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KIMMUASNEBANEXZH T
% 14 ¥ - & £ (Robert Schumann,
1810~1856 ) 1 FT A1 4 &= Il 254
X H 1879~1893 4E i hifi - &F 2
( Clara Schumann )48 %) 52 8 iz []
PIRRE SR 2. 6 38 4
FE & & AE f 4 5 TR HESI (BT E
G T BRI TS ERSE ). R
X RHE S vk R A G AR B
[BING , T T 4R AN R 5 B i AT
A5 25 (H X RE A g HE 2= M T AT
PRERR
B RHEIWSET Op. 26~82. £
B JE %0, &F 2 th AR AT 23 FRAE i AR
RANMEME , B X — 28 06T
Y 52 B AEAR Y B R g — 1,
BRIV X 2 vk 5 6 IR T R — R iR
mh AT BT SR, A6 A S A
ANEPREEHRFERR, FHE
T = R CHEh AR )
(0p.26) . (IRE&H =) (Op.28)F
G ity 5 4% S il VRIS ith A/ TR
¥ ) (Op. 32) — & 4E F 1838
AR 2 1839 F1 1840 4F [A] i) & K,
BRI J T AE i 2 55 o SR AE B 4
— Wi B, B 18] £F 258 BI4E T fib
B — AR KA SR, B Op. 24 .
Op. 25 Fl1 Op. 29~30. 7EBfiJ= (9 1o
&S RAAEEM I E
YEdho FEM K B3 1845 44 X 4
fET CBARPUE ) (Op. 72); =422
JawEAE T (#EAT Y E ) (Op. 76 )
MDAEREE ) (Op. 68 ); KB
[ Ak 2Z 55 ) (Op. 82) MIA4E T
1848 % 1849 4FRIL K,

Yt I IR Op. 26
1838 4£ 9 A T~ A], ¥ {0 %F - &F

S MR L) K, i 21 R URN A
Fikg, 7610 A 3 HkR B 4etigy. R
68 il 7 33X JAE 2 B Vo] I 114 Yok Tl T B ek
) H F BT S AR B Athad 2
TE3X BN T KR A fh i 5L
FLMERNNENME EESH,
X4 O i 7 A9 B A1 1A A DR B it
A7 H ok 45 2 1 A 157 - (BT oz
61 XL 4% it ) ( Arabeske, Op. 18 ) (£
Z ) ( Blumenstiick, Op. 19 ). 4 3K
ity ( Humoreske, Op. 20 ) CHrAE i\
£ ) ( Novelletten, Op. 21 ), L4 S G/
T 1839 4F 3 J (R fth 75 4k 114452 B
AIAHA ) i RN PU 1 ) ( Nachistiicke,
Op. 23 ) HICHE AN TS ) (Op. 26 ),
A Op. 32 HIRT =8 (e ) (G5
RS ) AN IR ) ).

4 o g AF X 45 ) 1 BAE o
AR E BRE A, R EE B fthy
U 3 X FBAE SO TE 1839 4E 3 A
20 H /9 HidH: “1R i\ 2% H 45 004k
— IR A AT ); A B AR
iy, ok A R k. (B E S
TR S e R X HRAE A 5 (Rt g
) (Op. 23) 7EQIFERTA]_L3E % £
it , Op. 26 "Rt MR AYEE Pd & (]
ZZith ) ( Intermezzo ) ¥ fin 44 7 (¥ ith
P9 E ) 9 — 4k Bt( Fragment )",
T 1839 4 12 AVENCH & Rk )
( Neue Zeitschrift fiir Musik ) f 38 T
M)ttt FRET € AE N AE AR T ) i G A
SERL, AN 184045 1 A 24 HEFRE
fFEIRTLPPL, fil i IR —H
TEQIVE (4R aNEERR TS ), 3 B E &t
Ji& B B g — L, T X e — 3R
¥ STEE SRR HLE Foe . X

A IREREEN. TR EA
BRI M ek, K294 30 1.7

REEGFEE 4T 183944 H5
H B4t , (0 Rt a e ) g 4
WEARFERRT ) 5 A X IR T R E R
HAbfE S —HE 318 h 4E e g8 AL

#( Mechetti ) Hj W, 7€ fib 55 FF 4
WP RZ)E, B4 7 7H thERFS
SEPLHLUE, ML <46 1R SCRE, i AIE
e AR AR LA B BT A AR
HIRAEL 1 X — 20" (B IS
SF AR EFE T 1840 4F 5 K
8¢ 6 H W1 T 2R R A 27 A A
g4, X EAESLBUEK 253 F ( Dinant ) Y
PH5EEg « £ « %7 ##( Simonin de Sire ),
TEE LS & & & R B R AT
HZ—. R, X —BRk I AEET & /Y
VIR, H oAb A Z R CIRIE i =5 )
(Op. 28 ) MK 25 v . H & 7E 1840
8 F 24 H, MEI K ER A AR
R X EMP R AREFSAAC
B, At 5 R e & ER A R 4 P 5
- A, T ROR Y SZ I A
S, 18404F 11 H 10 H, &85
{REATE - Ar#hi: “FRIGAHEIEIR, X
— R AR SR BESE, A AT —
FRAE i (HE L R YT ) S TELE el
mtt, FHSAREAT . AEIRE
RGN A SR o BB OS2 Rty
FHR” EAERHNEER T LA .
B 1841 4F 8 A A LA,
20X WM AEARZ
PR R A E, 1844 4F 1 H 17
H ) (R AR 91858 ) ( Allgemeiner
Musikalischer Anzeiger ) I ] & T
— X} & 2 ZIREAE M IHTER S
[a] JBiT ) < 3T, AP s 4 o 98 3 3K
YRR R R ) (Op. 9) B9
IR e fab &b TR B 1 R Y 2 fih
BILE 049 KA T F5 T8 1 W S DA P TG /\
Joh b=, kR D S S B
F A 8 1 18 5 B ok A FRATT B
303 W Wi i sk, A5 A 9 A 7 B ES
8~9 GU(RPSE — 1, N5 282 /N1 JF
), AR K F Y B OE/NGE By
KRR ShAIL AL B B
( Als der Grossvater die Grossmutter

nahm ) ——iX > sh ALt i BLAE (FF



W4T ) (Op. 9) [ BP €K T3 [R] B4
i1 1) ( Marche des Davidsbiindler )
W 17 22 381 Théme du XVIIeme
siecle )] il 3 Hy— A7 SRR Y
XFH L 51 E T —FEIE B A BRI R
A AT AT RO . B AR &, X SEaF
b7 B S S HE A o JCSE A (1] 22
i), BN DU, 7E X FBAE & A A Ak
X —ERSHMNEL ——
A BRI ZE 4K, R T B A Jal iy
P i AR % E ZNJE R IEAE T 1= Sh
BUAN , XAE— ZE 0K Gn o] Bk k43 1 b
V53] A\ X 4 B B 1) A5 v ) 6 G 7
B, — 00  IOMAR k. 2
B HAEE— ‘K’ .
IhaZAEXE (EZEih ) HERZ
Jei , W (E 2 an R L, b
AR SEE R ok OF HERZ
W0kt 95+ I i B8 22 Z2( Orlando )
X ASZE W (Jacques ) A : (TR EA
k. Ha, MaRnded!

