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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 third volume contains opus
numbers 13-16. which were composed
between autumn 1834 and spring 1838
and published between 1836 and 1339.
Schumann had three of the four works
—op. 13. 14 and 16 — republished later.
in new, revised editions. In the case of

op. 13 and 14. the differences between
the respective versions are so great that
we have printed both versions in their
entirety.,

Symphonic Etudes op. 13
The genesis of the Symphonische
Etiiden is highly complicated and in-
volved several distinet stages. In April
1834 Schumann had met Ernestine von
Fricken. By September they were al-
ready secretly engaged. In that same
month Ernestine’s father, Baron Ignaz
Ferdinand von Fricken. sent him a set of
variations on a theme of his own inven-
tion, probably for flute and piano.
Schumann responded rather critically
by letter on 19 September. finding fault
above all with the theme itself. Never-
theless. perhaps as a favour to the father
of his fiancée. he began to write his own
set of variations on the theme. intend-
ing. as he told the Baron in the same
letter, to call them “variations pathé-
tiques” and to “paint its pathetic ele-
ment in various hues. if there be any
such element within it.” Indeed. the ear-
liest surviving autograph manuscripts
for opus 13 still refer to the individual
pieces as “variations” rather than “étu-
des™ and call Etude XIT a “Finale.” This
finale evidently caused Schumann some
difficulty. for on 28 November he wrote
to the Baron: “I'm still stuck in the fi-
nale of my variations. I'd like to elevate
the funeral march [the theme is called
Marcia funebre in the earliest auto-
graph] bit by bit into a trinmphal march
and. moreover, instill some dramatic
interest. but | can’t escape the minor
mode: and in the act of creation. an “in-
tention” often causes one to stumble and
become too material.” Looking back
later, Schumann noted in his diary that
“the Symphonische Etiiden [...] were
written out in fair copy in the winter
months [of 1834-35].7

This fair copy is dated 75 Januar
1535 at the end and contains a dedica-
tion to Madame la Baronne de Fricken
née Comtesse de Zedtwitz. Thus, a set
of variations on a theme by the father
was to be dedicated to the mother and

played by the daughter. uniting his fian-
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cée’s entire family in a single piece of
music. This autograph only contains
Etudes I T1. IV. V, X and XII plus the
five variations reproduced in the appen-
dix to our edition, as well as an unfin-
ished piece printed at the end of this ap-
pendix. Nonetheless. Schumann appar-
ently considered the piece finished for
the time being. for he used the auto-
graph as the basis of a copyist’s manu-
seript which. however, was of no further
relevance to the work’s textual transmis-
sion and can no longer be traced. On

22 December 1835 he offered Breitkopf
& Hirtel a group of ~brilliant sonatas.”
“symphonic variations.” and “Fasching”
(i.e. Carnaval. op. 9) for publication.
This is the first appearance of the epi-
thet “symphonic™ that would later be-
come an identifying tag for these pieces.
It was only gradually that he decided in
favour of études. only to return to the
original term. variations. in the later
print of 1852.

After Breitkopl & Hirtel were unable
to decide whether to accept the new
work. Schumann turned in February
1836 to Haslinger in Vienna. who even-
tually accepted the work for publica-
tion. Initially he may have sent the
above-mentioned copyist’s manuseript
to Vienna for use as an engraver’s copy.
for it is fairly unlikely that the final ver-
sion with the six additional études (111
VI-IX and XI) was ready at this time.
True. his letter to Haslinger speaks of
“Davidsbund Etudes™ rather than vari-
ations. as in the letter to Breitkopf: but
the pieces had apparently not yet been
placed in their final order. for in a letter
of 13 June Haslinger inquired about the
definitive sequence of the études. Only
the surviving engraver’s copy. another
copyist’s manuscript, contains all twelve
pieces and places them in their defini-
tive order, implying that it must have
been posted to the publisher after
13 June 1836. Here the separate items
are now referred to as Etudes I to XIL
Whether this new designation. and per-
haps even the composition of the miss-
ing Etudes, relate to Schumann’s meet-
ings with Chopin in September 1835
and September 1836. as has occasional-

ly been conjectured. remains a matter of
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speculation. In any event, on 18 Sep-
tember 1836, four days after his second
meeting with Chopin. he confided to his
diary: “Composed études with great
pleasure and excitement. Spent the en-
tire day at the piano.” The possibility
cannot be dismissed that some of these
were the Etudes added to complete the
set.

