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1810~1856 ) 1 T A 9 25 1h 22 1 i
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PRERE
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a7 & R E TR
sh =X, B EAF T S0 i X — 4t
gty 3 SO A ) F B TE A,
Z IR 28R SRR TR —
L 1 27 7% il X (7E Op. 1.5.6 F1 Op.
13 "R{fifH ). B& T Op. 11.14 F1 Op. 22
X = WEE G LA K (L) AR )
( Fantasie, Op. 17, JF#5/ A “Sonata
for Beethoven” ——#k%f 11 27512505
i) ZAb, X E (i) R 2R
B RN P B A oy L iy
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Zen i Z A 5% 7 B IAIE .

KF AR AI/E B, A
fEARNWEFFEE RS ER
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T AR B “BHFHEKR",
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26/31 (BRZASE&Ei 2 i, 1831
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TERLR RN S . RERRAME
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TR R 25 D RE A ok -+ B i
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Ho H it A K {5 55 50k 48 s &F
S8 BIEZ 0 il A HAh SR &, 1832
£1H5 HRYHIZIZ#E: “FRxTZ=g
MR BIRRE . &G — N RELE
B, (BRRF R GERT A
A5 A SR FERL AL - 4E 5i( Clara
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H5t,” —A[lL1 A 5 HUKRE5
AR SR E ATt E S8 A, SR, ifLd
PXHEMFARHE . BT RA—4,
Tt e 5 e h b 098 5 i 2 H At
sopbeh, X E =0 AR T ORI, AR
AR ATILF 7T LA % 38 76 A W b
B HRIER . e RAE—KE
RE T Tk, B R M R B T
AW FR. 183341 A29H,
oK IX A TRAF 15— SR T PR L 45 3
OB 00 SR R R LR A -
5 1 # %5 ( Friedrich Hofmeister ), fiy
4R “Allegro di Bravura” (4 PR
W). 42761833454 [ 5 HASE
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Bravura” 755 1% 1 J& b, K
B H B Z 555, SR S1E H I A
A, 255, XA MR IR B &
T8 (1 YRR, T2 5 RS (R IR
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—FE, B PARE - 38 BL%( Robert
Friese ) & . R H R H 1 X
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HERAE., AL S5 Y0 R
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von Fricken ) [ 3 2 8 ik , 7% #X H
JE 1834 4E 11 A 20 H, #HBEHE,
MER—X, FERRTHEFTHE
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T b 7 T b 5 R R S e . 12 A
14 H ,5F2BKR THEL BN AL
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B E W K5 P 0 B R S
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295 - XFFIE B 7E - L #h(Johann
Gottfried Kuntsch ) B8 7, FA L
WesgriT - 15 - HHEE T BERXTE,
Z /0 BA AR AR R T IR AL (R
SC, R 2R 2Z i A S MR [R) & T X T
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TT R ZAE & LA B AE #h R 978 B 38R
JEIE AR Y . IE ANt 52 5% 1842
EKBUSEF 20T TFR: & ILEH i
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WEZRl, FAEE ELHEE
T RETEYE A - 3R B #h( Ludwig
Rellstab ) HIR ZI #E1F. 3 /R &£
FEZECE R A F BT (Iris im
Gebiete der Tonkunst,1836 4 3 H 4
H,55/\4%, 5 10, % 40 71) 4
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HIZ% 8 (KR K461 ) (Allgemeiner
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&, 3955 154 1) ERYSCEN
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JEIRF IR FE RIS E., el S
RIGRIAR G EIH : X2 i
BEAE, BRAZHEHBR.” 2 A
FRAET 922, e hrhr B 3R ZAE &
AT ey ih B8, IR S H R
JT( Gewandhaus ) ( 1841 4£ 3 H 31
H) RHAb R, SR, R
2RI BE , UL BBk Z K IR
B3 FE BT T ZAE S S B AR
&, RERARAVIN . 1850 FKE
1853 4F, §F 2 BT H M T HE 71
WEAE M (0p.5.6.13.14.16 ), {E fih
BIRZEET Op.8, REHRRFIETFA %
( Schuberth ) | ifj[alif 5. FF 8 &
AP T Ja B XZAE & AL B AL B4
SRIZA G R AT IA FEBAE AL IR HE 2
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WA D BB
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T ZHi—BEEHEEY, 1834
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K18 WL WRMIT - 5 - B
Ho BT EMREHE T 4,9 A
HES5HMEITE, D TR
F M EK £ — i 19 K T7.( Bohemia )
i) BT £H( Asch ) /N, 2 55 —4F
KETSRE - RS2 T 485
BEE/NMIFT —H#HE, 5. ‘R
RIVNEI 4 F Asch VB A H &
P X PO FREAR HBPE T R 69
TR AT R, X R H A
A5 F R F B 7 e 4
TR - MARRRE PR T
X A FHE a'-eb’--b' (ENERID
i 3 o iy A-Es-C-H ): “3X 4~ 3 #L
Wy b RARAE . 3 15 17 6 36
FOE, MAZE T, RN~ &
& 7E[M1Z 1833~1837 FEHEF M H D
B, “18354F 1 H, 4k 8)1E
PR, X —EMmIBM 1834 4F 12 A
RS, Y RAEXB %, FEAR
B AR JLAN A (1834~1835 ), T #5 4k %
BT ECERT) L, RATAT A
KBVF 2 BIE S BET, ten “Hr
22" (Préambule ) H1, F fill & H b #Y
(5 2 1 [7] £ ith ( Sehnsuchtswalzer )
FEAEZEM ) Bk, ZICEEM, &
&R XMEMOMEN HFREZ TR
JE M 22 B, HyhoBEMW
#h #l ab-c-b (As—C-H ) 5% a—eb—c—b
(A-Es-C-H ) & BLFE T fih 2 J5 19
fEf R, e in CE @Rt ) (Bunte
Blatter, Op. 99 ) 55 6 1 LA X (4
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411 FEE 17 5 ——X 2/ fh AR

O BIEBEME S LWRIT - 5 - HERE FHRE SN - g, —FEE
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AP —ERIER T Z “BEK,
HRAE CHERRCT ) PR Z BIAR AR “Scénes
mignonnes sur quartre notes” ( “Pg 4>
B NG s, & WE Filv
EshLZ L, WA B RBBIAh .