RBHM=5 Op. 28

AN FEF 2 B KB o HoAAE 5
A A AFLic. Hicsli K Eid $
A<( Haushaltbiicher ) % JL.°F & A {F
faf & F (IR =) (Op. 28 ) YN
. WIMUERECEAFKEE
T 18404 10 H 6 H y—Ii fajfdic %,
2 S K Op. 28 1 45 21 (1) il 4> -
“} Op. 28 Tfii M\ Breitkopf & Hiirtel
WA IO < 23.—." NEF ST 1839 4
12 A 11 BE4HRW: - FlEkK - N
7 /R ( Ernst Adolph Becker ) {5,
BATZ D AT LA — SR . KX
R —HAESAIE, B R =HA
(] B A it 5 R 2 6 HC v — 0 A 2
o REME =F R, 802 =HR
@i AR R/NEZH? 7 (N
SR ARIESE T (Bith =1 ), X
PRAESLAE 1840 4F 6 H th RETF7 B &
RERR 2t A, ) RETEET 2 B 2 i

A WIRIRRRIE (S PR AN TR 4E
B A% - 2R MAERTT L,
RS T 7 “1839 4FE X5 (1)
FRE HIX— H WA AT e B 2 ib
B CIRIE RN =1 ) (Op. 28 ) AFik4
P RAE N ALY . IR R
i 5% AE R R 25 s P b AR — M
R OARR L (B WAERE “PFE”
B X IE AR IR A TELI N A ) 5L
PLRLTF R A 2 X 54 & i 32
8, R EF S AE 1839 4E 12 A 30
Hfa el A O 7R “IRE it
BRZA R PSSR - 1 - A iR
1B 3k 2 25 iy 0 st A8 ) A AR 5
{EL R 2% 35X P AR i CED (YR & it —
B MR =8 ) JFRRRERA
W, B AR (B SR h T it %
AR X, IFEAE 1840 4E 1 A 1 HR
FUELSR &7 S ofF X =1 1R 18 ih Uk 4
A “TRIZIRAHTIR , R D20 A R
SRR —UEAE dh ; 1 H PR HX
RIS R T LR
ARE , — MR ) B —EE "
RAE R EAEH B WGX JLE TR
YR ER (8% =3 SV RN UES PR
BT — T, &2 0T T X
— Y, IEAE 1840 4F 1 H 8 HE (3
HVRTERLRL: TR X Ll AR 18
MMk ZRBNER T —#l, 0 e
Foeee BB BX ARG P OVE UF
ZARMAZZA, RITEH 1%
B FEEk—ERES
h A T B, X — Rz E A T H
F 2R R AS B AR SE A 22
AEREAE T ok bSR3 M Bk 45
FLALHL A B A U AR il i
Z 684 & & B A —A 5 5 K ED
FRR I A AHFF R RRAS . &F 2 X5 =
HIRE M A E—EEMET T KR
Bk, X KBS A4 RITA S
i 1, (R FR 7T AT LA M &7 2 278 3 A
FRR)SERL T X RAEL, B R IE R ATE

IX

1 6] #F 2 1938 {7 10 %56 51 4%) h
AT —-NEE B®ET —HE%
AEthL gl IR FEFE I - e T ARAR
( Tobias Haslinger ) 115 BN &5 “45
VR T IR E i A 3, R &S A
H ik 26k il i /K 2 ( Hermann ) &
TR b o BER WO 40 35 80y T A B
F ST X T S RIS
T FAARA R K AR, Bote&Bock i
JoAt At 3 2% ( Schlesinger ), X1,
e 23X FAE & i1 Breitkopf&Hiirtel
kL T 1840 4F 10 H W, BE&R A
BREGPUSIR - i - A #(fbdEsz T
A ZJa H R CHEdL gy AR T ) 1
R ), A BER 25 v h &
26 75 IR E it KBk & 1R ) ( Myrthen,
Op.25) fE M5 ALk 45 1 . 3X
PRV M B 2R 25 T AR PR - 1A
B A - B - B R B Graf
Heinrich ReuB-Kostritz ), flifF A% /R &
FE( Erfurt ), + 0 K TEF 2 095 K,
IFH 1836 AR ET S A .
(AR EE R, WIS —H R
&M =T A, mAEM
B TR FRh, S LT
ME A PIAT ALZ%. MHm—47 1
2R B ASE AR X — AR XU T, A
HEFR AR R RSOk MAE 2, &F
& Z O X FE—Fe g 2, R
—WKAETE 1836 SEXT SE VIR -
F| JE ( Francesco Pollini ) fif 5 ) — &
eI . FECRE M =5 ) th
IR 5 fbAE 1840 4F 11 A 10 HE %
PUEERE - - AN —BHET RSl
“BIFA LR ERH =17 HLE)
MEEF—BEEDHENT,
XA 7 CRE AL F AR 15 1 B, T 7E
A OLT B R S 2 AR xR
REIARL” T+ F RRTR i 5 AR 2
EF 2 Fril gL DRE L Z —.
REFEAN(GREM=5)
(Op. 28 ) [y BT & AS 2 LA RS AR 265 fth




X

B FE R R, B JLAFE 2 5 i od 2 4
Hyh A EIIESRZ—. 1
1843 5 A 5 HE S E{EAEM DI
( Szezecin ) AE M E FIFH SR EAR K K
IR« Bl 5 #)( Carl KoBmaly ) (1E
o s RS R B A IR
M RARAE 1 — AR IR
AR, IR X EEAE fhALEE € TSt
#1812 ) ( Kreisleriana ), 75 B (8 /\
B ) (4] 48 il ) ( Phantasiestiicke ), §
Wt Gt ) ( Novelletten ) Fi—Jit
CTR7E ) ( Romances ), X PUFBAESH
WRREHE B AWM R
A1 4 vl GEASFFA R &F & 4 H &2
A i 1 33— ) 7, (B 7R 12 it ) A &F
S 1) N B AR b U TH o B T
O, o 8 — it BB AR B T bt 3
Wh A R IR

EIEH. EREHRBH SN
W& Op. 32

X AR AE & Y G 8 AR TR X
B EWNEFELSEMN ERBIE, M
M AR S - S0 - SRR
38 ( Wiltrud Haug-Freienstein ) i 17,
fli RS 1 X EPME S AP,
F X EBAE A AT A 9 AF S AE
VERE PR

b SCCHER A FENTS ) TR Y
WA R, XHEMBET =58/ T
&2 1F 1838 & 1839 4F ] T 4 th 44
COBIE R IR — LN EE AR . AR B
)5 J. S, Bk, J. . H. #/R s
( J.J.H.Verhulst ) f1#%& 5 + a5 ( Louis
Hetsch ) (94 S 2L [R] H BRAE 1839 4F 2
AWl 5 & R EME) (Sammlung
von Musikstiicken alter und neuer Zeit )
I, X—RINHEF S H 1838 4F
AR R CRrE R4 ) S P A& 47
FE&T 18394 6 H 9 HEFA RN
i, RBGXE AR : KB CHA T4
RSB TR A BE—F

Eamstmrd 28, =, %
B LA AR A9 AL IR B X
RN

(oINS 7 ) 5 B Bl S R
EERVIE R HTRF - B4R August
Pott, BB ) SR A 7 % FNEr 2B 4645
G () — B S FL R R I AE . 1839