For various reasons. the publication
of the Symphonische Etiiden was con-
siderably delayed. It was not until
17 May 1837 that Haslinger sent the
composer a set of proofs. which he only
returned on 6 June. Thereafter things
proceeded swiftly, and the first copies
left the press that same month. The
work now bore a dedication a son ami
William Sterndale Bennett a Londres.
Bennett was an English pianist. conduc-
tor, and composer who studied with
Mendelssohn at the Leipzig Conservato-
ry in 1836-37, during which time he
joined Schumann’s intimate circle of
friends. The dedication to Madame la
Baronne de Fricken in the autograph
was discarded: Schumann had already
broken with Ernestine in late summer of
1835 and permanently terminated their
engagement towards the end of the year.
Viewed in this light, the gestation of the
Symphonische Etiiden also reflects the
history of a failed love affair. The first
edition does not even mention her father
as the author of the theme. merely

pointing out that “les notes de la mélo- *

die sont de la composition d’'un Ama-
teur”.

At first the Symphonische Etiiden
made little headway with the public.
Clara Wieck played three of the pieces
at a Leipzig recital on 13 August 1837.
Schumann commented in retrospect on
11 February 1838: “I only heard you
play twice in two years [...] but it
seemed to me the most perfect thing im-
aginable; [ still remember the way you
played my Etudes: you cast them as
nothing short of masterpieces — some-
thing that audiences do not know how
to appreciate.”

Along with the piano pieces op. 5, 0,
14 and 16. as well as the Liederkreis
op. 39, the Symphonische Etiiden take

their place among those works that
Schumann revised to varying degrees
and had republished in the years 1849—
53. From the beginning. these new ver-
sions were subjected to a great deal of
interpretative analysis by Schumann
scholars. nearly all of whom sought the
reason for the reworkings in Schu-
mann’s changed aesthetic views, but
were unable to explain why he revised
these six works in particular. Various
factors suggest that the new release of
the six works may have been prompted
by their respective publication situa-
tions: op. 5 and op. 6 had been issued in
Leipzig by Robert Friese, who was a
book dealer and not a music publisher.
In a letter to the music publisher Hof-
meister dated 5 November 1842, Schu-
mann expressed his feeling that this was
the reason why the two works were
“almost totally unknown.” and that
“this would certainly change as soon as
a proper publisher showed interest in
them.” The four other works had been
published by the Viennese music pub-
lisher Haslinger between 1836 and
1842. After the death of Tobias Has-
linger (1842), his son Carl had begun
increasingly to specialise in Viennese
dance music. When, on 30 March 1845,
Schumann offered him a 4-hand version
of the Ouvertiire, Scherzo und Finale
op. 52, together with a book of songs, he
received a refusal. This shift of focus in
Haslinger’s publication policy was also
noticed by German publishers. Julius
Schuberth of Hamburg tried to acquire
op. 13. 16 and 39 from Haslinger. but
only succeeded with the Symphonische
Etiiden op. 13.

Schumann planned a whole series of
changes for the new edition. By 3 No-
vember 1849 he had already dispatched
his corrections to the publisher. appar-
ently entering them in a copy of the
1837 print. But for unknown reasons
the new edition had to wait until Febru-
ary 1852. In some external details it re-
turns to the form in which it was trans-
mitted in the manuscript sources — the
individual pieces are again called “Varia-
tion”, and the final number is once
again labelled “Finale™. Its title page
bears the remark Edition nouvelle revue

par l’Auteur. While it retained the added
designation “Etudes,” the supplemen-
tary “Symphoniques” is missing, and is
replaced by the addition “en forme de
Variations.” In spite of this. the title to
this day remains Ftudes Symphoniques
or Symphonische Etiiden. Schumann
once more deleted Etudes I and IX of
the 1837 edition, which were anyway
not composed until a late stage. He also
deleted the introduction to Variation IX
(Etude XI). and made some formal al-
terations to the Finale (Etude XII). Save
for some small details, the remaining
pieces are unchanged.