B 473 “Marche des ‘David-
sbiindler’contre les Philistins” (K T2
[vi] SR 2 O 135 At AT it ) #87R 1 X
WEREAEMI 7 — A EHE Y
i 2N KOTFRE". X
W CFRE MEEFR, RINESL
fER—B (WA (KRB )) #
MEPAALT. ERTHHRE
/NGB LA R o8 AR bR
A, L AnARVE H 5 3 ( Eusebius ) F136
% 75 W7 ( Florestan ) (R B & S A& A
AR P A% ; FF I3 ( Chiarina ) 5K
& S AL R R 3 4L ( Estrella ) BJ
PRITIT - 5 - HEE, HALRE
i) N2 KR T RIS E R ( commedia
dell' arte ) ¥, N T FRIM , Sk
JE I TFE” At T R TXEAY
TR A4

B NASRIZ , & & —TFiH A
HEFHBXTES. FRZ—
VF Al 5 A it B2 9 N SR
-5 BBREKNXRT 18354
[F] 7% v TR [ B, At R Sk R G 5
ZA H C X F 2 U LY
&, ik, 8F 2 HF 18354 12 A
22 H A Bt & T Breitkopf&Hiirtel {1}
JiiAt, SR I AT % i A i %
BB K, O 2 AE 1836 4F 4 A ¥
IR ACE T 3 LU Y Y RS R 9 LA
B - FHTHF94( Friedrich Kistner ),
TH3H AEENFNFETHT
Z R ) B A, (B 50 R 4], e 2% Rl
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T AR il 28 3% o 35 B RR A, R
X EC &%, 10 AN,
& UK H IR — 35 34 45 4k th 4 64 1
F T A 7 MK 4% ( Haslinger ), 5 76 3%
i, Breitkopf&Hartel 4} i 1t [7] 2 4
WOZAE i &F 8 BHRJG RZ S B 2F
T AT 2B EIA, H KA S A
31 H, fth 5] Breitkopf&Hartel H iz #t
W AT AR DA A — e i
AlZE, EFIF, 6 A2 H,
FETMAE MR A;7H19H,
b B — Ak 8 A, il IE
o X FRAE i B9 R R X B2 S I8 22 /8
RER NEMERP IR - AR - F
- 3 ( Karol Jozef Lipinski ), fthF
1836~1839 4[] — EL 1% BRTERR I #F &5
b FEFE LK T A 8 B B AP S
HR 4 Breitkopf i 4 it 45 4 7 |
HIME B, IAE S — T8 AR,
AR A E R E - SRR
( Maurice Schlesinger ). % i& it H
HE,HA'EYH Breitkopf It FFIE R H
—HA8E - LEBNER, 78
B F 1836 4 6 A 11 H i 25t X {7
FEPEE A 0 B B R R, R (AR
T SLEMRER T HA T (FRAM)
( Gazette Musicale ) V18], MR HE i
FEFREBYER B RRMBR T L /)
win, XUB T —H/N G PR, 1837
&7 A, 818 WA i, B F Breitkopf
o CHEXR Y ) 757832 9 [ 9 388
AR ZEEE, 28N AN
P, LR, ©E—F Rz
TANBEE. HMX -
(Franz Liszt ) fi/2 HHZ—, 7€ 1857
1A 9 HAFF2M4&ICIEE LIEHR
H1) R 3 ( W.J.von Wasielewski ) ({5
b, ZE R AR A & AT LAZKAR S

W 2275 it g DL ) A5 25 ity ) — #7514
APONFEE, 1 BAERE K, (FER
) b il S DL A AR 22 i ) A b A 3
25, FoETA & kA i e
JEARIME LA K (i i 1. 1840 4E 3 A 30
H, e b8 & KT M ES
S T AR, R R EZE T 22
B/ 10 B (BRI TE S
[ ). ThZE2HVER HBTE G
Ik 4% 75 ) ( Neue Zeitschrift fiir Musik )
U EHFERFEAN, MWEH.
“RIRX I S ULLA] . B R
dRMER. RO—DREY L
— AN AR BB A b
AT Al 4 - X 2
— R SCFUER T, E B AR
B [A] # A9 48 3k ( B-A-C-H X U4~
FRHEEA LA % Bb-4-C-B
PO AT )o 33K 2 /)N i FRAR Pk 52 AL
T ZERAFEERRM T bR,
HACRIAEMFR R R, R
Hrig 2 WA SIEA R A#R R
AR BRI S, FARNEEE
PERPAIAE , LLZE F I WART
B WA NS s e
MF—Bk, X — &, RO ADHBH
ZIRF, R HEZETE F S, B
e Ftki, o] BEARAS T A4~ FIAR B B
% (HARRES R AT AR248R,”
ShLHL - EF B LW AER AL ZE
22X FRAE A, SO UL E /N
i, H B UK T8 25 2 7F 1856 4F 4
N MZES . 7188141 A 4
Hé&G— i LA KEEET, S
i “FFREF T CERTT ) 5
()8, 4L KM E AR LH %
F BB, BB 2w (PP L 28 )
(30 % B 3H X7 Ha &7 )( Coquette )

LA % (3 H) (Réplique ) 3X P4 # /)
an (U HCSCIR A T CRITRIEAL) ).
AL o o B AT AR B L . A
A X HERI M R A LET .
R R R M B AT L,
CEERRTT ) 7 i B AN AT 3h4%

PHA& FEFE 4k > #h Op. 10

XFRAE S B AIERT R 5 Op. 3 Fifi
B IEF L. F—8(HE 0p.3)
MR B E2%E T Op. 10 19 7161
VED S LA RS 5.

AR RS Op. 3 [T
HPIERIE . {H Op. 10 ERIETHE
AW . wimsE e s HR" ¥
1833 4F 5 4y S il By 6 HE st ] , {B 5
&S AEZ G M LA R SR 4k 25 fin
TiXFAEM . A AXT Op. 10 B3
WCH & R 24E) 55 32 11,1836 4F
4H 19 H,% 131 IiR) B/ e
Horp s 2r T %t F ik 2 Je SRR #l b
X, EAE WIE" MG, R
TR b 7 3 R e A s 8 i ——
b A 35 AR i F 45— 1 43T il Y
ik, RIPRE “de Concert” 7% HH &F
EREHEAET RS LATFEE, M
Op. 3 W{LAL T VB # 2 UI Zk F ith
R TIERGX —AE, Op. 10 A E
45 > &R EF 2 2E0A S 2 JE R AR 19
FEAH b AT KRS S R . T
16 Op. 3 1, MEA S 3 B 1Y o &0 1 2
BK. XFOp. 3,4F8 1 183449
A&%#HEE EROEPERACH
BT R mAA% e Je 4k i IR 2 R iE
BAMEFBWEN R B, LB TR,
{B7E Op. 10 H, i 5k RAB 4 “BaL”
T FERAER LR AT T N H
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@ (HiERAk) mEFR7E 25 Zit 5L R @I IFERHE, BE B, FSIEEHE 10 E2A JIRRNE L BREZ. J5E%iEm yE