10 e RIDhER: JLPEL

HAWE, B K 2 HoA 35 43 8O
1o REFFRMAERES T (G /ME/N
A% I ). SR, 1840 4E 5 1 Al [nl
TXE Rl B2 & EKAE 1840 4F 6
H G 448 ) 195 10 K] |
5553 5 1 AR A TR R OE it )
R E it ) B Rt S G A% SR )
I /INTRAR 1 ) — ] LI 1 5 52 4
1) 55 — Ji B T =X Tl g, ph 2062 3
k. #5 1 Schuberth&Co. H B 2> & T
1841 4F 2 As% 3 H i, thhEg it
H 24 - &4 (Julius Schuberth )
F 18404F 12 A 18 HY G54 472,
WL X Y R E— 1% —
b, I Ao IR Rih . B
A T ORI AR 4 FERY Y
AR F RN IER . X AR S Rk
25 T ¥ %] - B 3f JR( Amalie Rieffel,
1822~1877 ), M= — i M HF %K, &1 2
/R 45t BRI Bt b 2457 T 1R
FPES . SERIPLE AR Hid Ptk 88
(1840 4F 9 H ): "X/~ B Fh IR 2L
NEIRFER I TE X TF o DAgE -
Rt Xl ) TR AN SR TR
Bo ooee by Ud b 3 2515 0T B &
SFIe T B9 /K 1840 4F 12 A 7E3K
ke # ¥ %k JT( Leipzig Gewandhaus )
R KB AE . A 2o
B, \WEEAME, MEEEE T
B BkEE AR, KA AT,
HERE, REAEILFARTLHRE
AR BRI fE s E 3R
Op. 32 Z&F 2 W7 Bk A S HLAF
TORMBCR . 30 O b X7 % e

5 "RENBIT (FF MG
YOR) ARG o CEARSR ) A1 (/N
el ) ESRRRER L b e BE AR AT 2
G Zm R GEEl ) f1 (R E
i ) DU 708 2 e th g8 L 28, (HALAT A
B £ YR 18 = SCHRFAIE . X SE /)N T
s e AR K 114 S obh AN X 22, i Lt S
ARAG R Wik, s
i) AN JE &7 2 A R X 0 AR il
B REAT I S A A B (B S hi L AE
PN & AN AR ZE 22 2R 4R
SH M,

FATIX — R A 32 B A R P
oA NI A RIS B . X
BRI AR5 2 A5 0K A £0 3 5 i T
AR, 55— A & 84
FORETH AT TR, ARATHER 2
LIS CRrE R4 ) HPIB— A 19 %1
RRRAS

> 48 Op. 68

“FEENENER 7> r gL
SRt AR RS, TR AR
BIEFD AR — A R JLE W AR 89 /b ith
. a5 T e EYH
AN X SR HLAE H g X & 2
KA R L LIS AN ( Marie ) 94 H
L e ic s, fLP R —AE R
INEE A RNl B /AN ES R
B 7 %4 HE/18484E9 H 1 H /&
wma

X FRa——I SRR B
/NME” ( Klavierbiichlein ) 8% ““HF3 [
mfERIA H 4" ( Geburtstagsalbum
fiir Marie ) MR R B 2
A B DL I A2 WG A9 3 th 4R (D
EME) M. ELLWAERZ
J& , & 2 AR BT ek A B A <L
wMEMEE" fhELER. £ EX
REIMKEICHAS GF2EIH3
H.4 HfI5s HWicRHHES: “8)
YE T2 RNILEMS M/, i B




HAEIH 9 Hibsi S : "X A Hh 5
JUPFHRZESER, 1.7 SR AR 4E 9 H
10 H.11 HF1 12 HYid#., 872 X
ey “Fg/thT, 19 B ek E
‘e RLEmME /M. RIER
JE 0 AR A — A TR 2% 5, FRAT
B4 5 s i 9w D B0 E BB (2
%) (Erinnerung, No.28 ) 5 T 1848
9 A2 HA—1Fa4N) ( Fremder
Mann, No.29) 5 F 9 [ 4 H (k%
Z W) (Sylvesterlied, No.43 ) 5 F 9
H 5 H,GER ) ( Mignon, No.35 )5
9 H 8 H (EEEE) ( Rundgesang,
No22)EF9 A 13 H, (K #i %)
( Weinlesezeit ,No.33)5F 9 H 21 H,
W E (X HBHDE) ( Winterszeit, No.38
FMiNo39)5 T 9H 22 H, iXHFf
AR WL “VEE" #7940 4
) IR ZHESWAMNAZIMES
RRASA ) SRl s o EEE E Z)
MR, H A 2. Bt 16 B4k
thgms 2 Rm o A uE 28h
TR, XIE KM SR ELE
“hy AR R SR NV TR B A
TR E SR EIN A FRATIX — R
IR R 1. A BATT AT LA B AT
S ] g A R th AT i — 2
B, X S Ak G e —E R 23 A
RIEMAIEN G, (B g T3 IHIA A T7EiX
— R R Y T A S (AR )
FOCAE A . X B IEAT 62 ARl -
A 54 {2 N EAMEMCEh A
11 B2 EA Z BB R, e
A\ E R HAb AT th A & i S -
AR T FRE R, HA7E T
ik LA A Y s i 224 ith 2 0 th 41 R
B —R “HRE TR

&7 2 J i) el L L 1EOR
& oL g LR DL ZOF & A
¥ F 008 it B KRN 1R R A A o
BAFH) R FER B G B
FLAF B A REFA R b Y 2 Gt 25

—H,ULNZFMME., XN\E
gt A o —— AR F R
BLFLEF . D1 Z 35 (BH 5% 11 No. 7 ) F&F
A ——AE “h X5 06 1M 4 60 80 38 ih
ANEE” AR TR Ok SR, X e SR
1 52 A 4F 4 ) ZI R A 19—
G (I ) BV R —A h&F 2
A P A PR HE R 1 T 4R L fE N
“EHARL SR TR R R A 2T
Mz PR R ; A (KRR - DA
W 5 - FHAA R ). 0 Z 55k
o i1 14 HL T — 1 DA R B T ) A
it C Bk 5% 11 No. 3, No. 5 1 No. 6 ) &
IR T ok, (B R 2G4 = W 4 T
CEARSFWET N E S g
BB SR T N4 33 RR A B SR 1L, LARS ]
it HEZ (8K T fife 2 R AR B TR AR
B ES W PHE” 55 ).

1848 49 H 17 H , &P W55 —1h
%I i @l A ¥ 45 Breitkopf & Hirtel i}
WAL, ZBIA AR, RO A AR
tEFX—HMZE. &2 “EE
5k” (Briefbuch ) Fid k& “JLE
ERFFE. —2RIUR 50 &85
SHE L I AR 15 irfEEHES, —
ANELEE 7 v A [ i T A AL,
ZXTILEMEHMER " 71
S ASE) G S ey st ] B, — A ERZ0 5
Wiy 19 20 T2 it b= B2 g Ak S0k
B A AR e, B EAH B2
BRG]

ZEBFRATNAS BT T ) (2
A il £E ) 14 B 3N, Breitkopf & Hiirtel
HH AL 224 B X 3K BT AR i B PR SE A
FE(E B A5 AH 2 AtiF: &F 8 2Z 0
E4FETACHER, AR
EEE RN W e
(IEAJE R FTSE B ). BT 240 5E
T B A AR <k LR A A4 3% il
4" ( Weihnachtsalbum fiir Kinder ),
PRI ET & SRz 7R SR 12 A
R HRR R Ak S A AR B FAE