At first, contemporary trade journals
took no notice of the changes in this
“Edition nouvelle.” The first persons to
give them closer attention were Wilhelm
Joseph von Wasielewski. in his biogra-
phy of 1858, and Adolf Schubring. in
his article Schumanniana. Nr. 3: Neue
Ausgaben von Schumann’schen Clavier-
werken der ersten Periode for the NEUE
ZEITSCHRIFT FUR MUSIK (1861). Schu-
bring claimed that the formal altera-
tions in the Finale may have been
“merely a blunder.” This is most unlike-
ly, for they are not mentioned in the cor-
respondence between Schumann and
Schuberth, and the composer would
hardly have condoned such a “blunder.”
On the other hand. Schubring was evi-
dently allowed to consult the aforemen-
tioned copy of the 1837 print with Schu-
mann’s corrections for the second ver-
sion. He reported that this copy also
contained corrections for Etudes IIT and
IX in the hand of the composer. who ev-
idently decided only later to drop them
from the new edition. In 1861 Schu-
bring issued a third edition combining
the two earlier versions. As a result, to-
day’s pianists normally play from the
1852 version, but frequently add Etudes
[T and IX from the 1837 version and
almost invariably reinstate the deleted
introductory measure to Variation IX.
This conflation of the two versions is
untenable. and we have therefore re-
frained from including Etudes I11 and
IX, and the said introductory measure.
in our new edition of the 1852 version.
They belong in a different historical
context.



Piano Sonata in f minor op. 14
As noted above in respect of the Sym-
phonische Etiiden. Schumann’s opus 14
is likewise one of several works by this
composer to exist in two versions: in this
case as the Concert sans Orchestre. pub-
lished in 1836. and as the Grande Sona-
te, published in 1853. As can be seen in
the extant autograph, the work was
originally conceived as a sonata in five
movements. At the end of the manu-
seript is the date 5 Juni 1536. This
means that the f~-minor Sonata was
written after the g-minor Sonata. which
was given the higher opus number 22.
The reason for this is that opus 22 was
not printed until 1839, even though it
was basically completed in October
1835: only the new finale, composed at
a later date, was still missing.
Permeating the work is the motif of
an Andantino de Clara Wieck. It is in-
troduced at the beginning of the open-
ing movement, then showcased as the
theme of the variation movement before
returning in the Scherzo II; moreover, it
also makes several appearances in an
early version of the final movement.
Schumann had a very good reason for
incorporating a motif by Clara Wieck
into the Sonata: after the interlude of his
engagement to Ernestine von Fricken
(see the Preface to opus 13). his rela-
tionship with the not-yet 16-year-old
Clara Wieck had deepened once again in
the summer of 1835. “Together with
Clara every day,” he noted in his Leipzi-
ger Lebensbuch 11, a diary covering the
period from October 1831 to March
1833 and a retrospective glance from
28 November 1838 to the time in be-
tween. Numerous entries (for 1835) tes-
tify to their steadily growing relation-
ship. But there are also references to the
separation imposed by Clara’s father in
mid February 1830 and which was to
last one and a half years: “Letter from
Wieck - Separation from Clara - Dismal
vear 1836 - Letter from Clara in June
and exchange of letters - Composed the
Concert sans Orchestre in the summer -
Completely separated from Clara fol-
lowing my own decision.” In a letter of
12 February 1838 to Clara, Schumann

confirms once again how much his opus
14 was connected with all these events,
especially with the separation. Listing
everything he did during this period. he
writes: “4) | wrote a concerto for you —
and if this does not make clear my love
for you. this one sole cry of the heart for
vou in which. incidentally. you did not
even realise how many guises your
theme assumed (forgive me. it is the
composer speaking) — truly you have
much to make up for and will have to
love me even more in the future!”

