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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.

This first volume contains opus
nos. 1-7. These were composed between
1829 and the end of 1833, and pub-
lished between 1831 and 1834, with the
exception of the Davidsbiindlertinze,
which Schumann did not compose until
late summer 1837, and which were first
published in January 1838. How they
nevertheless came to be given the opus
number 6 remains a mystery, about
which more information is provided
below.

Abegg-Variationen op. 1

The Abegg-Fariationen were the first
work that Schumann brought before the
public. When he resolved to take this
step he was twenty-one years old and
had already produced a large number of
compositions. Not all of them were pi-
ano pieces. even though one might con-
clude so from the fact that his next 22
published works are all for piano; as
well as piano music and several songs,
his desk drawer also contained a Psalm
for soprano, alto and orchestra. a piano
quartet. a piano concerto and a sympho-
ny. some of which were still unfinished.
The work he finally considered worthy
of serving for his publishing début was
the Abegg-Variationen. composed, as we
learn from his own words written on the
flyleaf of his personal copy, in Heidel-
berg during the winter of 1829-30.
They were not intended from the outset
to be for solo piano. Originally they were
conceived as a virtuoso piece for piano
and orchestra with a thematically unre-
lated introduetion. This version may
possibly have been inspired by Ignaz
Moscheles’s Variations on La Marche
d’Alexandre, op. 32. which Schumann
himself performed in Heidelberg on

24 January 1830. The solo piano ver-
sion probably acquired its final form in
July and August 1830. A year later, on
12 September 1831, Schumann offered



the work to Leipzig publisher Kistmer.
His letter is revealing of the situation in
which the young composer then saw
himself: “I would only ask that the for-
mat. paper, engraving and title page be
comparable to those of, let us say, Carl
Mayer’s variations (on the Sehnsuchts-
walzer) as issued by Probst. If you [...]
could find it in yourself to grant this re-
quest of mine. | would gladly agree to
guard you against any loss by taking
some fifty to sixty copies at 50 percent
[i.e. by purchasing them in advance at
his own expense]. Lastly. may | ask
most humbly whether the variations can
appear in print by the 18" of November.
the birthday of Countess Abegg. to whom

I am indebted in several ways?”

The publisher accepted Schumann’s
“first born™ work. and apparently met
the desired publication deadline. The
great significance this initial publication
had for Schumann is amply attested
by two entries in his Leipziger Lebens-
buch (a diary covering the period from
13 October 1831 to 28 November
1838). one written just before the
work’s publication and the other shortly
thereafter:

“I was then interrupted [...] by my
first set of proofs: what bliss, my first
proofs!™ (7 November 1831).

“The variations have now arrived: it
is as if everything in them gains in sig-
nificance when printed.” (12 November
1831).

The Pauline Comtesse d’Abegg men-
tioned on the title page of the first edi-
tion is, as Schumann himself confided to
his friend Anton Theodor Topken, a
“mystification”™ which he had his own
reasons to circulate. Scholars generally
agree that the name refers to Meta
Abegg (1810-35). a young lady from
Mannheim also known by her married
name of von Heygendorff. As Topken
himself surmised. it was. in the main,
probably the “musical tractability of the
name that caught [Schumann’s] faney.”
Admittedly a closer personal attachment
cannot be dismissed. even though the
date of 18 November mentioned in the
letter to Kistner, happens not to have
been the young lady’s birthday (she was
born on 16 April). Perhaps this was de-

liberately meant to cast further obscuri-
ty on their actual relations; perhaps
Schumann wanted to have his opus 1
appear in print by his mother’s birthday
ten days later, on 28 November. The so-
lution to this riddle remains a matter for
speculation. When Johannes Brahms
visited the ailing composer in Endenich
in February 1855, Countess Abegg
again became an object of discussion,
thereby. one might say, framing Schu-
mann’s artistic career. Writing to Clara.
Brahms reported that “he told me of
vour travels. of the Seven Hills, of Swit-
zerland and Heidelberg, and spoke also
of Countess Abegg.”