EREAMERREZ—. —FEE
@ FEZFEWAE BT




Bk g . NEF S A ANRIEK,
BRI TE CR i SR e ) ERPE
T KT X A s 25 4E & 198
& H PR B4Rl 0t Bl AR i Ak
AR A B ST, RO R R
FKTEDARE JE JEAE i TR BE AP ) 76
kR B FMEBEEWA K
R, Hoe b T /MRS,

BRAEZESH Op. 10 FEFH N
PR 4 3% 2 fi A F R R A R O
E—MEENIKEA. RERETFR
thig g h B AR E{I5R & “Caprice”
( Fifi A8 1 ), 1B 3 — AR 38 B fth A BCh
“Etude” (%> ). AL XM
JEA R BIFAIE T & TR A ZI &
RIES IR REW, FRS5ERAZ
AR EZER, XRATGER
MTFZEESM T B%R. ER,
WIS R T %A f i EZIRA ., )
SR ELE 1835 4 9 A A B, [
i Op. 3 (JR5 2059 ) B AR &
1o TEHARIA A E RS FAR
GEuvre X, Z J5 B H N2, 0p.10 %4
B IR Z B R ER M EM, iF 2
PR il AT ] AS A8 2 %o T 2 A A E
TR ) B 7S w B G A i
e, AT BB B R AT 140K Op. 10
A Op. 3 ILERs -

AZ=E i (F F/NENSEGH )
Op. 11

XFRAE i R & 2 58 ki
RigE UK S Em A,
F—WER R P OUE — R TS
PARER FELL (A ) (Op. 8) A4 i
W WETSC ). &F 2 F 1833 4EMFIE
JF 45 81 4E Op. 11, EL 3 1836 4F A 5¢
. SIFER RS T (G /MEZE
ng i ) (Op. 22 ). (F /N8 25 18 iy )
(Op. 14) LT 1836 FEW T HRVE%E .

[ sf 3 A 57 2 08 R AN TR AR (4]
#ith ) (Op. 17, J5brERH “HkeE N £
IFHZENG "), ZAE S T 1836 4F
k= 1838 4F,

&1 8 N i% T 1833~1834 4E L) K
1835 E M AL AE 5 T Op. 11
B E RSy, SR, A2 AT, F i
R AIRTEM T 1Bk e F
T AT 20 Hh R A S0 R AN Y B A At
M R S ls “2Eng i i ET — R A
KAEEREE BN —F, feg— R
JEE”. XA KR ETF
Fa——n AP A& 24 AW
UGB —— T 4R A7 o —
Fha. AT =FREMFRBL. 4tk
N1 H Sk Z K P2 ( The Gesellschaft
der Musikfreunde ) A P 1 55— R FE
“TH KB PRAR” ( Allegro vivace ) #4+
W) F5 Rk (R R A R, o,
AR o F IR 0 FLEE ShAIL T ok W
X R 00 H e DL ERR I, B
4, HFRA% % Fandango ™, 53X {IF-45 1]
1832 4, N HA T A X T EF 2 Bl
T VS BE A S it 00 SCER BT R ) B R
—4F, R xR R s B T (3t
) (Op. 7)) BIERM F B, T2
HH 1833 A4 FF I BIE X —1E dh.
IR, “Fandango” ( FLJFX )X AMbRid
WHFF%, W ERHAWNHAS K,
mEaE 2 =4, &F & HAEAfF
9 LRI LA 6/8 A5 A%, PR X B
MR B ERR. AR &
S YA I8 5K B R Z = LT AETE oL
XA A E M K52 H
WCUESE. 18324F 5 A 30 H fthicd i .
PR A TE BB 55, G vEE = LR
FARR, CEEAEN SN HRE
O (e ) B, — HERSE A Kk T
IR HT €k, ERATIRIT, H it
I K R . ARk
T STk T LS e —Beatia], K

IX

WA AR, RS Z sl &F
S PR ik IR T i
CHlE - TR 2E T X Wilhelm
Meisters Lehrjahre ) 55 — 855 \ & h
13 % A2k ( Mignon ) [a] g 3E - 53
#( Wilhelm Meister ) #ikigk “ A7 JLFH
K MRER. AT AR T
WH4E 13 2 i s - 4E5e, EAE
b 5% & (T F/NRNEEZZ 09 i ) #6
AVFZ K.

VF 2 — W SCHR(£L 4§ Henle T
1981 4F i W B9 VB B AR R B 7 )
RERUE T S — SR TS E = 5
BLRIE T s i - 4 e (U B ek
ith ) ( Quatre Piéces caractéristiques,
Op.5) HH CREARLIAE M - ETAF SR R
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revenants ), 5| B~ sh AL ) B
1 T ZZ08 il “ 1S IR A PRAR” 85+

, N pr——— > i
SR i3 f%

§ %%%;%r}; ED

SR AR AT REIE AR, R sa b i
ATESMEE, BN (EE
SRR ) ROZEET 1835 4F, e
R 1834 4E K, AR B &F 2 ) 31X B 2=
il B TR . BRI R
e R T aG AL A OF HacH R R . e
Ab, X FEF 2R UL, 15 B C LARITE
i P SR SEL, B AN 9 AR JEL 2
R IE B B, 3 7 24 et 2 3% 0 A
o Op. 11 L “Aria” (Wk I ) K
R BR R EREH TEE2E T
1828 4F B K 114 7k ithy € ¢ B £ ixX L)

D AFH(PYBEF i : Fandango )2 —FHPSBEAF # , A Sh4r 0 LB —Fb, =7, B REtR . ——% 8 T
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(An Anna ), Z Kl 2958 9 8 - 2
$ 43347 ( Johannes Brahms ) 7F &7 2 %=
HZEER M. [ (EF2ELER)
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Nr.7, F K, ZEA Sk 4EHR Op. 11
B B SR R, AFE . ] &7 2 JLF
JE— N — AN R R 24 AR AN
UK, H I i — o R AE
ZY e —REMNG FHRE SN
PR(Z= 0 i 5 — SR B 5 31~36 /Ty
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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 second volume contains opera
8-12, composed between 1833 and the
end of 1837 and published between
1834 and 1838.