On 8 March 1836, Schumann wrote
to the work’s future dedicatee Ignaz
Moscheles that he “has written a new
sonata which I would like to preface
with your name.” Was the Sonata thus
already completed at this point in time?
If so. why are the sketches to the slow
movement and to the Scherzo | dated
April 1536. and why did Schumann
note in his Leipziger Lebensbuch I that
he had written the piece “in the sum-
mer” of 18367 There is no unequivocal
answer to these questions. What is as-
certainable is that the publisher had ac-
knowledged receipt of the new Sonata in
a letter dated 30 March., and that Schu-
mann retrieved the manuscript and re-
vised the work again during the early
summer, at which time he radically re-
worked the final movement in particular
(the autograph contains only the begin-
ning of the original version of the finale:
the new version is notated on different
paper). According to the date on the au-
tograph. this revision was completed on
the 5" Juni 1536.

In the meantime, Schumann had
clearly decided to have only three of the
original five movements of the new
work printed, and to give it the title
Concert. It is not known what prompted
him to take this decision, although the
idea seems to have come from the com-
poser himself. Haslinger responded on
13 June: “I think that your idea of a
concerto is wonderfully in tune with the
times (and one should always move with
them). and I entirely approve [...] In my
non-authoritative opinion as publisher. |
should think that a short preface [...]
might be expedient, in which it would
be made clear that this concerto was
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conceived for piano alone. if this cannot
be expressed on the title page in a few
words. The object is new, and should be
seen as new and pace-setting.” It is pos-
sible that. stimulated by Haslinger’s
idea. Schumann came upon the idea of
calling the piece Concert sans Orchestre
in the new. three-movement form. On
2 July he requested the posting of galley
proofs by 20 July. He seems to have re-
ceived them punctually and returned
them on 30 July. The publication was
actually released in September; engrav-
ing, proofreading, printing and produc-
tion had taken less than three months.
Apart from the two Scherzi. two Varia-
tions on the Andantino de Clara Wieck
were also left out of the printed edition.
Like the Scherzi. they, too. were crossed
out in the autograph.

* Critics gave the Sonata a varied re-
ception. One should remember that in
1836 Schumann had not vet found gen-
eral recognition. As the dedicatee, Ignaz
Moscheles received one of the first cop-
ies and. in his letter of thanks, openly
expressed that the work was not suitable
for a merely superficial audition and
could only be understood by those “who
are knowledgeable in the loftier lan-
guage of the heroes of Art.” Concerning
the title, he objected that the work “did
not fulfil the requirements of a concerto,
though it possesses the characteristic at-
tributes of a grand sonata.” And as to
the many dissonances. he wrote: “The
suspensions, whose resolutions may only
occur 2 or 3 measures later, are often
harsh. though justified. In order not to
be disturbed or offended by them, one
must be an experienced musician who
can appraise the situation beforehand
and wait to see how all the contradic-
tions will be resolved.” Schumann pub-
lished the letter in his NEUE ZEIT-
SCHRIFT FUR MUSIK (24 February 1837)
and, in closing, added the following
short comment: “So be it. Florestan and
Euseb [the personifications of Schu-
mann’s double nature invented by the
composer]. make yourselves worthy of
such a benevolent judgment by contin-
uing in the future to be as demanding
on yourselves as you are at times on
others.”
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A revised edition of op. 14 was pub-
lished in 1853 by Julius Schuberth in
Hamburg. It carried the title Grande
Sonate. but now included only the sec-
ond Scherzo. (The reasons leading to
this new edition may be found in the
corresponding commentary in the Pref-
ace for the op. 13 Symphonische Etii-
den.) Schuberth had tried to buy the
op. 13, 16 and 39 from Haslinger. but
was successful only in the case of the
Symphonische Etiiden op. 13. He seems
to have been unaware of opus 14 at
first. and it was perhaps Schumann
himself who drew his attention to it. In
any event. Schuberth wrote to Schu-
mann on 19 May 1850: “The concert
sans orchestre is now my property and [
am enclosing it here for correction. Are
vou inclined to write a Scherzo for it?
You have already laid down the title as
3% Sonate.”