The eritics gave Schumann’s first
work a very warm reception: the WiE-
NER ZEITUNG (ALLCEMEINER MUSIKA-
LISCHER ANZEIGER no. 26, pp. 101f.)
published the following very positive re-
view on 28 June 1832: “The probably
still youthful composer, whom we have
never encountered before. is a rare phe-
nomenon of our age: he follows no
school. draws his ideas from his own
mind. and declines to preen himself
with [...] borrowed plumes. He has cre-
ated an ideal world in which he gambols
with almost reckless abandon, at times
even with original bizarrerie [...] Noth-
ing about it is easy to play: its perform-
ance cries out for sharp delineation of
character. The entire piece must be
carefully studied and practiced to attain
the overall impression intended.” Schu-
mann wrote out this review in his Leip-
ziger Lebensbuch, adding: “1 myself
would not have been able to write the
review. in the Wiener Zeitung. How de-
lighted mother and Julius [Schumann’s
brother] will be! May No. 26. this great
and invisible patron, be repaid with
industry, modesty and tranquillity.”

Papillons op. 2

Schumann’s Papillons were composed
between 1829 and 1831, more or less
contemporaneously with the Abegg-Far-
tationen. To a certain extent. these were
the decisive years in his artistic develop-
ment. Officially he was still a law stu-
dent in Leipzig and Heidelberg, but the
urge to devote himself entirely to the
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arts was growing ever stronger, and he
planned to take up a career as a pianist.
Having resolved to abandon his law
studies come what may, he then had dif-
ficulty in deciding between music and
poetry.

These twin musico-literary talents led
time and again to an intimate cross-fer-
tilization between Schumann’s many lit-
erary impressions and his musical crea-
tivity. Schumann himself pointed out
the literary references in Papillons on
15 April 1832 when he sent his mother
a dedicatory copy of the first edition
for presentation to his three sisters-in-
law. His cover letter reads as follows:
“Please ask all of them to be so kind as
to read the final scene of Jean Paul’s
Flegeljahre as soon as possible, for the
Papillons are actually meant to trans-
form this masked ball into notes.”

Jean Paul was Schumann’s greart lit-
erary idol. This writer, Schumann ex-
claimed to his friend Carl Flechsig on
17 March 1828, “still takes pride of
place in my mind: I put him above all
the others, not excluding Schiller (I
don’t yet understand Goethe).” Flegel-

Jahre. Eine Biographie had long been

one of his favourite novels: even vears
later. in a letter of 1838 to Clara. he re-
ferred to it as “a book like the Bible in
its way.” The protagonists of the novel.
which had appeared in four volumes in
1804-05. are the twin brothers Walt
and Quod Deus Vult (= what God will)
and the maiden Wina, with whom both
men are in love. Its final scene, expressly
mentioned by Schumann, is a grand
masked ball in which Vult takes on his
brother’s disguise and thus obtains Wi-
na’s consent to his proposal of marriage.
Knowing that her consent was actually
intended for Walt. he leaves the town.
Walt himself has fallen asleep, lulled in-
to a world of dreams by his brother’s
flute playing and by his own blissful
memories. The novel ends with the
words: “Even from the alleyway below
Walt listened in delight to the language
of the fugitive notes, for he did not no-
tice that with them his brother too was
running away.”