XI

th R0 EH K, ) B ok &
S PUE I [E] AR, B R R 2 ST
TEERMERE, B E C R
M FEAE 2 40 288 5. B, H
B[ Rt © HE 2 47, (B A 81 4R Rl I R
( Breitkopf ) i & HUH 13X #R1E i 19
HAR
&7 2 B J5 5 B AR DR Y H R
I OC B - AR, 5 & L R TE
1848 4F 10 A 13 H 5 {5 R m %
o, RAGAE Xy T8, £ H
R s 401 ( 1848 F1 1849 4F &4 T4
i B30 B 4R ), R A 25 4R 40 1
4k 50 4 % 5 B HR B! 16 SE S, IR
BRI EZ M5 . RA
R4 IR, AR  AE IR F
TREIE R Z R, - C & K TE
FREF R T AN R Z )5, %
WREDRI TYEEAESR LB IR T.
ff S — A~ a) &8, B qnfe] i 45
8 51, 3X th /& Breitkopf & Hirtel {1
R A A $2 32 3 R AE A AR T AR
FEIFH, & 29E% =X A
LR B 5] 77 2 3 H Ok,
X — AR W] RE A HE 13X — R AR
W EZ A HER - SlipgfE - A
7% ( Gustav Ferdinand Metz ) %] 2 i
R b oA A A R L B SR 7E 10
H7HIEA TiX—&2), EMRE
HILT, 672 F10H25 HE#®E
A2, (1) ] 2 4k P i A B A A -
7 FF( Ludwig Richter ), 5 # [A &
WS B L, YA b A g /)
FONLER A, N ERITF) #5471
A2 5 DR 3 b 9 =0 [R] B B R
51555 24 5 33 FIAE 3839 B R
ith—— (& ZH) ( Friihlingsgesang ).
(FE W Z 8 ) ( Ernteliedchen ) { W 3k
A ) fCZ H B HOE) VT— Y 4
B, Zii=RE/hg s E
FT)RATE2R2HI0ME 16 H
O th, BDCIR P 88 ) (R SR B9 R KD



XII

( Frohlicher Landmann, von der Arbeit
zuriickkehrend YR B K412k ) ( Erster
Verlust ); 47 119 =/~ LB 756 35,
EI2ME s w, BGER) (K
FEME Z A O i 22— E 2
A9/ ) (B A R 5 1) (Knecht
Ruprecht ) Fl (AT () %5 52 ) ( Wilder
Reiter , Fe W IR “RAEAIFE B A
L5 2" Wilder Schaukelpferdreiter ).
PR A A - B AR a9 (IE] 12 %)
( Lebenserinnerungen , {1t (%) JL 7 Vi
PR HEL Ayt i ) rh R B Al RTS8
EFUBXAAEM S, W i () 2T
{5 25 X SO T 8 A R C AR T ) R
T 32 -8 R B e, AR A — 5%,
WU T, SUCH G LR AR
ZZ R UL 4 IR VERAA

A 4R I 22 ] B B i U T
W, ShEECH R, 4 A 5 A
HAR Mtk aiE, RAX—i 15
A CDEMET X, %A S
X A BEIRAE S bR, fELH S
Wy - EHARIGESRTT, R4 X
—HARBOEE , I ——E Al AE 10
H 17 BE4A&HFEMETH s —&X
— MR L o 8, RR T,
Pk AR DLAR T A 40 EEER” X
— 415, SR, WIMEE PR AL 43
B AR, 5 AT 1850 4F 12 A MY
TR—BECCHTE SR AR ) X R —
FITABU T EAR R A B SR
TR Do X — R IR A X AR X
A JUAL /NN . 2 AR B 1 B SR
“BERERENEN WEH TR
13X — MR, R B g R
SN HETE SR Rk,
{HEF 21 1849 4FRKRA B AN Z it
BT  GRT 1850 4F 12 A
A Y, fFERZA, XENED
ZUARIERERD Gl kA )
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Preface

With this six-volume set we present

all of Robert Schumann’s (1810-50)
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. V - con-
tains opus nos. 20—82. As is well
known. the first 23 works that Schu-
mann published were all for piano. and
s0 the first four volumes of this complete
edition present a chronological unity,
even though this has meant separating
individual works in the same genre from
*ach other. In the case of the concluding
volumes V and VI, however, the chrono-
logical system cannot be used. The
first three works in volume V — the Fa-
schingsschwank aus Wien op. 26 and
the Drei Romanzen op. 28, along with
the Scherzo, Gigue, Romanze und
Fughette op. 32 — were composed be-

tween early 1838 and the winter of
1839/40, and thus belong among that
first great phase of piano composition,
even though in the interim Schumann
composed his first great song cycles,
op. 24. 25 and 29-31. Then for the
next five years Schumann composed no
more works for solo piano. The Jier
Fugen op. 72 were not composed until
1845; the Fier Mdrsche op. 76 and the
Album fiir die Jugend op. 68 three years
after that: and finally the Waldszenen
op. 82 in winter 1848/49.

Faschingsschwank aus Wien op. 26
In late September 1838. Robert Schu-
mann travelled from Leipzig via Dres-
den and Prague to Vienna, where he ar-
rived on 3 October. Even though his stay
in this city on the Danube was, overall. a
disappointment. he nevertheless pro-
duced a good many compositions there.
almost all of them for piano. These piec-
es have maintained a firm place in the pi-
anist’s general repertoire to the present
day: the Arabeske op. 18, the Blumen-
stiick op. 19. the Humoreske op. 20. the
Novelletten op. 21, and in March 1839,
toward the end of his stay. the Nachistii-
cke op. 23 and Faschingsschwank aus
Wien op. 20. plus the first three num-
bers — the Scherzo, Gigue and Romanze
—of op. 32.

Schumann’s work on the Faschings-
schwank aus Wien apparently went in
fits and starts. The very first mention of
the piece, his diary entry of 20 March
1839. reads: “Happily began a Carnival
lest; five pieces, but came to a halt. I'll
finish it, though.” The work was com-
posed in close proximity to the Nacht-
stiicke op. 23. and the advance publica-
tion of the fourth piece from op. 26, In-
termezzo, was designated a “Fragment”
from the Nachtstiicke when it appeared
as a supplement to the NEUE ZEIT-
SCHRIFT FUR MUSIK in December 1839.
At that time Faschingsschwank was still
far from finished. for on 24 January
1840 Schumann wrote to Clara that he
had “worked on my Faschingsschwank
over the last few days and finished it
apart from the final page, which I will
begin when the moment is right. It will
amuse you greatly. and has incidentally

turned out to be quite portly. at some
thirty pages.”

Although Schumann had already left
Vienna on 5 April 1839, the Nachtstii-
cke and Faschingsschwank were never-
theless published by Mechetti in Vienna
just like the other works he had com-
posed there. Two days after his depar-
ture. on 7 April. he had written to Clara
that Mechetti was “extraordinarily well-
mannered and upright [...] and also
wanted to take all my future composi-
tions. though I declined the offer.” Me-
chetti nonetheless kept 1o his original
intention. and Schumann forwarded
the engraver’s copy for the Faschings-
schwank to Vienna at the end of May or
the beginning of June 1840. The work is
dedicated to Simonin de Sire in Dinant.
one of the earliest admirers of Schu-
mann’s music outside of Germany. The
dedication was not planned from the
outset, however, as Schumann originally
wanted him to receive the dedication of
his Dret Romanzen op. 28. 1t was only
on 24 August 1840. when the composer
requested his publisher to send him gal-
ley proofs, and that he also informed
him that Simonin de Sire was to be the
new dedicatee. The original recipient re-
mains unknown. On 10 November 1840
he wrote to de Sire: “That I have not
forgotten you will be proven very soon
by a composition of mine appearing in
Vienna. Faschingsschwank aus Wien., on
which I have placed your name. May
you look kindly upon it. and may the
piece also give you pleasure.” The publi-
cation was delayed for several more
months. Not until August 1841 did the
work finally appear in print.