This passage is interesting from two
points of view: On the one hand it shows
that Schumann had clearly intended
from the start to release the piece again.
now under the title Sonate. Perhaps he
really had taken to heart the above-not-
ed objection of the dedicatee Ignaz Mo-
scheles. On the other hand it was not
Schumann’s own idea to reinsert the
Scherzo Il of the original version into
the new edition of the work. but a sug-
gestion from an outside source.

Schumann’s “Briefbuch™ (correspond-
ence book) contains the following entry
for 25 October 1850: “Schuberth /
Hamburg / he can have the violoncello
pieces [op. 102] for 18 Ld’or, the Scher-
zo to the Concerto for 3 Ldor.” It is not
entirely clear whether one can conclude
from this that Schumann had already
sent the piece to the publisher by then.
In any event. he did not send the com-
plete work to Hamburg until 13 June
1852. The delay was most likely due to
business problems that plagued the
publisher and caused the postponement
of honorarium payments to Schumann
over a long period.

Schuberth presumably based his edi-
tion on a corrected copy of the Haslinger
edition of 1836, in which extra sheets
had been inserted. This is at least sug-

gested by a number of errors common to

the two editions. As to the newly added
Scherzo, Schumann must have had a
new manuscript made. On 5 June 1853
— thus almost exactly one vear after he
had sent the engraver’s copy to the pub-
lisher — that Schumann sent a letter
“with corrections to op. 147 to Ham-
burg. The Sonata was finally published
in luly. Just as with the other. previously
published revisions. the new edition of
the Sonata op. 14 was not noticed by
contemporary music critics. Schumann
seems to have held it in high esteem. for
when Johannes Brahms visited him in
September/October in Diisseldorf, he
had Clara play his f-minor Sonata to
him (entry of 8 October 1853 in the
Haushaltbuch).

The most visible new feature of the
revision in comparison with the edition
of 1830 is. of course. the insertion of the
Scherzo. It is not by chance that Schu-
mann chose the Scherzo II. which, judg-
ing from its various names in the auto-
graph (Seherse2". Promenade [...] In-
termezzo). was first conceived as a kind
of interlude. After all. this piece begins
by echoing Clara’s theme, but plays a
very significant role in the entire Sonata
(see above). Schumann made many ma-
jor corrections to the first movement:
amazingly. he even restored the original
text of the autograph at several points.
The changes are minor in the third and
fourth movements. although the contra-
ry impression initially arises through the
rewriting of the 6/16 metre in 2/4 time
in the Finale.

In comparison with most of the other
above-mentioned five works that Schu-
mann caused to be reprinted in revised
editions between 1849 and 1853, opus
14 was subjected to particularly exten-
sive changes. G. Henle Verlag has thus
decided to reproduce both versions. the
Concert sans Orchestre and the Grande
Sonate. in their entirety. The parts of
the autograph left unpublished during
Schumann’s lifetime — the original first
Scherzo and two discarded Variations
from the Andantino de Clara Wieck —
are reproduced in the appendix to this
edition. The Scherzo was first edited by
Johannes Brahms along with the origi-

nal finale of the g-minor Sonata op. 22

and issued in 1866 by the Swiss pub-
lisher Rieter-Biedermann. The two vari-
ations were first published in 1983 by
G. Henle Verlag in the appendix to the
predecessor of this present edition.