Many other passages in Schumann’s
letters refer to the close links between
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the Flegeljahre and his Papillons. He
even drew attention to them in a letter
to the critic Ludwig Rellstab when he
forwarded a reviewer’s copy: “I feel at
liberty to add a few words to the Pa-
pillons regarding their origins, as the
thread that is intended to tie them to-
gether is barely visible. Surely your wor-
ship will recall the final scene of Flegel-
Jahre — masked ball = Walt — Vult -
masks — Wina — Vult’s dancing — the ex-
change of masks — confessions — anger —
disclosures — hasty departure — final
scene and then the departing brother. —
I often turned over this final page, for to
me the denouement seems to augur a
new beginning.” (Indeed, until the end
of his days Jean Paul considered writing
a continuation of the novel.) “Almost
unawares | found myself at the piano,
and thus there arose one papillon after
another.” By the summer of 1834. how-
ever. in a letter to his lady friend Henri-
ette Voigt. he slightly distanced himself
from this stance: “I further mention that
I have adapted the text to the music and
not vice versa — to do otherwise is a vain
undertaking. Only the final piece, fash-
ioned by a capricious fortune in re-
sponse to the first, was inspired by Jean
Paul.” In later years, Schumann fre-
quently denied the extra-musical influ-
ences on his compositions, probably to
prevent their being misconstrued as pro-
gram music. In the case of Papillons,
however, the close ties to Jean Paul’s
Flegeljahre are of central importance.
The composer’s personal copy of the
novel contains a number of annotations
keyed to the corresponding numbers of
Papillons. thereby providing firm evi-
dence of their correlations. These anno-
tations are quoted at the end of our vol-
ume in the Comments for each piece
concerned.

Schumann later was somewhat criti-
cal of the Papillons, and wrote in his di-
ary on 9 June 1832 that, in the Papil-
lons, “the transitions are too rapid, the
colours too vivid,” and that “the listener
still has one page in his mind [...] while
the pianist is quickly finishing up the
next. There is. perhaps. something criti-
cal about this self-destructiveness of

papillons. but surely nothing artistic.

Between some of them one might quaff
a glass of champagne.”

Schumann was keenly interested in
other people’s opinions of the Papillons
—ounly the second work after the Abegg-
Fariationen that he saw fit to publish.
His diary records the comments of the
publishers Probst and Hofmeister as
well as those of his teacher Friedrich
Wieck, whose choice of epithets — “pi-
quant, new, original spirit, American
[!]. rare™ — suggests. however. that
he had trouble relating to the work’s
novelty.

Schumann placed great store in the
proper performance of Papillons. Clara
Wieck. at that time just turned thirteen,
started work on them as soon as they
appeared in print. Schumann’s diary
('ﬂ"lﬂi"h l“i‘ln'\' f*l]ll'i(’ﬁ ('()ll(‘(‘l‘l]ing h(’,‘l.
playing. On 23 May 1832. for example.
we can read: “Clara and the Papillons.
which she hasn’t quite mastered: alto-
gether they are well turned-out and o
my liking; the only thing | miss is deli-
cacy. no matter how soulful and whole-
somely rapturous her playing may oth-
erwise be.” Three days later, another
diary entry informs us of her clear pro-
gress: “Clara attacked them properly
and passionately.” Oddly. Clara Schu-
mann did not perform Papillons in pub-
lic until 1866. Thereafter the work was
frequently found on her programs.

The first edition of Papilons was is-
sued in February or March 1832 by
Friedrich Kistner. The composer’s per-
somal copy. preserved at the Robert
Schumann House in Zwickau, contains
a number of autograph corrections
which are itemised in the Comments.
This volume served as the primary
source for our urtext edition. Another
important source that we consulted is
the autograph manuseript.

Several diary entries inform us that
Schumann planned to write a second
volume of Papillons. In any event, the
first edition bears the words on the title
page, perhaps implying that he had
promised a second volume to his pub-
lisher. On 9 August of that same year we
find “Papillons, Livr. 27 listed under the
heading “Works,” evidently proving

that he had in fact set this plan in mo-

tion. But it was never carried out, and
when he offered the Impromptus op. 5
to Kistner on 6 June 1833 as “a second
volume of Papillons,” he was surely only
alluding to the opus that Kistner had
most recently published.

It is strange that Schumann should
have returned to this early work again
at the end of his life. The Library of
Congress in Washington preserves a fair
copy of no. 10. transposed a whole step
down to Bb major. According to infor-
mation supplied by Marie and Clara
Schumann, it was prepared during the
composer’s internment in Endenich.