Allegro op. 8

Schumann early on occupied himself
intensively with classical forms of key-
board music, principally with sonata
form — the chief genre of the Viennese
classical period — and then with the old-
er variation form (used in op. 1. 5, 6,
and 13). Besides the three Piano Sona-
tas op. 11, 14, and 22, and the Fantasie
op. 17 — originally entitled Sonata for
Beethoven — the Allegro op. 8 is likewise
a classic sonata movement comprising
exposition, development, and recapitu-
lation. As such, this early effort bears
witness to Schumann’s engagement with
the genre.

As regards its date of composition.
Schumann’s various autograph cata-
logues all give the year 1831. His
“Compositionsverzeichnis bis 1843
(Catalog of compositions to 1843) has
more precise information, adding “at
the end of the year.” This accords with
the following dedicatory notice found in
an early sketch in the “Studienbuch V”:
“Sonate dédiée a Moscheles, Decembre
26/31.” The Allegro’s first 50 measures,
along with M. 186 {f., are found on five
pages of this “Studienbuch V.” Though
later published singly as op. 8, the Alle-

gro was conceived as the opening move-
ment of a sonata dedicated to Ignaz Mo-
scheles. Diary entries and correspond-
ence prove that Schumann penned the
other movements as well. In a diary en-
try dated 5 January 1832 he writes:

“I felt blissful with the Sonata — the last
movement is not yet written — but I am
ailing and confused.” A short while lat-
er, he reports to Clara Wieck: “Also
finished are a Sonata in b minor and a
book of Papillons,” i. e. he had since
completed the Sonata, including the
final movement, which had still been
lacking on 5 January. Yet he seems to
have been dissatisfied with the results.
He mentions the work neither in his cor-
respondence with Clara nor in any other
source for over a year. It is practically
certain that he kept on making new re-
visions. What ultimately remained was
only the first movement; he must have
rejected the other sections and destroyed
the manuscripts. He offered the first
movement as an “Allegro di Bravura™ to
the Leipzig music publisher I riedrich
Hofmeister on 29 January 1833. In a
letter of 5 April 1833 he announced to
Topken that: “An Allegro di bravura is
coming to the Easter fair — | shall keep
you posted on the precise date.” Unfor-
tunately, he was unable to make good on
this project. The piece actually never
found a proper publisher, but was relea-
sed, like the earlier Davidsbiindlertinze
op. 6 by the book dealer Robert Friese.
It is impossible to determine the exact
date of publication, particularly since
the sources contain highly contradictory
informations: a printed copy offered to
Henriette Voigt. Schumann’s patron and
benefactor, on her 26" birthday con-
tains a dedication signed by himself and
his then fiancée Ernestine von Fricken
and dated 20 Nov. 1534. Strangely en-
ough, Schumann contacted Baron von
Fricken on that very day concerning the
formulation of the dedication on the
title page. On 14 December Schumann
informed his Vienna contact, Josef
Fischhof, that the Allegro would be
coming out “very shortly.” Perhaps
Schumann had the dedicatory copy

for Henriette Voigt separately printed
and bound beforehand. We can thus

place the date of publication at the turn
of the year 1834/35.

By offering this dedicatory copy to
Henriette Voigt, the composer and Er-
nestine von Fricken, the dedicatee of
op. 8, were in a way thanking Voigt for
her steadfastly benevolent support of
their union. While Ignaz Moscheles was
given as the dedicatee in the above-
mentioned sketch, Schumann told his
mother in January 1834 that he wanted
to dedicate the Allegro to his old Zwi-
ckau teacher Johann Gottfried Kuntsch.
The dedication to Ernestine von Fricken
can perhaps be seen as a kind of prelim-
inary bridal gift, as her father had just
previously agreed to the marriage. Even
though the couple broke up the follow-
ing year. Ernestine maintained a posi-
tive opinion both of the composer and of
the piece. As her father wrote to Schu-
mann in the autumn of 1842, she al-
ways played the Allegro, dedicated to
her, with a “very special expressive-
ness.”

The fact that the Allegro op. 8 was
published by Friese did not help its re-
ception. It suffered the same fate as the
Davidsbiindlertinze op. 6 and remained
practically unknown. Moreover. it re-
ceived a scathing review from Ludwig
Rellstab in the journal IRIS IM GEBIETE
DER TONKUNST (4 March 1836, vol. VIII,
no. 10. p. 40). Rellstab claimed that he
“[sought] in vain a calmly unfolding
melody or a harmony that would remain
stable for all of one measure — every-
where nothing but confused combina-
tions of figures, dissonances, passages,
in short — torture for us listeners.” A
more positive review had appeared
about a year earlier in the ALLCEMEINER
MUSIKALISCHER ANZEIGER of Vienna
(1835, vol. VIL no. 39, p. 154). but
Schumann himself soon came to judge
the work negatively. On the end paper of
his personal copy he noted: “Was a first
sonata movement that I should not have
published.” Amazingly, Clara soon took
this very work into her repertoire and
played it at her recital in Leipzig’s Ge-
wandhaus on 31 March 1841. as well as
on other occasions. Its unfortunate pub-
lication by Friese and, probably, Rell-
stab’s withering critique definitely hin-



dered its long-term success. When Schu-
mann published revised versions of his
five early piano works op. 5, 6, 13, 14
and 16 in late 1850 and 1853, he signif-
icantly omitted op. 8, although the pub-
lisher Schuberth had expressly asked
him about it. Schumann sold him the
rights to the work, but refrained from
subjecting it to a similar revision to that
lavished upon the aforementioned five
works. It was not until 1863 that Schu-
berth brought out a Nouvelle Edition of
op. 8, which has only a few corrections
in comparison with the first edition.
The Comments at the end of this edi-
tion provide information on a new edi-
tion published by Friese in 1842, as well
as on the changes made in Schuberth’s

posthumous edition.

