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OBERT SCHUMANN may be justly
regarded as the sole survivor of the
riod of German Romanticism; for,
of all the products of this spiritual move-
ment—beautiful as many of them were
in their day—his works alone have pre-
served their pristine freshness and interest,
perhaps because of the sterling qualities
they possessed besides their romantic flavor.
The spirit of the romantic school, however,
is so strong an element in Schumann’s art
as to require a brief explanation of its
uriﬁin and nature.
ver since Frederic the Great, who had
a pronounced predilection for French litera-
ture, the %o:tgtand prose of France were
accepted by German authors, if not as
models, at least as a standard. For a
while this influence was undoubtedly bene-
ficial in developing style and euphony of
diction in Germany. The French, how-
ever, drifted gradual)lr}r into a cold formalism
after the manner of Corneille and Racine,
a formalism which sacrificed all natural-
ness in the expression of true feeling 1o a
stilted, academic pseudo-classicism which
was utterly foreign ro the German national
character and against which the romantic
school was a violent protest. Just when
this protest began, it would be difficult to
say since the development of such spiritual
and intellectual movements from a few
isolated attempts into a peneral tendency,
is, naturally, very slow; it was, however,
fairly strong in or about the year 1800 and
reached its full bloom after the downfall
of Napoleon I (1813) and the reawakening
of Germany to its national and artistic
CONSCiousness.

At first the romantic movement was a
purely literary one; but inasmuch as it
aimed to turn the human mind from the
external appearance of life to its soul side,
to its inwardness and esoteric meaning,
it was not surprising to see all other
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branches of the fine arts soon join in the
movement. To illustrate, it may be said
that the painters and musicians of the
period, like the authors, were no longer
content to see in a forest only the trees,
but that they endeavored to express and
lay stress upon the {rﬂlfﬂg that steals over
us when we enter the woods. They dealr
less with the trees and more with the forest
mystery, with its legendary lore of many
moods; they pcﬂplc:g:th:;ir woods with the
symbolisms of nymphs and fauns, per-
sonified the forest springs, retold the bab-
blings of the brooks, in short, they searched
for the spiritual essence of things in prefer-
ence to a photographic likeness of their
external aspect,

That so ideal a tendency was prone to
lead sooner or later into more or less
grotesque exaggerations, to a shoreless sea
of phantasms cannot be wondered at by us,
who are regarding romanticism in the per-
spective of a century; but, after a while,
even the contemporary public began to
feel that the pendulum, after swinging first
too far toward cold technical formalism,
had now swung altogether too far the other
way. Thus the romantic school, literary
and pictorial, came to an end abour the
middle of the nincteenth century. It left
its traces, however, in both arts (as well
as in music) easily discernible by the con-
noisseur; but the works themselves and
their creators are now well-nigh forgotten,
The paintings of Schwind, the silhouettes
of Konewka, the poems and other writin
of the Schelling brothers, of Novalis, Tiec
and others are no longer remembered, and
had the tales of Hoffmann (E. T. A. Hoff-
mann) not been recast for an opera libretto
his name, too, would have fallen into
oblivion.

The only artists of that period whose
works are still household s in modern
art life and bid fair to retain their public



favor forever, were—the musicians! And
among these musicians there are three that
stand out prominently, althauﬁh only one
of them really belonged to the romantic
school of Germany. Mendelssohn, whose
works excel in punty of form and elegance
of finish rather than in depth of thought
and emotion, leans onily occasionally toward
the romantic, as, for instance, in his
music to Shakespeare’s “Midsummernight's
Dream"” and in the cantata "“"Walpurgis
Night;” he may with equal justice %c
called *the last of the classics.” Chopin
was not a German;
romantic inclinations, his world-view was
totally different from that of the German
Gemut.  The real exponent of German
romanticism was Schumann, and Schumann
only, although it is not this feature to
which his works owe their splendid vitality
and L'!.:ri!'lg jHWEr.

That the musical expression of romanti-
cism outlived all the others is, no doubt,
partly due to the peculiar fitness of music
to deal with the intangible, psychic essence
of lile, because it is on the side of sentiment
and leeling where the province and power
of music chiefly lies; but there are in the
case of Schumann's works many other and
more potent reasons for their longevity—
or may we say: immortality?

While fanaful in a high degree, Schu-
mann’s compositions are always perfect in
form, and in spite of the boldest kind of
harmomzation and modulation, they never
trespass the line of fine suphony. Schu-
mann's melodies speak as directly to the
heart as do those of Schubert, while in
regard to refned polyphony, Schumann s
ar times even superior to him. Besides
all these great qualities—which some of the
present Coiposers sn eogue may well envy
—there is in Schumann’s music a wonder-
fully appealing, sympathetic note that
secems to speak of home life as a great poet
and true man sees and feels it. And this
note is as clearly audible in his great
Symphonies, in his scenes from “Genoveva,”
"iTgust." “Manfred,” in his immortal Quin-
tet for piano and strings, his wonderful
songs, his ever charming and brilliant
piano Concerto, as in his smallest piece for
a piano solo. There 1s, besides, a contra-
puntal solidity in his works which proves
conclusively thar sterling workmanship can
co-cxist with the richest imagination and
fancy if the melos is as chaste, as free from
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sensuality, as that of a great master musi-
cian like Schumann always is.