Paganini Studies op. 3
Like many other l‘)"'-('vnmry compos-
ers, among them Franz Liszt and Johan-
nes Brahms. Robert Schumann was fas-
cinated by the figure of Nicold Paganini
— the “magician of the violin™ — and by
what he felt to be his “demonic spirit.”
Reviewing the year 1829 in his “Musi-
kalischer Lebensgang™ long after his
Caprices op. 3 and his Etades op. 10
had been written, he confided that “Pa-
ganini roused [the spirit] and stimulated
effort.” Schumann had first heard the
[talian violinist in concert on 11 April
1830 in Frankfurt on the Main. In his
diary he wrote: “Paganini in the evening
— doubts about the ideal in art and his
lack of grand, noble. priestly artistic re-
pose [...] tremendous delight — me in
the loge [was Schumann introduced to
Paganini?] [...] Happily to bed and
gently to sleep.” As one sees, his stance
was not at all uneritical. But, on the
whole. he retained a great admiration
for the Ttalian throughout his life. Pa-
ganini’s Capricei op. 1 possibly exerted
a particular attraction on Schumann
since they “kindle the driest formulaic
exercises into the language of Pythias.”
As to Paganini’s virtuosity, Schumann
held it to be a combination of “the ideal
of technical accomplishment and ex-
pressiveness” (diary entry of 15 June
1831).

Schumann’s diaries of that time are
full of references to Paganini, both gen-
eral in nature and specifically referring

to the-genesis of op. 3 and 10. An entry



of 4 June 1832 reads: “The beautiful -
g-minor Caprice by Paganini [i. e. Paga-
nini’s op. 1, no. 16, and Schumann’s
op. 3. no. 0]. The day before yesterday |
saw a picture that left a hideous impres-
sion — Paganini in an enchanted circle —
a murdered woman — dancing skeletons
and a procession of magnetic, nebulous
specters [a caricature by Johann Peter
Lyser “on the Viennese concerts of
18287]; vet. in its composition. the pic-
ture was not without imagination and
vitality. It often appeared to my mind’s
eve as | arranged the g-minor Presto.
and I believe that the conclusion goes so
far as to recall it.”

The catalogue of compositions in
Schumann’s own hand gives “Easter
18327 as the date of origin for op. 3.
Nonetheless. Schumann must have
worked hard on the pieces after that
date. for a diary entry ol 6 June reads:
“Finished the caprices vesterday down
to the last detail.” Finally. on 8 June
(his birthday). he sent the finished opus
to his teacher Friedrich Wieck and
wrote: “Accept the Caprices with kind-
ness; it was a heavenly task. yet some-
what Herculean. Please — take a pencil.
sit down next to Clara, and mark what-
ever strikes you.”

The day after he wrote in his diary:
“Went to his house around noon: he
praised ‘my industry” and called the
work extremely interesting.” On 3 June
Schumann had already asked Wieck to
advocate for his new work with Leipzig
publisher Hofmeister. Wieck seems to
have complied with Schumann’s wish.
On 9 lune Schumann noted in his diary:
“Went to visit young Hofmeister in
town; the matter is settled. Clara
worked on the Paganinianis and came
with two of them to my birthday [cele-
bration].” On 22 June we read: “the
most careful final polish [...] to the ca-
prices.” The extensive preface was prob-
ably also finished during these weeks.
But a tragedy is revealed by the eight-
day gap in Schumann’s diary before this
entry on 22 June. The previous entry,
dated 14 June, read: “Third finger com-
pletely rigid.” Schumann’s hopes for a
career as a concert pianist were finally
laid to rest.