Schumann’s new opus met with a de-
cidedly warm response from the critics.
A lengthy collective review of his piano
works. published in the ALLCEMEINE
MUSIKALISCHE ZEITUNG of 17 January
1844. referred to Faschingsschwank as
“a companion-piece to the Carnival
Scenes [Carnaval op. 9] [...] Flashes of
humour appear at every turn: skyvrock-
ets of wit and unbridled merriment soar
upwards into the skies from all sides,
and fireworks of rascally taunts and the
most unbridled larks whiz past our ears,
e. g pages 7and 8-9 [ No. 1. M. 282 ff.].



where among other things the hoary and
truly petit-bourgeois and philistine mo-
tif “Als der Grossvater die Grossmutter
nahm” — a motif also heard in the Carni-
val Scenes [in the Marche des Davids-
biindler. where it is called a Theme du
XIlieme Siecle] — creates a grotesque
contrast and evokes a genuinely comic
rococo effect. The most substantial of
these fantastic scenes is. in musical
terms, incontestably the Intermezzo

No. 4. which of all the pieces in this col-
lection appealed to us the most. = How
such a dour fellow [...] who peeks eerily
and threateningly enough from his eb-
minor visor, could have stumbled into
these cheerful surroundings is indeed
unaccountable. — In any event. the
rough-hewn. earnest and stringent in-
flection [...
Having successfully weathered this /n-

] is unfitting for a “jest.”

termezzo. one breathes a deep sigh of re-
lief, as if released from an evil spell, and
is tempted to ery after it what Shake-
speare had Orlando say to Maitre
Jacques: ‘I am glad of your departure.

Adieu. good Monsieur Melancholy!™

Drei Romanzen op. 28

In complete contrast to most of his other
works. there are hardly any entries in
Schumann’s personal notes. in his dia-
ries or in the Haushaltbiicher concern-
ing composition of the Drei Romanzen
op. 28. Only in the Haushaltbiicher do
we find a brief notice dated 6 October
1840, in which Schumann states the
ameount of the honorarium that he has
received for the op. 28: “From Breitkopf
u. Hartel for Opus 28: 23.--.7 A letter of
11 December 1839 from Schumann to
Ernst Adolph Becker at least allows us
to deduce: “I have worked hard these
past days and have finished three books
of various compositions: | shall dedicate
one of them to you. Would you like three
Nachtstiicke. or three Romances. or two
little Blumenstiicke.” (Becker apparent-
ly decided in favour of the Nachtstiicke.
which were published in June 1840 with
a dedication to him.) While on the fly-
leaf of his own copy of the first edition.
preserved at the Robert-Schumann-
Haus in Zwickau. Schumann has clearly
written Weihnachten 1539. this date

may more likely refer to the fact that he
had had the Drei Romanzen op. 28 de-
livered to Clara as a Christmas present.
The same information is written on the
autograph title page of Clara’s dedica-
tion copy (see the detailed description of
sources in the Comments at the end of
the present edition). Clara staked her
claim to be the work’s dedicatee. and
protested when. in a letter of 30 Decem-
ber 1839. Schumann told her that he in-
tended to dedicate “the Romances to
Simonin de Sire in Dinant: when com-
posing them | originally had you in
mind: but [ feel that both [the Romances
and Nachtstiicke] are not good or wor-
thy enough for you.” Clara protested.
and on 1 January 1840 laid strong claim
to the Romances: “As your bride you
absolutely have to dedicate something
more to me: and | know of nothing more
tender than these 3 Romances, especial-
ly the middle one. which is the most
beautiful love duet.”

Even though she took pleasure in the
Romances. Clara nonetheless advised
her bridegroom to “take another careful
look™ at them. He followed this advice.
and on 8 January 1840 wrote to her: ~1
have worked through the Nachtstiicke
and Romances properly and with a se-
cret pleasure [...]. | find that there is
much in the compositions that is still not
right, and I am going to put them aside
for a while longer.” The corrections that
resulted must have been made by Schu-
mann to a second copy that later-then
served as engraver’s copy but which. un-
fortunately, no longer survives. Clara’s
above-mentioned dedication copy and
an autograph of piece no. 2 contain yet
another version. which does not corre-
spond to the later printed one. Schu-
mann made particularly extensive
changes to the first intermezzo of Ro-
mance no. 3. It is not known when this
revision occurred, but we may assume
that it was completed by mid-March.,
since at this date we find in Schumann’s
correspondence book (entry no. 51) the
following summary of a letter to the
Viennese publisher Tobias Haslinger:
“Informed him of the Romances. which
I immediately sent via Hermann. Re-
quested an honorarium of 40 Thaler.”
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Schumann also appears to have of-
fered the new work to Berlin publishers
Bote & Bock and Schlesinger. In the
end. however. it was published in Octo-
ber 1840 by Breitkopf & Hértel, with a
dedication neither to Simonin de Sire —
who received the dedication of the Fa-
schingsschwank. published nine months
later — nor to Clara. to whom Schumann
dedicated the opus 25 song cycle Myr-
then as a wedding present. Heinrich
Graf von Reuf3-Kostritz, the eventual
dedicatee of the Romanzen op. 28, lived
in Erfurt. He was a great admirer of
Schumann’s music, and a friend of the
composer since 1830.

The notation of Romance no. 2 on
three staves in the first edition is worthy
of notice. In both the surviving manu-
seript sources Schumann contented
himself with the usual two staves. The
use of a third additional staff had come
into vogue at this time in view of the in-
creasing complexity in piano technique.
Schumann several times spoke out
against it, first as early as 1836 in his
review of a work by Francesco Pollini.
and then again. after publication of the
Romanzen. in a letter of 10 November
1840 to Simonin de Sire: “I don’t com-
pletely agree with your way of writing
(on three staves) —in a few cases it sim-
plifies things, but in general it makes a
quick appreciation more difficult.” The
F§-major Romance was apparently one
of these few special cases for Schumann.

Although Schumann did not regard
the Romanzen op. 28 as good enough to
be dedicated to his bride Clara. a few
vears later he was counting them among
his most successful works. In a letter
to the composer and writer on music
Carl Kofimaly of Szczecin. he wrote on
5 May 1843: “Of the piano works that |
regard as my best. | can unfortunately
find no copies. They are. as I believe. the
Kreisleriana. 6 (8) Phantasiestiicke.

2 books of Novelletten and a book of
Romances. These same four are the last
piano compositions that I have written.”
While we may no longer share this judg-
ment today. the Romanzen nonetheless
occupy an important place among Schu-
mann’s piano works, and no. 2 certainly
belongs among his most beautiful me-
lodic inspirations.
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Scherzo, Gigue, Romanze und
Fughette op. 32

This work has not been edited by the
editor-in-chief of this collected edition
of Schumann’s piano works, but by
Wiltrud Haug-Freienstein, who is also
responsible for these comments upon it.
The information that appears in the
separate edition of the work has been
lightly edited for publication here.

As already noted in connection with
the Faschingsschwank aus Wien, the
first three movements of this opus be-
long among those of Schumann’s piano
works that were composed in Vienna in
1838/39. The Gigue appeared, together
with works by J.S. Bach, J. J. H. Ver-
hulst and Louis Hetsch, in February
1839 in the series Sammlung von Mu-
stkstiicken alter und neuer Zeit that
Schumann had published since 1838 as
a supplement to his NEUE ZEITSCHRIFT
FUR MUSIK. Writing about it to Clara on
9 June 1339, he stated: “I do not exactly
know what a gigue is myself; it is an old
forgotten dance in triple meter with
fugal entrances. Do you like it?”