Kinderszenen op. 15

The first weeks of the year 1838 were a
positive and very creative period for
Schumann. “Whiled away the time until
Friday in dreams, work. happiness and
composition.” he noted in his diary for
9/10 February 1838. Even the escalat-
ing controversy over his engagement to
Clara Wieck could not dampen his crea-
tive spirits. On the contrary, the situa-
tion actually seemed to inspire him, and
new works flowed from his pen. He
wrote the Novelletten op. 21 and ~about
30 sweet little things,” from which he
“selected twelve and called them “Kin-
derszenen’.” as he wrote to Clara on

17 March. Some of the other pieces may
later have found their way into the
Bunte Bldtter op. 99 and the Album-
blitter op. 124. Entries appear in his
diary throughout February and March
concerning the new pieces: “In the
evening a few sweet little children’s
scenes” (17 February). “composed a
little thing called “Triumerei™ (24 Feb-
ruary). “during the evening. another
‘Kinderszene” in F major [probably Am
Camin]” (25 February), “Oh. | wrote a
few things here and there. and a delight-
ful *Gliickes genug” and a Polonaise for
the Novelletten™ (11 March).

It seems curious that Schumann men-
tions only twelve pieces in the above-
quoted letter to Clara. It is impossible
to determine whether the still-missing
13" piece was written afterwards or
simply “selected™ later from already
existing pieces. In any event. Schumann
sent a manuscript to the publisher Breit-
kopf & Hirtel only four days later:

“I recommend the enclosed Kindersze-
nen to your kind attention. They were
intended to form the appendix to the
Novelletten. but 1 think it would be bet-
ter if they appeared in a separate vol-
ume.” Composer and publisher quickly
agreed on the honorarium of three Louis
d’or and Schumann expressed his desire



for an “expeditious engraving and
printing.”

For reasons that cannot be deter-
mined. considerable delays befell the
printing of the work. in spite of Schu-
mann’s wish. On 15 April 1838 the
composer was still intimating to Clara
that “the *Kinderszenen” will no doubt
be finished by the time you arrive [on
15 May].” and in August he wrote to
the author and folksong collector Anton
Wilhielm von Zuccalmaglio that he
would be “finding his name along with
mine on ‘Kinderszenen’. which will be
appearing shortly.” We do not know
why the dedication announced here was
not carried through; the Kinderszenen
were published without a dedication.
Although Schumann wrote to Breitkopf
from Vienna on 19 December 1838
requesting “a revision of the Kinder-
szenen,” and wrote again on 0 January
1839 in order “to speed up the printing
of my works™ (entries nos. 467 and 482
in the “Briefbuch™). he evidently did not
obtain his first printed copies until late
February 1839.

When. in March 1839. Schumann was
finally able to send Clara a copy of the
first edition. the new work moved her —
as she wrote him on 21/22 March —

“to a state of true delight. [...] It’s true,
isn’t it. that they belong only to the two
of us? I simply can’t put them out of
my mind. they are so simple. so heart-
warming, so very ‘'vou'.” — Also of great
interest is Franz Liszt’s reaction. Schu-
mann was engaged in an active corre-
spondence with Liszt at that time and
on 19 March had asked the Viennese
publisher Haslinger to send Liszt a copy
of the first edition. Liszt replied (in
French) on 5 June 1839: “As to the
Kinderszenen. | owe you one of the most
invigorating joys of my life. You know.
or perhaps vou do not know. that [ have
a three-year-old daughter. about whom
the entire world concurs that she can be
nothing but an angel [...] Eh bien! My
dear Monsieur Schumann. | play the
Kinderszenen to her in the evening two
or three times a week: she is utterly de-
lighted — and myself even more so. as
vou can imagine — when [ repeat the
first reprise twenty times for her, with-

out proceeding any further. Truly. I be-
lieve you would be most satisfied with
this success if you were here to see it.”
Liszt’s reaction is interesting from sever-
al points of view: it stands as an exam-
ple of the generally positive reception of
the new work. and also raises the ques-
tion that still attaches to the Kindersze-
nen to this dayv: were they written for
children or adults?