The autograph of op. 3 has disap-
peared. It probably served as an engrav-
er’s copy for the first edition. which was
issued in Leipzig in August 1832 by
Hofmeister and bore the inseription
Op. HI. Lief. [installment] 1. After the
appearance of op. 10 this opus number
was changed to “Op. X. N" 17 to reflect
the close affinity between the two works.
Beneath the opus number in his person-
al copy. Schumann noted Equals Opus
1. the opus number by which the work
has been known to the present day. The
present edition reproduces the German
foreword to the first edition in its origi-
nal form: the original French translation
has been redone, and a new English
translation is supplied. Since the auto-
graph no longer exists. the first print is
the sole source relevant to our edition.

Opus 3 received a mixed reception
from the critics. Ludwig Rellstab. writ-
ing in the journal IRIS IM GEBIETE DER
TONKUNST (4 January 1833), found
fault with the work, calling it “weak in
invention” and “incomprehensible in its
fingering.” On the other hand. no less a
figure than Franz Liszt championed the
Etudes op. 3, and played them at many
of his recitals. Clara Wieck., too. includ-
ed them in her repertoire from 1834.
Paganini himself must have heard about
the arrangements of his Capricel, and
they seem to have piqued his interest.
At all events. Schumann informed his
publisher Hofmeister in a letter of
13 February 1838 that Paganini had
“requested from my Paris correspond-
ent all of my Caprices published by your
firm. as he would like to become more
thoroughly acquainted with them.”

Intermezzi op. 4

Nothing is known about the circum-
stances that gave rise to Schumann’s
Intermezzi op. 4. Farly sketches for the
work are found in the “Studienbuch 117
that probably dates from the years 1828
to 1831-32. Besides a large number of
isolated fragments, the book mainly
contains studies for the Abegg-Variatio-
nen (op. 1), Papillons (op. 2). the Pa-
ganini Studies (opp. 3 and 10), the Pi-
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ano Sonata (op. 11). and the pieces lat-
er published as Albumbldtter (op. 124).
The sketches for op. 4 relate to pieces 1,
4. and 5. Piece no. 4 is still referred to
as a Papillon. a term that will crop up
again later in connection with the /nter-
mezzi. In contrast, the same “Studien-
bueh 1™ contains the following work-
ing title elsewhere in its pages: Pieces

Jfantastiques pour le Pianoforte par Rob.

Schumann. 1. Amaj. Dmayj. [i.e.no. 1]/
2. Dmoll Bmaj [no. 5]/ 3. Cmay.
Emin. [7].

The above-mentioned Leipziger Le-
bensbuch contains many allusions to the
op. 4 Intermezzi, heginning with an en-
try on 29 April 1832: “The picture of
cach intermezzo is firmly fixed in my
mind: only minor touches are missing.
That was a lovely week — pure, pious.

X

sober, and brisk.” However, the “minor
touches™ occupied him until July. The
entry for 14 May reads: “April weather
the whole day — went out for a walk un-
til 3 o’clock, but without pleasure — even
my fingers are heavy with thunder-
clouds. Made lovely changes to fourth
alternative” (evidently a reference to the
middle section of Intermezzo no. 6).
Again on 19 May: “Many ideas at the pi-
ano, but no ability to work them out. -
The Intermezzi should amount to some-
thing — every note should be placed

on the balance.” Another “felicitous
change to the alternativo™ was noted on
10 June. this time in connection with
Intermezzo no. 1: and on 22 June we
encounter the first mention of a “droll
Intermezzo” that haunted Schumann
day and night. Evidently the same piece
(probably Intermezzo no. 3) continued
to occupy him during a short trip to
Dresden. for after his return on 4 July he
confided to his diary that he was “little
disposed for conversation during the en-
tire trip. The “droll” Intermezzo is basi-
cally a ery from the depths of the heart.
Not quite satisfied with the order of the
pieces. I've had quite a few ideas.”™ He
also seems to have worked hard onece
again on Intermezzo no. 5 during this
period, evidently in especially high spir-
its. as we learn from the entry of 13 Ju-
ly: “My happy awareness of life and

self-esteem has few words — | sense a
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feeling in me that may perhaps be vir-
tue. But my entire heart is in thee, my
dear Fifth Intermezzo. who was born
with such inexpressible love, How eve-
rything fell into place yesterday!™ The
work was finally completed on 22 July.
as Schumann again noted in his diary:
“Intermezzi [...] completely finished.
touched up. and handed to Hecker™ —
the latter being his Leipzig copyist.