The present edition deviates in several
instances from Schumann's original text.
Unnecessary hand crossings—prompted by
over-conscientious part-leading rather- than
by any tonal purpose—have been avoided
and evident misprints were rectified. As
to some of the other changes, the reader
should know that the one failing in Schu-
mann's musical personality was his averse-
ness to the slow process of putting his
compositions down in writing and that
in consequence of this dislike or impatience
he was i the purely elerical part of his
work very often so negligent as only a man
of such great genius is privileged to be. It
could be said of him that only the tenth
or perhaps only the hundredth part of the
compositions, completely worked out in
his mind, was actually written down. He
was, mentally, always composing; while
writing the editorials for his paper, while
meeting his friends at the little restaurant
* Kaff m,”" while eating and drinking.
He had the habit of toneless whistling;
while he made no sound with them, his
lips were always puckered as for whistling,
which is shown in every one of his portraits.
He simply fived in music, to the exclusion
of everything else except his love for Clara.
It must have been wvery funny when his
friends, conversing about some subject,
asked for his opinion in the matter and saw
him suddtnlr wake up, as from a day-
dream, unable to reply except by a glmd
natured smile which did not in the least
suit the occasion. That a mind working
so intensely at imagined music should be a
little impatient of the slowness of writin
and become a trifle negligent in smaﬁ
matters is not surprising. | he experienced
musician has never taken the slightest
umbrage at these little negligences because
his experience at once recognized a slip
of the pen as such. This edition, however,
addresses itself to students and it had to do
for them what every mature musician did
for himself, individually. As to Schu-
mann's mode of mental composing, the
cause of his great absent-mindedness in
matters of practical life, my information
was received from his own piano teacher
and subsequent father-in-law, Friederich
Wieck, with whom—many vears later, of
course—I studied for some time, and who,
speaking often of Schumann's absent-



mindedness, used to say: “Robert was
always elsewhere.” Another, c&al]y re-
liable, informant was Heinrich Dorn who
instructed Schumann in counterpoint and
in his last years taught me to interpret
orchestral scores on the piano. Schumann's
widow, her sister Marie, a number of
al friends like Reinecke, the pub-
Iish:r Sander (father of the present gtad
of the firm) and, above all, Liszt, ¢ all
corroborated these informations and added
many fine touches—both cheerful and sad
ones—to the mental picture I formed of
the lovable dreamer of musical dreams,

Negligent, however, he certainly was
very often in the process of writing. For
one thing, he changed the note-picture of
a subject or motive at every recurrence
until he found the perfect graphic demon-
stration of it; but, having found it, he
never turned back to make the previous
imperfect presentations tally with this per-
fect one. 'Of a lengthy passage that was to
recur at a later stage of the piece, he never
wrote out the repetition but left it to his
copyist to do; which explains that any
clerical imperfections of the first statements
are not only repeated afterward but also
re-appear in exactly the same order. A

ect store of such elips of the pen can
Eg found in the Sonata op. 22-—though, of
course, not in the present edition. Schu-
mann was, furthermore, liable to confound
rhy'thm.i:af strength with dynamic force,
as may be seen in all other editions of the
first ﬁn-v:llette. He begins it forte, makes
a t erescendo through four measures
and closes them—forte. No doubt that
foremost in his mind was the martial,
military, disciplined steps of the march,
as of approaching soldiers in closed ranks;
his erescende mark, however, indicates how
correctly he felt that a melody rising from
a rather low point to a fourth above an
octave should be combined with a pro-

m

portionate increase in dynamic force. Yet
the firmess of the march was so predominant
in his mind as to cause him to confuse the
rhythmical with the dynamic strength.
In the first measure of tﬁe same piece he
wrote the third beat as a quarter-note;
in the fifth measure this quarter-note of
the R. H. is repeated in the next beat by
the L. H. As there is none but a purely
thematic reason for this repetition the one
quarter-note must have scemed too short
to him. Finally, in the seventeenth mea-
surc he realizes that the third note of the
motive ought to be a half-note and we need
not wonder that all the great pianists play
this third note right from the beginning
and through all recurrences as a half-note.
Another, rather humorous, illustration of
Schumann's absent-mindedness can  be
found in every older edition of the “Flower-
iece” op. 19, where he lets the thumbs of
h hands strike the same key at the same
time throughout the entire third part, with-
out any imafin?hle reason or necessity.
No less perplexing are the three tem
annotations in the first movement of :ﬂ?
Sonata op. 22, viz.: “As fast as possible,”
after a while “Faster” and later on “Sull
faster.” No doubt that there was a con-
fusion in his mind between an impassioned
style of rendition and great speed. All
these little—what shall f call them? m
love of Schumann refuses the term “errors:”
let me, then, say “neglipences”—have been
careful'ljr eliminated in the present edition.
It was necessary to do this, not only be-
cause personal traditions of Schumann
have died with their bearers, but chiefly
because the corrections suggested in this
edition have been made by all pianists of
good repute.  And though each one made
them only for his own use there is a una-
nimity in these corrections which is convine-
ing as to their necessity and justification.