Schumann himself was not consistent
in this matter. In a letter to Joseph Fisch-
hof of 3 April 1839. for instance. he said
that “the Kinderszenen are very easy for
children.” He had also expressed his
wish to the publisher for a “pretty™ de-
sign for the volume. and in November
1853 requested a copy “for my children.
who would like to play them.” Con-
versely. in a letter of 6 October 1848 to
Carl Reinecke he expressly drew his cor-
respondent’s attention to the fundamen-
tal difference between the Kinderszenen
and the Albuwm fiir die Jugend op. 68:
“They are reminiscences by a grown-up
for grown-ups. while the Christmas Al-
bum [the original title of op. 68] rather
contains make-believe. presentiments
and future states of mind for those
who are still young.™ Also significant
is Schumann’s comment on a review of
the Kinderszenen by the famous critic
Ludwig Rellstab which appeared in the
journal IRIS IM GEBIETE DER TONKUNST
on 9 August 1839. Schumann’s words
appear in a letter of 5 September 1839
to his old teacher Heinrich Dorn: ~1
have never seen anything more inept
and small-minded than what Rellstab
wrote about my Kinderszenen. He seems
to think I sit a screaming child in front
of me and look for the matching notes.
But it is just the opposite! Yet I cannot
deny that I had more than one child in
my mind while composing. Of course
the titles were added later. and are noth-
ing more than subtle hints for the inter-

pretation and comprehension.”

Kreisleriana op. 16

On 15 March 1839. Schumann sent a
letter from Vienna to his Belgo-Luxem-
burgian admirer Simonin de Sire in Di-
nant. In it. he spoke of his most recent

compositions — the Kinderszenen. the
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Fantasie op. 17. Arabeske. Blumen-
stiick. Humoreske. and Kreisleriana:
“Of these | love “Kreisleriana™ the most.
Only Germans will be able to under-
stand the title. Kreisler is a figure creat-
ed by E.T.A. Hoffmann. an eccentric.
untamed. witty Kapellmeister. There are
many things about him that you will
like. In other works of mine. the titles
never come to me until after | have
finished the composition.”

In other words. Schumann had the
title Kretsleriana in mind for this opus
from the outset. He deliberately set out
to translate Hoffmann’s figure into mu-
sic or, in a manner of speaking. to project
himself as a composer into Kreisler’s
personality. He borrowed the title from
. T.A. Hoffmann’s collection Phanta-
siestiicke in Callots Manier (Fantasy
Pieces in the Manner of Callot). the two
main sections of which are given over to
the Kreisleriana. Hoffmann's collection.
which appeared in print in 1814-15.
combined new tales and essays with sev-
eral earlier publications. As in all his
writings. music plays a large role in the
Phantasiestiicke (Hoffmann himself was
a composer). The collection opens with
the famous story of Hoffmann’s dream-
like encounter with Ritter Gluck. 1t is fol-
lowed immediately by the first section
of Kreisleriana, a series of tales taken
from the life of Kapellmeister Johannes
Kreisler. and by such some purely mu-
sic-theoretical essavs such as that on
Beethovens Instrumental-Musik. This
first section of Kreisleriana is then fol-
lowed by Hoffmann’s famous tale, Don
Juan. The fictitious character of Kapell-
meister Kreisler also crops up elsewhere
in Hoffmann’s oeuvre. Time and again.
the stories turn on the fulfilment of true
artistry in the teeth of the everyday
world, which drives Kreisler. in his
ceaseless quest. to the brink of madness.

The fantastic. sometimes scurrilous,
always seemingly improvised pieces in
Schumann’s Kreisleriana sound like
direct echoes of Hoffimann’s notion of
romantic artistry, a phenomenon then
generally thought to be personified in
the figure of Kreisler: “He is veritably
permeated by a divine force: and sur-
rendering with childlike piety to what-
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ever the spirit happens to stir up within
him, he is able to speak the language of
the uncharted romantic realm of the
spirit; and he unconsciously summons
forth [...] all these splendid phenomena
from his innermost being, that they
might fly through life in radiant round-
dances and instill an insatiable and un-
nameable longing in everyone capable
of seeing them.” (Thus a quote from the
second chapter of Kreisleriana. which
bears the title “Ombra adorata.”)