In close proximity to the Intermezzi.
the diary contains references to two top-
ics that record Schumann’s increasingly
intensive engagement with Bach in par-
ticular and with contrapuntal studies in
general: “Once the Intermezzi are fin-
ished,” he wrote on 15 May 1832, “1
will again take up Marpurg [probably
the treatise on fugue, Abhandlung von
der Fuge] and complete my [studies of]
invertible counterpoint with Dorn.” An
entry for 22 June informs us that origi-
nally op. 4 was even meant to end with
a double fugue. Stylistically. Schu-
mann’s counterpoint studies left an es-
pecially deep mark on the first and fifth
of the Intermezzi.

Equally striking are the many quota-
tions of his own or other authors” works
that found their way into the various
pieces of op. 4. The sixth Intermezzo.
for instance, recalls the ABEGG theme
and Paganini’s La Campanella: and
there are borrowings from juvenilia that
remained unpublished during his life-
time, such as the song Der Hirtenknabe
(1828, Schumann Werkverzeichnis,
Anh. M2 no. 9) and the ¢-minor Piano
Quartet (1829, Schumann Werkver-
zeichnis, Anh. E1) quoted in Intermezzo
no. 4.

Before he had finished work on the
new opus Schumann was already mak-
ing efforts to find a publisher, and he
was eventually able to conclude an
agreement with Leipzig publisher Hof-
meister. He sent the engraver’s copy to
the publishers on 17 December and
added: “So accept the Intermezzi with
favour [...] I have carefully polished
and pruned them, and hope thereby to
obtain greater thanks from artists than
from the public.” Yet another three
quarters of a year were to pass before
the new work was published. Schumann

did not receive a lirst set of proofs until
July 1833, and it was probably in Sep-
tember of that year that the work ap-
peared in print. Despite the work’s mod-
erate length — and despite the attacca
transition between nos. 3 and 4 — the
new opus was divided into two volumes:
Part I (nos. 1-3). and Part I (nos. 4—
6). It is dedicated to the composer and
virtuoso violinist Johannes Wenzeslaus
Kalliwoda (1801-66). even though the
title page of the autograph bears a dedi-
ration to Clara Wieck along with the
opus number /7. The dedication and the
opus number were later altered by the
publisher at Schumann’s request.

The eritics varied quite widely in
their opinion of the Intermezzi. If the re-
viewer for the ALLGEMEINER MUSIKA-
LISCHER ANZEIGER was inclined to be
benevolent, Rellstab. writing in the peri-
odical IRIS ™M GEBIETE DER TONKUNST,

felt that Schumann was wandering “on
completely errant paths™ and merely
attempting to be “original through od-

dity.”

Impromptus op. 5

Schumann engaged very intensively
with the classical forms of piano music.
especially in his early years. This is par-
ticularly true for the sonata and varia-
tion genres. Five of his first 23 works for
piano are sonatas or sonata mMovements
(op. 8, 11, 14, 17 and 22), and three of
them are works in the form of variations
—op. 1 and 13, plus the op. 5 Impromp-
tus. Six further works in variation form
are listed by McCorkle among the nu-
merous works that are either lost or ex-
ist only as fragments (Schumann Werk-
verzeichnis. F7-9 and F24-206). Schu-
mann thus gave special attention to the
variation genre. Time and again he crit-
icised the musical market of his day,
with its near-saturation by — in his opin-
ion — shallow pieces written by itinerant
piano virtuosi and based on popular
(opera) themes. So it is not surprising
that in the earliest years of his public ca-
reer as a composer he published. in his
Abegg-Tariationen op. 1 (1831) and the
Impromptus op. 5 (1833). two variation

works that firmly demonstrated how
things could be done quite differently.
Looking back in his “Musikalischer
Lebenslauf™ to 1833, he wrote in this
regard: “Most of the time [ busied my-
self with Bach: such was the inspiration
for the Impromptus op. 5. which may
]'illl“,’l' h(‘ l'('{_’,il['(l('(l as a new fOl‘m ()l‘ var-
iations.”