The Fughette was first published sep-
arately. It was originally intended for a
Mozart album edited by August Pott,
the concertmaster and court conductor
in Oldenburg. In October 1839 Schu-
mann noted in his diary: “Little able
to work, so many distractions. Short
fughetta in g minor, which I gave to the
Mozart album.” He withdrew the piece
in May 1840, however, and published it
in musical supplement no. 10 of the
NEUE ZEITSCHRIFT FUR MUSIK in June
1840.

In contrast to these two movements,
the Scherzo and Romanze were first
printed in February or March 1841,
when they were published alongside the
Gigue and Fughette in the complete first
edition issued by Schuberth & Co. of
Hamburg and Leipzig. The publisher
Julius Schuberth, writing to Schumann
on 18 December 1840, advised Schu-
mann to give the four movements one
overall title, and suggested “Pieces ro-
mantiques.” In the end, though, it is the
somewhat unwieldy listing of the four
titles that has remained. The work is
dedicated to Amalie Rieffel (1822-77),

a pianist to whom Schumann occasion-
ally gave lessons and whom he valued

very highly. Clara confided to her diary
(September 1840): “I have a dangerous
rival in the Rieffel woman. Robert [...]

prefers her renditions of his works to

mine. [...] He says she plays them with

greater exactitude.” Schumann com-
mented on her début at the Leipzig Ge-
wandhaus in December 1840: “Her skill
is very great, her playing individual and
often poetic, as she follows her art alto-
gether with total convietion and an iron
will, which has remained her own de-
spite an almost unbridled artistic tem-
perament.”

The pieces in op. 32 are fruits of
Schumann’s engagement with Bach-and
Mozart. They combine the contrapuntal
tradition with the “light muse,” radiat-
ing levity and merriment. Gigue and
Fughette may to some extent be regard-
ed as demonstrations of his craftsman-
ship. Scherzo and Romanze stand in the
Viennese tradition while clearly bearing
the hallmarks of romanticism. These
short, sharply etched pieces are not at
all too difficult to play and were surely
not intended for performance on the
concert stage. As a result, no public first
performance of all four pieces is known
to have taken place during Schumann’s
lifetime, although Clara played nos. 3
and 4 separately on private occasions
and in public recitals.

The primary source for our edition is
Schumann’s personal copy of the com-
plete first edition. We do not know
whether this print was prepared from a
copyist’s manuscript. Nos. 2 and 4 sur-
vive in autograph manuscripts that
probably served as engraver’s copies for
their earlier publication in the NEUE
ZEITSCHRIFT FUR MUSIK.

Album fiir die Jugend op. 68

“The works that the children usually
learn in their piano lessons are so bad
that Robert lit upon the idea of compos-
ing and publishing a hook (a kind of al-
bum) containing small pieces for chil-
dren. He has already written a number
of charming little pieces.” This was how
Clara reacted in her diary to a birthday
present made by Schumann to his eldest

child, his daughter Marie — a little book
of music with “Stiickchen fiir's Clavier /
Zu Mariechens 7tem Geburtstag / den
Isten September 1848 / gemacht vom
Papa” (Little pieces for piano / on little
Marie’s 7" birthday / 1 September 1848
/ made by Papa).

This manuscript, which has become
known as the “Klavierbiichlein™ (Little
piano book) or “Geburtstagsalbum fiir
Marie” (Birthday album for Marie), was
in some measure the seed of one of the
most popular collections of piano pieces
ever written, the Album fiir die Jugend.
Following his daughter’s birthday, Schu-
mann had clearly immediately begun to
put his “idea for the children’s album™
into practice. On the 3, 4 and 5 Septem-
ber, he each time noted in the aforemen-
tioned Haushaltbuch, “Many little piee-
es for children.” and as early as 9 Sep-
tember he wrote: “the album is all but
finished”. However, according to entries
made on 10, 11 and 12 September fur-
ther “new little pieces™ were added. and
on the 19 another entry was made, “four
little pieces for children”. From the
Haushaltbuch and from dating in a
larger sketch miscellany we know the
exact date of composition of individual
pieces: Erinnerung (no. 28) was com-
posed on 2 September 1848, Fremder
Mann (no. 29) on 4, Sylvesterlied
(no. 43) on 5. Mignon (no. 35) on 8,
Rundgesang (no. 22) on 13, Weinlese-
zett (no. 33) on 21, and the two pieces
Winterszeit (nos. 38 and 39) on 22 Sep-
tember 1848. This sketch miscellany
(see the Comments for a detailed de-
scription) contains numerous pieces that
Schumann did not include in the pub-
lished version of the album: four of
them even found their way into the en-
graver’s copy but have been crossed out
there. A total of 16 pieces were omitted,
of which only nine are, however, more or
less complete. All nine of these, together
with two further pieces that have only
survived in the “Little piano book for
Marie”, are printed in appendix [ of this
edition. Even though we can assume
that Schumann would have made fur-
ther changes to these individual pieces,
which in part give the impression of be-

ing unfinished, the editor nonetheless



deemed it important to include all of the
works which were composed in connec-
tion with the Album fiir die Jugend in
this edition. These are 02 pieces: 54
original compositions by Schumann,
eleven of which he did not consider for
publication, as well as eight transcrip-
tions of pieces by other composers. As a
further pedagogical idea. these were to
provide an “instructional promenade
through music history™ by means of
examples from various earlier and con-
“‘"ll)”l'i“‘y (,'()"ll)()h('rﬁ.

Works by Bach, Handel. Gluck,
Haydn, Mozart. Beethoven, Schubert.
Weber, Spohr and Mendelssohn were
planned. Only a single piece by Handel.
Bach. Gluck, Mozart, Weber and Schu-
bert. as well as two pieces by Beethoven.,
are extant. Five of these eight pieces —
those by Bach. Handel. Mozart. Beetho-
ven (appendix 1l no. 7) and Schubert —
were handed down in the ~Little piano
book for Marie”. However, they did ac-
tually form part of the engraver’s copy
for the Album fiir die Jugend. originally
a collection of loose leaves, which Schu-
mann had assembled with Clara and
from which all of the pieces in the “in-
structional promenade through music
history”™ were eventually removed: only
the Trinklied von C. M. v. Weber, one of
the two pieces by Beethoven and the one
by Gluck (appendix [ nos. 3.5 and 0)
initially remained. although they too
were ultimately also rejected. All of the
eight pieces in this “instructional prom-
enade through music history” have been
included in appendix Il of this edition in
chronological order (for detailed infor-
mation on the engraver’s copy. see the
Comments).

On 17 September 1848 Schumann
sent a first engraver’s copy to Breitkopf
& Hartel. It was not yet complete, as
some pieces were only composed after
this date. In the “Briefbuch™ he noted.
“With children’s album for evaluation. —
asked for a fee of 50 Ld'or [...] 15 au-
thor’s copies. — Proprietary rights for
France and England not included. More
details regarding the presentation of the
album for children.”™ In less than four
weeks an album emerged which was to

profoundly influence middle-class musi-

cal culture in the second half of the
10" century. To this day. it has lost
hardly any of its appeal.

Considering what we know today
about the success of the Album fiir die
Jugend., the reserved manner in which
Breitkopf & Hirtel reacted to the new
work is rather surprising: Schumann
had expressed the desire that not only
the title page was to be illustrated (as
later happened) but also individual
pieces. As the title was to be eih-
nachtsalbum fiir Kinder, he pressed for
it to be published in December of that
year. The publishers deemed the pro-
duction costs and the composer’s fee to
be too high. and they also did not be-
lieve they would be able to publish it on
time. In the end Schumann forwent the
illustration of the individual pieces and
reduced his fee to 40 louis d’or. Not-
withstanding. and despite the fact that
trial plates had already been prepared.
Breitkopf cancelled publication of the
work.