Schumann’s Kreisleriana were ap-
parently composed in two parts. On
14 April 1838 he wrote to Clara: “You
are turning me into a chatterbox and an
eighteen-year-old fanatic — I don’t know
what all is to become of me. But Clara.
this music in me now, and these beauti-
ful melodies all the time —just think, I've
finished another entire volume of new
pieces since my last letter [19 March].

I want to call it ‘Kreisleriana’. In it, vou
and an idea of you will play the main
role, and I wish to dedicate it to you —
yes, to you and to no-one else. — You
will smile so sweetly when you recognise
vourself in it.” Schumann cannot have
been referring to all eight of the pieces.
however, for less than two weeks later,
on 27 April, we find him writing in his
diary: “Composed a Presto for the al-
bum of Madame Serre. the major’s wife.
in Dresden.” As the major’s wife made a
copy of this leaf from her album, and as
that copy has survived, we know that
this Presto was none other than a first
draft of No. 1. (We were able to consult
this copy for the purposes of our edition.)
Another week later, on 3 May, Schumann
confided to his diary: “Spent three won-
derful spring days awaiting a letter
[from Clara] — and then turned out the
Kreisleriana in four days — completely
new worlds open up — [...] Composed in
white heat a Kreislerstiick in g minor
and 6/8 meter with a d-minor trio.”
This was probably piece no. 8.

The eight pieces of Kreisleriana thus
apparently originated in two stages, the
first between 19 March and 13 April, and
the second between the end of April and
the first days of May. Nor is it likely that
they were written in the order in which
Schumann placed them in the first edi-

tion, although No. 8 was probably com-
posed last.

As early as 8 May Schumann turned
to a Viennese acquaintance., Joseph
Fischhof, with a request to help him
find a publisher for the new work: “The
title is Kreisleriana / Fantasies for
Pianoforte / Dedicated to Mlle. Clara
Wieck / Op. = [...] My fee is the same as
for the Etudes symphoniques [also pub-
lished by Haslinger]. — The print should
be finished by Michaelmas [29 Septem-
ber] (this is a primary stipulation. for
I would otherwise prefer to give it to
Breitkopf, who also pays more).” In the
event, he sent the engraver’s copy to
Vienna on 26 May. He also had the de-
dication changed in a letter of 6 July:
Clara herself had asked him to do so,
fearing that a dedication to her would
only worsen her already strained rela-
tions with her father. Schumann re-
turned the corrected proofs to the pub-
lisher on 23 July. and the work duly
appeared in print in early September.

A revised version of the op. 16 appeared
from Friedrich Whistling in Leipzig in
August 1850. (On the reasons that led to
this new edition. see the explanatory text
in the Preface to the op. 13 Symphoni-
sche Etiiden). Whistling had acquired
the Kreisleriana and the op. 39 Eichen-
dorff Lieder from their original publish-
er, Haslinger. in 1849: he informed
Schumann of the new arrangement on
25 August 1849 and asked whether
“there was anything he wished to
change” for a forthcoming new edition.
On 2 September Schumann announced
that he would send him a corrected copy
of the print. which, however. was not
posted until late November. In his cover
letter of 20 November he wrote: “The
Kreisleriana have been heavily revised.
In my earlier days. unfortunately. 1 very
often spoiled my pieces in an entirely
wilful manner. All of this has now been
expunged.” Schumann’s changes., not-
withstanding the remarks in his letter,
remained within reasonable bounds: the
endings of Nos. 4 and 5 were slightly al-
tered. 20 measures were added to a pas-
sage in No. 2. and another eight were
cut from the same piece. Perhaps the

most striking change is his frequent de-
letion of ritardando marks. Schumann’s
belief that he often wilfully spoiled his
earlier pieces may well have related pre-
cisely to these many changes of tempo.
which he obviously no longer cared for.
It is this revised Whistling version

that is reproduced in the main body of
our urtext edition. The most significant
textual discrepancies in the Haslinger

print are reported in footnotes.

*

Information on the sources and readings
may be found in the Comments at the
end of the present edition.

The editor and publisher thank all li-
braries mentioned in the Comments for
kindly putting the source material at

their disposal.

Berlin, autumn 2009

Ernst Herttrich
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