Part of this “new form™ resulted from
the fact that. in these Impromptus. two
themes are varied and joined together in
an especially skilful way. To give visibil-
ity to this particular feature, Schumann
presented the two themes separately in
the first printing: the bass theme first of
all. and then the melody that is built up-
on it. According to title information in
the first edition. the theme came from
Clara Wieck: indeed, her Romance va-
rice op. 3, dedicated to Robert Schu-
mann and also published in 1833, does
begin with this same theme. However,
the first four measures appear much
earlier in one of Robert’s diaries. in
which he noted down four thematic in-
cipits while on a journey from Heidel-
berg to Paderborn via Diisseldorf on 28
or 29 September 1830. The second of
these is practically identical to the be-

ginning of the theme of the Romance
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Thus the nucleus of the theme comes
not from Clara, but from Robert Schu-
mann. It seems to have travelled from
one to the other during the close musical
exchanges that the two praetised from
very early on. The striking C-F-G-C
opening of the bass theme is frequently
found in Schumann: it appears in the
counterpoint exercises (Schumann
Werkverzeichnis. F19 nos. 3 and 7) that
he continued on his own after complet-
ing his studies with Heinrich Dorn in
1832/33; and it plays a central role in
the finale of his “Youth Symphony”
from that time. The following entry ap-
pears in the Leipziger Lebensbuch for
29 May 1832: “In the evening I romped

through six things of Bach with Clara, at



sight, four hands [...]: and when | came
home towards nine o’clock I sat down
at the piano, and it seemed to me as if
nothing but flowers and gods flowed
from my fingers. including the idea

C F - G C, which likewise streamed
forth.” In the preface to his edition of
the Impromptus for C. F. Peters, Hans
Joachim Kohler presents the hypothesis
that. in the sequence of notes making up
this simple musical cadential progres-
sion, Schumann has discovered letters
for Clara and himself: respectively. C for
Clara. F for Florestan and G for Gustav
(two of Schumann’s pseudonyms). The
dot in the diary entry that divides the
letters might very well support such a
hypothesis. Notes for fugal exercises also
using this thematic incipit are still to be
found in a notebook from 1834.

Schumann initially offered op. 5 to
Friedrich Kistner of Leipzig on 6 June
1833, as a “second volume of Papil-
lons.” After being unable to reach an
agreement with this publisher, he had
the Impromptus engraved at his own ex-
pense and issued by his brother Karl,
who operated a book publishing busi-
ness in Schneeberg (Saxony). To secure
wider distribution for the work, Schu-
mann also made efforts to offer it on a
commission basis to a music publishing
house. Thus on 31 July 1833 he wrote to
Friedrich Hofmeister: “I would like to
surprise Wieck — to whom I am so in-
debted — with Impromptus on Clara’s
Romanze for his birthday, which falls in
mid-August [the 18"]. Because the time
until then is so short, I have not dared to
ask you to publish the work, but have
given it to my brothers for printing and
distribution. Would you now perhaps al-
low me, and them. to add the name of
your firm to the title page. to give it a
layer of authority?” The print did, in
fact, appear in time for Wieck’s birth-
day.