Carnaval op. 9

Schumann’s Carnaval, op. 9, is today
one of the composer’s most frequently
played compositions for the piano. Mod-
ern listeners will hardly be in a position
to notice that these extremely virtuosic
and highly effective pieces reflect the
story of an ultimately abandoned love
affair while intimating the rebirth of a
new and yet earlier one. In April 1834
Schumann had met Ernestine von Fric-
ken. then not yet eighteen vears old, at
the home of his teacher. He promptly
fell head over heels in love with her; by
September the two young people were
even secretly engaged, and Schumann
visited his new fiancée in her home town
of Asch (AS) in Bohemia. He then sent a
letter to her, by way of Henriette Voigt,
in which he described his “discovery
that Asch is a very musical name for a
town, The same four letters are also
found in niy name — more than that,
they are the only musical letters in it at
all.” He enclosed a musical quotation
for Henriette Voigt herself containing
the pitches a'-eb*~c>~b' (=A-Es-C-H
in German letter notation), and added:
“It sounds very sorrowful. I'm sitting in
the white heat of composing, so please
excuse me!” In a retrospective diary
entry for the years from 1833 to 1837,
Schumann noted that in January 1835
he “continued my work on Carnaval,

which had already been started in Zwi-
ckau in December 1834 — and wrote it
out in fair copy in the winter months
[1834-35].” Ideas from earlier pieces
found their way into Carnaval. For ex-
ample, the opening of his unpublished
variations on the famous Sehnsuchts-
walzer appeared in Préambule. Schu-
mann clearly composed more pieces for
this work than the 22 that were printed.
Some of them, recognisable from their
ab—c—b (As—C-H) or a—eb—c—b
(A-FEs—C—-H) motifs, reappeared much
later in the collections Bunte Bldtter
op. 99 (no. 6), and Albumbltter

op. 124 (nos. 4. 11 and 17). As is al-
ready intimated in the subtitle of the first
edition — Scenes mignonnes sur quatre
notes (short scenes on four notes) — all
of the pieces in Carnaval are based on
these four pitches, the only exceptions
being the Préambule at the opening and
the Marche des Davidsbiindler at the
end.

The title of the final number points to
another important aspect of this multi-
layered composition: Schumann’s
Davidsbiindler (1.eague of David). The
essential information about this ficti-

w

tious “Davidsbund” appears in the Pref-
ace to volume | of our complete edition,
which includes the Davidsbiindlertdinze.
Names of members of the League ap-
pear in Carnaval as titles of individual
pieces. Eusebius and Florestan represent
the two sides of Schumann himself; Chi-
arina is Clara Wieck, and Estrella is Er-
nestine von Fricken. Other titles derive
from the commedia dell’arte; to aid
comprehension, short explanations of
each of these characters are provided in
the Comments at the end of the present
volume.

Oddly, Schumann at first showed little
interest in seeing Carnaval into print.
Perhaps one reason was that his rela-
tions with Ernestine von Fricken. which
had played such an important role in the
work’s genesis, cooled in the course of
1835 at the same time that he became
more aware of his tender feelings toward
Clara Wieck, who was gradually matur-
ing into a young woman. It was not until
the end of 1835, on 22 December, that
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he approached Breitkopf & Hirtel, but
the publishing house seems to have ini-
tially balked at the new work, for in
April Schumann offered it to the Leipzig
publisher Friedrich Kistner. On 3 July
he sent Kistner the engraver’s copy: For
unknown reasons. and although Kistner
had already advertised the work’s publi-
cation, they ultimately failed to reach an
agreement. Schumann then offered Car-
naval in October 18306 to the Viennese
publisher Haslinger. Breitkopf & Hértel
now agreed to take it. Schumann must
have sent them the engraver’s copy by
return of post, only to ask for it back on
31 May “as | want to make [...] a few
further cuts.” Thereafter everything
went fairly quickly: he returned the en-
graver’s copy on 2 June, received a set of
proofs on 19 July, and could welcome
the published volume in August. It is
dedicated to the Polish violinist and
composer Karel Jozef Lipinski, who con-
certised throughout Europe from 1836
to 1839 and had met Schumann in
Leipzig on one of these tours.

The title page of the Breitkopf edition
refers to the fact that the work had also
heen published by Maurice Schlesinger
in Paris. This latter edition is important
because it was apparently prepared
from an independent copy and contains
a number of interesting alternative
readings. Schumann, who had already
met this German-born publisher on
11 June 1836, offered him Carnaval as
a supplement to his periodical GAZETTE
MUSICALE. At Schlesinger’s request, sev-
eral pieces were omitted from the French
edition while others were retitled. The
edition appeared at the end of July
1837, and hence before its German coun-
terpart. While the work only gradually
met with acceptance in Germany, it was
warmly received in France from the very
beginning. One of its first admirers was,
once again, Franz Liszt, who, in a letter
of 9 January 1857 to Schumann’s subse-
quent biographer W. J. von Wasielewski,
referred to Carnaval as a work “that
will assume its natural place in the pub-
lic eye alongside Beethoven’s 33 Varia-
tions on a Waltz by Diabelli, which in my
opinion it even surpasses in melodic in-
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vention and conciseness.” He placed it
on the program of a recital he gave at
the Leipzig Gewandhaus on 30 March
1840. when, however, he played only
ten of the 22 pieces, with Schumann’s
consent. The review of this recital in
NEUE ZEITSCHRIFT FUR MUSIK was writ-
ten by Schumann himself: “Allow me a
few words about the composition, which
owes its existence to a coincidence. The
name of a little town, where a musical
acquaintance of mine once lived, consists
entirely of letters from the scale [...]
There thus arose one of those jeux d’es-
prit of the sort that have been nothing
new ever since Bach used the same ploy
[the letters B-A—C—H designate the
pitches Bb—A—C—B in German letter
notation]. The pieces were finished in
short order [...] Later I gave titles to the
pieces and called the collection Carna-
val. If there are many things in it to
please one person or another. the musi-
cal moods change too quickly to be fol-
lowed by a large audience, which does
not want to be startled every minute.
This, as I said, my dear friend had failed
to take into account: and notwithstand-
ing the brilliance and great empathy of
his playing. it was perhaps possible to
reach this or that individual. but not to
raise the entire mass.”

Clara Schumann played the work, or
pieces from it, very frequently at her
private recitals and performed it in pub-
lic for the first time at a Vienna recital in
1856. On 4 January 1881 she wrote (in
French) to a female pianist friend: “As
far as your question about Carnaval is
concerned, at a time when my husband’s
music was not as well-known, I did in-
deed omit the following four pieces so as
not to overly try the patience of the lis-
teners: Eusebius, Florestan, Coquette.
and Réplique [she also omitted Estrella].
But today I believe that an abridgment
of this sort is no longer necessary [...]

I myself would always play the work in
its entirety.” Carnaval had found its
way.

Paganini Studies op. 10
The op. 10 Etudes were composed in
close proximity to the op. 3 Caprices.

The Preface of volume I of this complete
edition, which contains op. 3. presents
the essential data about the prior history
of op. 10, and about the circumstances
of its composition.