Schumann consequently turned to the
Hamburg publisher Julius Schuberth,
who immediately declared his accept-
ance in a letter of 13 October 1848:
“Good. I am taking the manuscript on
trust, and in these terrible times [ 1848/

19 were the two vears of the revolution]

will offer you. instead of fifty. forty louis

d’or! In all honesty. I cannot give you
any more. You will not reject my offer,
consider: before | have your answer,
[...] it will be too late to make Christ-
mas on time.” Only four days later. en-
graving was hegun in Leipzig. Now
there was only the question of how to
design the title page. the main reason
why Breitkopf & Hirtel had not taken
on the work. Schumann attached a great
deal of importance to the album being
presented in a particularly attractive
manner, and this might well have con-
tributed to the edition’s success. The
painter Gustav Ferdinand Metz, who
had originally agreed to draw the litho-
graph for the title page, subsequently
turned down the commission on 7 Octo-
ber. On his recommendation Schumann
turned on 25 October to the well-known
artist and illustrator Ludwig Richter,

whao did in fact agree to design a title

XIX

page. The four vignettes in the corners
show (from left to right and from top to
bottom) the four seasons: thus at the
same time three of them illustrate pieces
15, 24, 33 and 38/39. Friihlingsgesang,
Ernteliedchen. Weinlesezeit and Win-
terszeit I/11. The three smaller scenes on
the left refer (from top to bottom) to
pieces 22, 10 and 16. Rundgesang.
Frohlicher Landmann. von der Arbeit
surtickkehrend. and Erster Ferlust: the
three on the right to pieces 35, 12 and 8.
Mignon (Goethe had already deseribed
her as a girl walking on a tightrope).
Knecht Ruprecht and Wilder Reiter
(original title: Wilder Schaukelpferdreit-
er). In Ludwig Richter’s Lebenserin-
nerungern. published by his son Hein-
rich. it is reported that the painter visit-
ed the composer. "as requested by Schu-
mann. to hear his wife play those pieces
which Schumann wished to have illus-
trated with vignettes. While his wife
played. the composer sat at her side with
bowed head and eyes half-closed. and
before the beginning of each new piece
whispered its title and a few explanatory
comments.”

Richter’s title-page drawing was only
used for the inner title page. The outer
cover was simpler, furnished with an
attractive decorative border. Only this
page carries the title Album fiir die Ju-
gend. which was later to assert itself as
the work’s title. The title Heihnachts-
album was dropped at Schuberth’s
request, so that —as he wrote to Schu-
mann on 17 October — the album could
be sold “for ever and daily”. Both title
pages contain the detail “40 piano piec-
es.” However, this first edition did in ac-
tual fact include the same 43 pieces that
were published in December 1850 in the
“Second issue augmented with a text
appendix.” as advertised in the NEUE
ZEITSCHRIFT FUR MUSIK. This issue also
contained several smaller corrections to
the musical text. The aforementioned
text appendix, the Musikalische Haus-
und Lebens-Regeln. is reproduced in our
edition. Although a large part of it is
contained in the aforementioned sketch
miscellany, Schumann first put all the
parts into order and made fair copies

only in autumn 1849. including them in
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the new issue of December 1850. Prior
to this, they had already been published
in somewhat altered form as supplement
no. 36 to the NEUE ZEITSCHRIFT FUR
MUSIK on 28 June 1850: Schumann also
later included them in his Gesammelte
Schriften. In an issue of the Album fiir
die Jugend published in 1859 that also
contained the Drei Klaviersonaten fiir
die Jugend op. 118, the Musikalische
Haus- und Lebens-Regeln were includ-
ed in a trilingual version, translated into
French by none other than Franz Liszt.
and into English by the English com-
poser Henry Hugo Pierson.

The Album fiir die Jugend enjoyed a
tremendous public reception right from
the start. In 1850 Schuberth had the
following advertisement printed in the
first issue in August of the periodical
SIGNALE FUR DIE MUSIKALISCHE WELT:
“The sensation caused by R. Schu-
mann’s “album’ for piano 2 hands has
never before been occasioned in the
classical repertoire. In honour of the
German music-loving public we hereby
publicly declare that before the year is
out, notwithstanding the high price of
3 thalers, almost 2,000 copies will have
been sold; indeed, the demand for this
work. which exerts a lasting artistic in-
fluence on musical taste as well as on pi-
anoforte playing, continues to increase.”

In a review by Alfred Dorffel pub-
lished in the NEUE ZEITSCHRIFT FUR
MUSIK on 26 February 1849, which
Schumann carefully preserved in his
collection of newspaper reviews, it was
said, “the small pieces have an immedi-
ate effect and certainly strike a chord on
account of their simplicity, but at the
same time certainly on account of the
natural strength that is at work in them.
They are for the young, because their
understanding is touched by them. re-
ceives nourishment from them. The
purely childlike joy. [...] the sorrow of
the little ones connects with these notes;
[...] their whole little world is encapsu-
lated in them. And the adult is rejuve-
nated by these poems as by youth itself,
he inhales their freshness. experiencing
a new youth under their immediate in-
fluence. What was distant — the past —
in the Kinderscenen [op. 15]. is here

present. contemporary life: the memo-
ries are at the same time experiences
here.”

In writing this. Dorffel wholly reflect-
ed Schumann’s own view. On 0 October
1848 the latter had written as follows to
Carl Reinecke: “They [the pieces in the
Album fiir die Jugend ] are completely
different to the Kinderscenen. Those
are the backward glances of an older
person and for older people. whereas the
Christmas album contains more forward
glances. intuitions. future states for

voung people [...] of all my composi-

tions | believe these will become the

most popular.”

Vier Fugen op. 72

On 5 December 1845 Robert Schumann
wrote to Felix Mendelssohn Bartholdy:
“I myself find it quite mystifying and
wondrous that nearly every motif that
crystallises within me carries the poten-
tial of multifaceted contrapuntal combi-
nations within it, even though | reso-
lutely do not seek to form themes that
would allow the use of the strict style in
one manner or the other. It happens on
its own, automatically. without reflec-
tion: there is something instinctive
about it.” Considering the aversion 1o
contrapuntal exercises which Schumann
had developed while studying under
Heinrich Dorn, such a statement is truly
surprising: but in all due justice, it
should be noted that Schumann’s piano
writing was stamped with a kind of
pseudo-polyphony from the very start.
This can be seen, for example. in his no-
tational preference for using separate
note stems instead of chordal notation.
The passage in this letter is no longer
surprising when we consider that it was
written at the end of a year in which
Schumann had grappled intensely with
contrapuntal forms and had produced
four major fugal works: the Studien fiir
Pedalfliigel op. 56 (Studies for Pedal Pi-
ano), the Vier Skizzen fiir Pedalfliigel
op. 58 (Four Sketches for Pedal Piano).
the Sechs Fugen iiber den Namen BACH
fiir Orgel oder Pedalfliigel op. 60 (Six
Fugues on the Name BACH for Organ or

Pedal Piano) and the Jier Fugen op. 72
(Four Fugues). The little Canon that
Schumann published eight years later as
the closing piece of the Albumblitter
op. 124 was also penned in this “year of
the fugue.”