The Leipzig ALLGEMEINE MUSIKALI-
SCHE ZEITUNG published a review of the
work (and of the Abegg-Fariationen
op. 1 and Paganini-Etiiden op. 3) as
early as 11 September 1833. The twelve
Impromptus, wrote the reviewer, offered
on every page “A multiplicity of melis-
matic and harmonic aspects. [...] There

is originality of both a pleasant and un-
usual kind, which provides entertain-
ment or challenge throughout. No im-
partial observer will deny that the writer
has diligence. skill. talent. a lively imag-
ination and bold ambition: qualities that
rightly demand our redoubled atten-
tion.” The novelty of these variations
was therefore clearly perceived. In his
short review of the Impromptus in the
Parisian REVUE ET GAZETTE MUSICALE
of 12 November 1837. Franz Liszt like-
wise emphasised the “new harmonic
and rhythmic combinations™ that were
present in abundance. However, for
many years Schumann’s works brought
his publishers no commercial success, as
his fame was based more on his employ-
ment as founding editor of the NEUE
ZEITSCHRIFT FUR MUSIK than on his
compositions. Nevertheless. at the end
of 1842 the commission agent Hof-
meister first expressed an interest in
taking the Impromptus op. 5 over com-
pletely, and in 1850 Schumann was
eventually forced to give him another
ultimatum within which to make a rea-
sonable offer for them. Hofmeister an-
swered by a letter of 5 April 1850:
“Most esteemed sir! In regard to your
express invitation to bid [...] allow me,
for permission to organise a new issue of
vour opus 5, to offer you the — admitted-
ly not large — sum of 20 Louis d’or. As
material support for this offer, I have re-
examined sales of your two works op. 4
and op. 7 [...]. During each of the past
three years. 10 copies, or a total of 30
copies since 1847, have been sold. It is
on this that I base my offer. Forgive me
if it seems too trivial.” This time all pro-
ceeded quickly. and already on 19 April
1850 Schumann was noting in his
“Briefbuch™ (correspondence book):
“Hofmeister | Leipzig | With revision of
the manuseript of the Impromptus. Re-
quested a proof copy.”

This “proof™ turned out, in the case
of op. 5. to be particularly substantial,
at all events more substantial than was
the case for the new editions of some
other piano works from his early period
(op. 6. 13, 14, and 16). The revised edi-
tion appeared in July 1850 with Neue
Ausgabe (new edition) added to its title
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page. In spite of their successful recon-
ciliation in 1843, Schumann’s dedica-
tion of the work to Friedrich Wieck was
omitted. Impromptu no. 4 in the 1833
version has been replaced by a com-
pletely new one, and no. 11 was re-
moved and not replaced. Owing to the
many, and, in places, significant differ-
ences between the two versions, both are
reproduced in their entirety in our edi-
tion.

Davidsbiindlertinze op. 6

In the introduction to the edition of his
collected writings, Schumann described
a league, founded by himself, that “ex-
isted only in the mind of its creator: the
Davidsbiindler. In order to lend expres-
sion to various views on the nature of
art, it seemed not entirely inappropriate
to invent several contrasting artistic
personalities, the most important being
Florestan and Eusebius. [...] This
‘League of David’ pervaded the entire
journal (the NEUE ZEITSCHRIFT FUR
MUusIK. which Schumann had founded)
like a red thread, amusingly uniting
‘truth and fiction”.” One should also
add that this League of David had, of
course, a quite specific purpose: to wage
war against everything obsolete, back-
ward-looking, and unpoetical — or what
was then known as “philistine” — in the
arts. It is no coincidence that the figure
who lent his name to the league was
the biblical David, the boy-hero who
emerged victorious from his battle with
Goliath, the leader of the Philistines,
and who would later. as king, dance and
play the harp before the Arc of the Cov-
enant.

The title of the final piece in Schu-
mann’s Carnaval — Marche des Davids-
biindler contre les Philistins — might
well serve as a motto for the entire im-
port of Schumann’s Davidsbund. In-
deed. both Carnaval and the Davids-
biindlertiinze are thus closely interrelat-
ed. When Clara Wieck. in a letter of
3 February 1838, was somewhat reti-
cent about the new pieces (she confessed
that “they often bear too close a resem-
blance to Carnaval. my favourite among
the smaller pieces you've written™),