Although partly drafted at the same
time as op. 3, the six Etudes of op. 10
did not reach their definitive form until
some years later. The aforementioned
“Compositionsverzeichnis™ gives 1833
as their year of origin, but Schumann
continued to work on them in the years
that followed. His own review of op. 10
for the NEUE ZEITSCHRIFT FUR MUSIK
(no. 32, 19 April 1836. pp. 131f.) re-
veals that he altered the conception of
his arrangements. We reproduce this re-
view, which also comments on each of
the six pieces individually, in full follow-
ing this Preface. The words de Concert
appended to the title already suggest
that the new arrangements were intend-
ed primarily for public performance,
whereas Schumann viewed his op. 3 on-
ly as a didactic work for private use. As
befits this new conception, all six Etudes
in op. 10 more or less heavily rework
Paganini’s original. In op. 3. the same
can only be said of no. 3. In September
1834 he told Captain von Fricken that
in the Paganini pieces he left “passages
that are ineffective on the piano™ un-
changed in order to “be faithful” to the
originals. With the six pieces of op. 10,
he distanced himself from this fidelity
and proceeded more freely with the
source. At Schumann’s wish, the pub-
lisher Hofmeister published in the NEUE
ZEITSCHRIFT FUR MUSIK an announce-
ment of this second series, in which one
reads that the composer “has taken a
very free, independent direction in these
caprices, in that he — always keeping his
eye on the depth and poetry of Paganini
— has formed the skeleton into a more
beautiful body that completely eschews
the violin part.”

The surviving autograph of op. 10
served as the engraver’s copy for the
first edition and must therefore be re-
garded as an important source. While
the autograph still refers to each piece
as a Caprice. this term has been altered
to Etude in another hand. By consulting
the autograph, we have been able to dis-

cover and correct a number of misread-
ings on the part of the engraver. All the
same, the more substantial discrepan-
cies between manuscript and print
probably derive from Schumann’s sub-
sequent alterations, so that it is the first
edition that ends up having the status of
primary source. It did not appear until
September 1835, when it was issued

by the same publisher as op. 3 (plate
number 2059). In some copies the origi-
nal opus number, Euvre X. is followed
by a N 2. Opus 10 was ignored by the
music critics of the time — perhaps be-
cause no one wanted to set anything
against Schumann’s own review of the
six new arrangements in the NEUE
ZEITSCHRIFT FUR MUSIK, or perhaps be-
cause critics considered this new series
only as a sequel to the first.

Piano Sonata in f§ minor op. 11
Schumann’s f#-minor Sonata is the sec-
ond staging post in his efforts to infuse
classical sonata form with a new. ro-
mantic spirit. Only the first movement
of his first attempt remains, and was
published as the Allegro op. 8 (see
above). Work on op. 11 began in early
summer 1833, but then dragged on un-
til 1836. He also wrote the g-minor So-
nata op. 22 more or less contemporane-
ously, and seamlessly began work on the
f-minor Sonata op. 14 in early 1836.
One must also assign to the piano sona-
tas Schumann’s Fantasia op. 17, which
was originally conceived under the title
Sonate fiir Beethoven: it was written in
the period from autumn 1836 to 1838.

He must thus have carried out the
main work on opus 11 in 1833-34 and
the first months of 1835. However,
shortly before publication. the composer
subjected the final movement to a fur-
ther revision. When he sent the manu-
script to the publisher Kistner on
13 April 1836. he wrote that he was
initially sending only “the first three
movements of the Sonata; the last, to
which I want to make some more altera-
tions,” was to follow “in a week at the
latest.”

This subsequently dispatched manu-

script of the last movement is — along



with two supplementary sheets presum-
ably containing the changes referred to
by Schumann — the sole surviving auto-
graph of the final version of opus 11; the
manuscript of the first three movements
is lost. The Gesellschaft der Musikfreun-
de in Vienna has two autograph sheets
of the Allegro vivace section of the first
movement, but they do not contain the
final version: for example. the introduc-
tory fifth motif is missing. This manu-
script cannot be precisely dated. Its title
Fandango points to the year 1832, since
all other documents testifying to Schu-
mann’s interest in this Spanish dance al-
so date from that year. However, at the
end of the manuscript there are sketches
to the revised version of the Toccata
op. 7. which Schumann did not begin
until 1833. The title Fandango is unu-
sual since the piece is not in the triple
meter of a fandango, but in duple meter.
Schumann’s other fandango sketches —
inasmuch as they have survived — are all
in (correct) 6/8 time. So why then sud-
denly one fandango in a (wrong) 2/4
time? Schumann apparently emploved
the concept more as a poetic metaphor.
This is also suggested by a number of
diary entries such as the following one
of 30 May 1832: “At the piano | was
gripped by the idea of the fandango —
how incredibly happy I was. [...] And
when I began to concentrate on the Pap
illons, a big, beautiful moth fluttered to
the window. It stayed far from the light
and did not burn its wings. What a won
derful portent for me. Yet the fandango
would not leave my mind for an instant.
But it is also a heavenly idea. with god-
like figures.” Perhaps Schumann’s “fan
dango idea” evoked the image of the
13-year-old Mignon, who danced “the
popular fandango™ for Wilhelm Meister
(in the eighth chapter of the second
book of Goethe’s Wilhelm Meisters Lehr
Jahre). This. incidentally, would also
apply to Clara Wieck. who was also

13 vears old in 1832-33, and who is
connected to the f§-minor Sonata in a
number of ways.

In secondary literature (including the
preface to the first edition of this work
published by G. Henle Verlag in 1981),
it has been repeatedly speculated that

Schumann derived the two main motifs
of the first movement from a work by
Clara Wieck. the Scene fantastique - Le
Ballet des revenants from her Quatre
Pieces caractéristiques op. 5. Indeed,
both the dance-like figure at the begin-
ning of the Allegro vivace section of the
Sonata
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appear in this piece. However, the oppo:

site is probably true: it was Clara who
borrowed motifs from Robert. Her Bal-
let des revenants was composed in late
1834 at the earliest, and most likely not
until 1835, when the Sonata was al-
ready nearing completion. The two were
apparently cultivating intense musical
exchanges already in this early phase of
their relationship. Citations from his
own works or from works by other com-
posers are perfectly normal for Schu-
mann, and were common at this time as
well. In the slow movement of opus 11,
which is significantly titled Aria, Schu-
mann recalls his song An Anna, written
in summer 1828 and first published
posthumously by Johannes Brahms
(Schumann Werkverzeichnis, Anh. M2
Nr. 7. in F major; reproduced in the ap-
pendix of opus 11 for purposes of com-
parison). He transposed the song almost
note for note into the piano texture.

