patched this new engraver’s copy to
Breitkopf & Hartel probably around the
turn of the year 1838/39, for in his cor-
respondence book we read under 7 Jan-
uary 1839: “To speed up the printing of
my compositions, a quick reply would
be opportune.” He was presumably also
including the Sonata op. 22 here. On
29 August Schumann inquired whether
“it would be possible to produce a good
copy of my sonata by 13 September
[Clara Wieck’s birthday],” since Clara
“has a particular fondness for this so-
nata.” The print was released in Sep-
tember, just in time for the dedicatee
Henriette Voigt to receive a copy, for she
passed away on 15 October 1839.

The first edition obviously contained
only the closing movement written in
Vienna. It was only many years later, in
1866, that Johannes Brahms had the
original finale published by Rieter-Bie-
dermann in Winterthur. Nevertheless,
the manuscript that Brahms had at his
disposal represented only a preliminary