Many passages in the diaries of Ro-
bert and Clara refer to their new “pas-
sion.” Clara comments at length upon
this on 23 January 1845: “Today we he-
gan our contrapuntal studies which. in
spite of all the toil. gave me great pleas-
ure, for | soon saw a fugue made by my
own hands — which I would never have
thought possible — and more of them
kept coming, since we continued these
exercises every day. | cannot thank Ro-
bert enough for his patience with me.
and I am doubly delighted when I suc-
ceed [...]. He too was caught up in this
fugal passion.”

According to Schumann’s notes in his
Haushaltbiicher, his Vier Fugen op. 72
were composed between 23 February
and 20 March. Clara also composed six
Preludes and Fugues at this time. three
on subjects from I. 8. Bach and three on
themes by her husband. On 23 May
1845. Schumann wrote to the publisher
C. E Peters to offer him Clara’s works.
adding that this was perhaps “the first
time that a female artist has made a for-
ay into this wonderful but difficule gen-
re.” The publisher rejected them. how-
ever. and Clara’s three preludes and
fugues on themes by her husband were
eventually published as her opus 16 by
Breitkopf & Hartel.

It is not known why Schumann wait-
ed four years before turning his atten-
tion to the publication of his own four
fugues. Solely the Fugue no. 3 appeared
as a preprint in the Album van de Maat-
schappiy: Tot Bevordering der Toon-
kunst. Nr. 7 (Album of the Society for
the Promotion of Music). With a cover
letter dated 28 May 1845. Schumann
sent a manuscript of the piece to the So-
ciety. with which he had been in contact
since the end of the 1830s. He was ac-
tive for the society as a juror, and pro-
vided expertise on works that had been
submitted to it. In June 1844 he had
been named “Member of Merit™ of the
Muaatschappiy.



Before sending the four fugues to
print. Schumann subjected them once
again (o a close examination and made
many alterations. He also made several
corrections to the f-minor Fugue printed
in the album of the Dutch society. which
means that the two printed versions are
not identical. It is interesting (o read
what Schumann wrote to the publisher
André in Offenbach when he offered the
pieces to him on 19 November 1649. He
said he knew that “fugues are not a very
popular genre, though I would like to
add that you should not regard these as
dry. formal fugues but as character piec-
es cast., as | would like to believe, in a
more rigorous form.” This passage is
important inasmuch as “character” in
Schumann’s understanding of music
was a firmly delimited term. In an arti-
cle on “Character, musical” that he wrote
for a Lady’s Conversation Lexicon in
1834. he stated that “a composition has
musical character when there is one pre-
vailing disposition that thrusts itself so
visibly to the fore that no other interpre-
tation is possible [...]. Characteristic
music distinguishes itself from painterly
(picturesque) music in that it depicts the
states ol the soul. while the other depicts
those of life; both are usually found
combined.” Unfortunately, Schumann
did not voice his views on the character
of the Fugues op. 72.

André declined the pieces. however.
The Fugues op. 72 were finally pub-
lished by the Leipzig firm of Friedrich
Whistling in September 1850. In his
“Briefbuch”, Schumann noted under the
date 19 April 1850: “Whistling. With
Volkslied (v. Feuchtersleben) [=op. 84].
Offered this and the fugues for 10 Louis
d’or. If not, manuseripts to be returned
immediately and request for 1-2 copies
of the first book of the ballades for choir
[=op. 67].7

The dedicatee Carl Reinecke (1824 -
1910). worked intermittently as Schu-
mann’s colleague at the Leipzig Con-
servatory. Schumann was friends with
him and. from the sanatorium in
Endenich, said how delighted he was
“that Reinecke has come to Barmen as

music director.”

Vier Mirsche op. 76

Robert Schumann’s unfortunately sel-
dom-played Fier Méirsche fiir Pianoforte
op. 76 are “political” works which can
perhaps be better understood if we take
a closer look at the circumstances under
which they arose. We know that Schu-
mann was keenly interested in politics.
Though not an active revolutionary like
Richard Wagner. he was thoroughly
republican in his beliefs. He was pro-
foundly affected by the political events
of spring 1848. when revolutionary up-
risings against overly restorative author-
ities had flared up throughout Europe.

The artistic fruits born of this fer-
ment were the Drei Freiheitsgesinge
(Three Freedom Songs) WoO 4 (Zu den
Waffen. Schiwarz-Rot-Gold and Deut-
scher Fretheitsgesang). which were writ-
ten in April 1848 and performed in
Dresden that May and June. Whereas in
1848 Schumann had followed the rebel-
lious stirrings more or less from a dis-
tance, one vear later he became a direct
witness of the Dresden May uprising.
The National Assembly in Frankurt had
promulgated a constitution on 28 March
1849 and elected Prussia’s King Fried-
rich Wilhelm IV as German emperor.
Friedrich informed a delegation of the
National Assembly on 3 April that he
would only accept the imperial honours
if all German princes assented. and he
declared his final and formal renuncia-
tion on 28 April. The Saxon king also
called back his delegates from Frank-
furt. This led to an open rebellion in
Dresden from 5 to 9 May.

The following entries appear in Schu-
mann’s Haushaltbuch: “Fxcursion in
the Plauenscher Grund — and the Revo-
lution here” (3 May): “The revolution
— walk with Clara — the dead — the
Brithlsche Terasse — in town during the
evening — revolutionary situation”

(4 May): “People looking for others —
our (’S(,"dp(‘ — IIN‘ l'ilil\\’u'\' = th(‘ l'(‘.V()Il"i()"
[...] eerie feeling everywhere — to Maxen
— [added later:] 2-part Friihlingslied
[op. 79 no. 19]7 (5 May): “Horrible
news — rainy day in Maxen — [added lat-
er:] ‘Die wandelnde Glocke™ [op. 79

no. 18] (8 May).
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Upon leaving their home in Dresden.
the Schumanns first fled to Maxen. the
country estate of their friend Major
Serre. and from there to the small near-
by town of Kreischa on 11 May. They
did not return to Dresden until 12 June.
Schumann’s short notes in the Haus-
haltbuch perfectly coincide with Clara’s
detailed diary entries. which she con-
cluded on 18 May with the following
observation: “I find it curious how the
external horrors arouse his [Robert’s]
inner poetic feelings in such an utterly
contrasting manner. A breath of intense
peacefulness wafts over the entire Lie-
der [Liederalbum fiir die Jugend op. 79],
and everything in it seems like spring to
me, cheerful like blossoms.”

Clara’s astonished observation re-
flects the fact that Schumann actually
seems to have continued composing in
all tranquility during this time. The
mention of the two songs from op. 79 in
the entries reproduced above proves
this, even though Schumann added his
corresponding entries only later. Never-
theless, along with those pieces that
were “cheerful like blossoms,” the
above-mentioned Liederalbum., the
Minnespiel op. 101 and the Jagerchiore
op. 137 (published only posthumously).
Schumann also wrote a number of very
serious, melancholic works (the motet
Verzweifle nicht im Schmerzenstal
op. 93. Gesdnge and Requiem fiir Mi-
gnon op. 98a/b. Ndinie op. 114 no. 1).
One can certainly assume that these
three works were written under the sway
of the uprising, which claimed over
3.000 lives.

The four — originally five — marches
evoke the military aspects of the events.
They were composed between 12 and
15 June. Before publication, Schumann
withdrew the fourth of the five marches,
which had been written at the same time
as no. 3. He was not to publish it until
two and a half years later, as the closing
piece of the Bunte Bldtter op. 99.

In her diary, Clara described the new
pieces as “extremely brilliant and ori-
ginal. They are popular marches, of
pompous effect. He wants to have them

printed right away.” Indeed, Schumann