A quotation from the song is already
found in the introduction to the first
movement (M. 31-36 of the Introduzi-
one are practically identical with M. 9—
14 and 35-40 of the Aria) and thus
links the two movements in a special
way. Clara. in turn, quoted from the
Aria in the slow movement of her Piano
Concerto op. 7 of 1835. This was the
year in which the pair for the first time
confessed their love for each other, fol-
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lowing Schumann’s interim engagement
to Ernestine von Fricken. The oft-re-
ported opinion that his statement (in a
letter of 12 February 1838) that the So-
nata was “a single eri de ceeur” for Clara
refers to the op. 11, is incorrect. A much
more likely candidate is the op. 14 So-
nata, which Schumann wrote at a time
when the two lovers were separated
from each other. Opus 11, on the other
hand, was composed at a time of close
contact and exchange with Clara, when
the connection between the two meant
there was no reason at all for such a
statement.

The f§-minor Sonata appeared in
print at the beginning of June 1836.
After unsuccessfully attempting to have
it published by Breitkopf & Hirtel in
Leipzig and by Tobias Haslinger in Vi-
enna, Schumann finally found a pub-
lisher willing to print it, Friedrich Kist-
ner. In his letter to the publisher of
19 March 1836, Schumann waived the
honorarium and asked solely for 30
complimentary copies and “a rather
striking but graceful title page with
many emblems [...] but above all. a
rapid production of the edition, as |
would like to have it finished in June for
a certain reason.” The charmingly de-
signed title page reads: Pianoforte-
Sonate. / Clara [no surname!] zugeeig-
net von Florestan und Eusebius [dedi-
cated to Clara by Florestan and Euse-
bius]. As a result of Schumann’s insist-
ence on having the work published so
quickly, the first printing was filled with
errors. In no. 12 of his NEUE ZEIT-
SCHRIFT FUR MUSIK (vol. 5, 1836),
Schumann published a Druckfehleran-
zeige (list of errata), containing alto-
gether 20 corrections. In the next print-
ing of the Sonata, the errors listed in the
supplement were eliminated and a great
many other corrections were made
(mostly concerning the addition of miss-
ing slurs, staccati, etc.). The Robert-
Schumann-Haus in Zwickau owns the
composer’s personal copy of both print-
ings. They contain interesting entries in
the composer’s hand: in the first, Schu-
mann planned a cut in the closing
movement (see comment on M. 213). In
the second. there are further emenda-
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tions that were carried out in the follow-
ing printing. This third printing was
issued in June 1840 with the follow-
ing new and more conventional title:
GRANDE SONATE [...] dédiée | a Mad-
emotselle Clara Wieck / Planiste de

S. M. UEmpereur d’Autriche. / par /
ROBERT SCHUMANN. / [...] Nouvelle
Edition.

All the manuscripts of the f§-minor
Sonata are lost, save for the aforemen-
tioned two. Clara Wieck must also have
owned a complete manuscript of the
work, for she plaved it on several occa-
sions even before its publication, for ex-
ample in September 1835 for Mendels-
sohn, Chopin and Ignaz Moscheles. Lat-
er, however, and at Schumann’s express
wish, Moscheles wrote a review for the
NEUE ZEITSCHRIFT FUR MUSIK (vol. 5.
1836) that was critical, but ultimately
very positive: Coming after Beethoven,
who was plagued in the end by melan-
choly and decay. this work “is a genuine
sign of the romanticism that has been
awakened in our day and is spreading
around us [...] Among the romantics,
Florestan is the one who is the least will-
ing to make an effect at the cost of pure
compositional writing through crude
dissonances and musical maledictions.
His knowledge of harmony and his tech-
nical treatment of the material are wor-
thy of attention.” Franz Liszt, who pro-
moted young talents throughout his life.
also penned a very favourable review in
the Paris REVUE ET GAZETTE MUSICALE
of 12 November 1837. All in all. howev-
er, Schumann seems to have been rather
disappointed with the reception of his
“first-born™ Sonata.

Strangely enough, Clara Schumann,
who in the period after the work’s com-
position plaved it so frequently, did not
play it in public until 1884, in a London
recital. Nevertheless, she apparently
thought very highly of the Sonata. In the
“Ehetagebuch 11" under the date 24 Oc-
tober 1841, she writes: “We had Botti-
cher. Hirschbach (a sad genius) and
Wenzel over for dinner with us on the
24" There was much drinking and mu-
sic making: it must have been the first
time in years that I played Robert’s
{4§-minor Sonata again — how it delight-

ed me anew! | consider it one of Robert’s

greatest works.”

Fantasiestiicke op. 12

The first half of 1837 was not a very
happy period in Schumann’s life. He
himself called it his “darkest hour.”
Clara was drawing away from him in-
wardly and forming closer ties with the
composer and critic Carl Banck. Schu-
mann in turn strengthened his relations
with Mendelssohn and sought distrac-
tion above all in a thorough study of
Bach. writing out a complete copy of Die
Kunst der Fuge in February and March.
He even took an increasing interest in
Goethe, whose writings he had hitherto
regarded with some detachment. In May
1837 his rival Banck left Leipzig as the
result of an intrigue on Schumann’s
part.

The composer spent the spring and
summer enthusing about two women at
once — the soprano Wilhelmine Schrider-
Devrient and the pianist Robena Ann
Laidlaw — although he was probably at-
tracted primarily by their artistic ac-
complishments. Laidlaw would later be-
come the dedicatee of the Fantasie-
stiicke, op. 12. On 2 July 1837 she gave
a matinée recital at the Leipzig Ge-
wandhaus with Schumann in the audi-
ence. His first full draft of the opening
piece of the op. 12. Des Abends (Even-
tide). bears the date “evening of 4 July
1837.7 probably recalling a meeting
with the celebrated pianist. Whether it
was this meeting that inspired him to
compose the Fantasiestiicke can, of
course, not be determined today. What-
ever the case. when sending Laidlaw a
presentation copy he wrote: “The time
of your stay here will always remain
fondly in my memory; and you will dis-
cover the truthfulness of these words
with still greater clarity in [my] eight
fantasy pieces for the pianoforte [...] 1
have, it is true, not specially asked for
permission to dedicate them to you, but
they belong to you none the less.”

The Fantasiestiicke ultimately came
into being in a very short period of time
between 4 and 19 July 1837. Inifially
there were probably more than the eight

pieces that Schumann selected for pub-
lication. The original engraver’s copy
still contains a piece that he only with-
drew during the work’s final redaction
(it can be found in the appendix to
opus 12). Another piece that originally
belonged to the Fantasiestiicke was Leid
ohne Ende (Sorrow without End). which
was ()"l’_\v I)llh]iﬁh('(l Sixt(’(‘" .\'e'drs la((’l‘
as no. 8 of the Albumbldtter op. 124. In
short. the genesis of op. 12 reveals a
number of aspects that point far beyond
Schumann’s encounter with Robena Ann
Laidlaw and surely relate to his tempo-
rary estrangement from Clara. Lively
evidence along these lines can be found
in two passages from his letters to Clara.
On 19 March 1838, shortly after the
Fantasiestiicke had appeared in print.
he explained that. in Ende vom Lied
(End of the Song), “everything ulti-
mately [...] dissolves into a merry wed-
ding — but my distress for you came
back at the end. and the wedding bells
sound as if commingled with a death
knell.” Roughly one month later, on 21
April, he told Clara that he had “discov-
ered with delight™ that In der Nacht (In
the Night) recounts the story of Hero
and Leander: “It is an old and beautiful
romantic legend. When I play Die Nacht
[sic] 1 can never forget this image: first
he plunges into the sea — she cries out —
he answers — he swims safely to shore
through the waves — now the cantilenas
as they embrace — then he must leave
but cannot bear to part — until night
again enshrouds everything in darkness.
—To be sure. I imagine Hero to be exact-
ly like you: and if you were sitting atop a
lighthouse 1, too, would probably learn
how to swim. But tell me whether you
too think this image fits the music.”
Evidently Schumann set about pub-
lishing the Fantasiestiicke the moment
he finished composing them. As early as
19 July 1837, he announced to Breit-
kopf & Hartel that he would be sending
a copy for the engraving. It was duly
posted on 7 August, with a request from
the composer that the pieces “appear in
print on the last day of September” —
namely. on Robena Ann Laidlaw’s birth-
day. The matter was delayed. however:
the publishers found the engraver’s copy



too complex (it was written partly in
Schumann’s hand and partly by a copy-
ist and contained many corrections,
transpositions, and cross-references to
sections newly written out) and asked a
staff copyist to prepare a new one as a
precaution. This in turn had to be sent
to Schumann for proofreading. The
problems that thereby arose for our edi-
tion are thoroughly discussed in the
Comments at the end of the volume. In
the end. the Fantasiestiicke, op. 12. did
not appear until early February 1838.
Once it was published. the opus in-
stantly met with a very warm reception.
Schumann’s friend Carl Krigen waxed
ecstatic about it; the composer and pi-
anist Adolph Henselt plaved Des Abends
at a recital in Dresden even before the
work had appeared in print: and Clara

Wieck included several of the pieces in
the program of her Vienna recital of

4 March 1838. Schumann first advised
her to play In der Nacht and Traumes-
wirren (“Restless Dreams”). Later he
felt that the former was too long and
recommended in its stead the first piece,
Des Abends. The dedicatee Robena Ann
Laidlaw, writing from Berlin on 25 No-
vember 1838, told the composer that
“your Fantasiestiicke give pleasure eve-
rywhere: I have played them in Danzig
and Szezecin and will play them to the
Princess in a couple of evenings.” Franz
Liszt also took up the cause of the Fan-
tasiestiicke; writing to his fellow-com-
poser in early May 1838. he exclaimed:
“The Carnaval and Fantasiestiicke have
captured my interest in an extraordinary
way. I play them truly with delight. and
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Lord knows there are not many things
of which I can say the same™ (Liszt’s
original text is in French).

*

Information on sources and readings
may be found in the Comments.

The editor and publisher thank all the
libraries mentioned in the Comments for
kindly putting the source material at
their disposal.

Berlin, autumn 2009
Ernst Herttrich
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Robert Schumann

Review of Opus 10
(Neue Zeitschrift fiir Musik, 19. April 1836)

I assigned an opus number to these Etudes because the publisher said
that they would,,go* better if I did so — a reason to which my many
objections could only yield. Secretly, however, I held the ,X* (for |
have not yet reached the IXth muse) to be the symbol of the unknown
quantity, and the composition — apart from the basses, the denser
German middle parts, the opulence of the harmony altogethér, and
here and there the greater suppleness of form — to be a genuine work
of Paganini’s. If it is praiseworthy to have absorbed, with love and
ardour, the ideas of a higher being, and to have reworked those ideas
and brought them forth once again into the world, then I too may
perhaps lay claim to praise. —

Paganini himself is said to hold his talents as a composer in greater
esteem than his eminent genius as a virtuoso. If one cannot, or at
least not to date, fully concur with this opinion, there is nevertheless
so much diamantine substance to be found in his compositions — and
especially in the violin capriccios®) from which the above Etudes
have been taken, and which have been conceived and brought forth
throughout with rare freshness and vivacity — that it is more likely to
be further solidified than volatilized by the more elaborate mounting
necessitated by the pianoforte. Unlike the publication of an earlier
volume of studies based on Paganini**), in which, perhaps to its
detriment, I copied the original more or less note for note and merely
expatiated upon the harmonies, this time I freed myself from the
pedantry of a verbatim transcription, and wish the present version,
while sacrificing nothing of the work’s poetic idea, to convey the
impression of being a self-sufficient work for piano that will cause
readers to forget its violinistic origins. The fact that, in order to
achieve this,] had to recast, add or omit a good many things.
particularly in respect of harmony and form***)_is no less obvious
than that I always did so with the circumspection that is the privilege
of so powerful and estimable a spirit. As it would take too much space
to enumerate all the changes I made and my reasons for making
them, I leave it to interested lovers of art to decide for themselves
whether I have done well, or ill, by comparing the original with the
pianoforte version, an occupation which, in any event, cannot be less
than instructive. —

By adding the by-line ,de concert® | wished first of all to
distinguish the etudes from those in the aforementioned previous
volume; more than that, by dint of their brilliance, they are also

*) The title of the original reads: 24 Capricei per il Violino solo, dedicati
agli Artisti, Op. 1. Milano, Ricordi.

*x) Studien f. d. Pfte. nach Violincapr. v. Paganini [= Studies for the
pianoforte based on capriccios of Paganini]. With preface etc., Leipzig,
Hofmeister.

*%%) One must bear in mind the manner in which the etudes came into
being, and how quickly they reached print, in order to excuse much in
the original. Mr. Lipinski relates that they were written at various times
and locations, and that Paganini made presents of them in manuscript

to his friends. When his publisher, Signor Ricordi, asked him to publish