CONSTANTIN VON STERNBERG



CONTENTS

Page
WALZER (Wakz), from * Albamleaves,” Oip. 124, Mo, 4., iy 3
BITTENDES KIND (Entresting Child), from 'Sue-uhn-ﬂ-ﬂud.

R T W T R S e s I R 4
GLUCKES CENUG (Pefect Happiness), from = Scenes from Childhood,”

i ol L O e S A S TR L UL PP e 5
WISION, from * Albumleaver,” Op. 124, Na. 14, ... ............. [
ELFE (EN), from * Albumlesves,” Op. 124, No. 17......c. coveenn. 7
PHANTASIESTUCK {Fnuq Piece), from .a.rmdum. Op. 124,

P I s i as e e B a R E e R B

THAUHEREI fﬂﬂm} |m &mﬁmw Dp-. 15, Ne. 7. 11
PHANTASIETANZ {Dlnu Flﬂlllﬂ from * Albumlesves,” I'Jp.|24

MNe. 5 . ; 12
IMPRUMFTU. |rnn .Alb'umlurﬂ.(h\. I.Il- Nn Fivnasssmsampaie 14
NOVELLETTE, Op. 99, MNee 9. ... cviiiiieinmnsnnanrannss 16
ARMABESKEE, Op 8. ... .cicicnicniinsnnisnnnusanssnasnssns 19
BLUMEMNSTUCK (Flowes Piece?, Op. 19........ . ... ......... 27
WARUM? (Why?), from “ Fantasy Pieces,” Op. 12, Mo, 3 ..., .. 36
AL BUMBLATT (Albumleaf), Op. 9%, Mo. 3. .............00v00e. 3
GESCHWINDMARSCH (Owick March), 0‘;.9‘9 No l4.......... 38
ALBUMBLATT (Albumlesf), Op. 99, No. 5. .. ............ ... 43
DES ABENDS (An Eventidel, from * Fantasy Pieces,” Op, 12, Na. 1., 45
MNOVELLETTE, Op. 21, Moo b.vuucvneninisnmesinanncenanss 48
EHDEV'DH”ED {The End of u All), from " Fﬂlqrplam Dp.'l!

Mo B . - TP L iC P ve. 56
HG"I-"EI_LETI_E.. 01: B B i i i s i 59
INTERMEZZO,. Op. 4, Na. 5............ O Tyl " |
FABEL (Fable), from * Fantasy Pieces,” Dp. 1M . ooransnes 73
NOVELLETTE, Op. 21, Moo d. ... .ot insrnsrnssnnn 7
NOVELLETTE O 31, Naillossonsiiasiniviiiisassnsnssinrnn 83

INTERMEZZO. Op. 4. Mo 2 ..oiuvrunvsissssssinsrnnncncanee. 99
INTERMEZZO, Op. 4, MNa. b, ... oiiiiiciiceaiiiinnnn vuee.. 105
BORIT I OO0 T w6 s e o e b mn




WALZER (Waltz), from “Albumieaves,” Op. 114, No. 4
{a) The experiment is recommended to reverse the dymamic
notation in the first and second parts. The minor key, a3
well as the charscrer of the opening part, seems to su
3 soft rendicion, while the bnghter turn to major
subsequent double oetaves beipeak @ forte.

SCENES FROM CHILDHOOD, Op. 15
It is noteworthy that in none of the thirteen pieces under
this title is thers a designarion of tempo. This omission-—
thirteen times in succession—cannot have been due to an
oversight; it must be asumed thar the genial master
thought the title of each piece and its musical illustration
sufficient to suggest the right tempa.

BITTENDES KIND (Entreating Child), from *Scenes
from Childhood,” Op. 15, No. 4
How beaurifully and how true to nature the child's entrea
closes with the namg inflection of a coaxing “will you?™
Little do wonder that the requested favor was granted,
a8 may mferred from the following piece, expressing

GLUECKES GENUG (Perfect Happiness),
“Scenes from Childhood,” Op. 15, No. 5
tellmg of a jubslant heart, bursting with joy at the fulfll-
ment of a bong cherished desire.

VISION and from “Albumleaves,”
ELFE (EIf) Op. 124, Nos. 14 and 17
These two pieces, somewhat akin to each other, demand

great speed, a very delicate pramissime vouch and extremely
cautious pedalling. The middle portion of No. 14
the distant huntiig horns of some spectral chase :ng may
be ;;:I:}ned a trifle—but only a trifle—lbouder than the rest
of the piece, while in No. 17 the little swell on the fourth
line must amount to no more than a slight undulartion in
the flow of force. With playful archness and childlike
roguery the lirthe EIf must @it past the hearer as swiftly
as possible withour ssenificing its daintiness.

PHANTASIESTUECK (Fantasy Piece), from * Album-
leaves,” Op. 124, No. 9

The letters a, b, ¢ point at the three short phrases which
constitute the thematic material of the entire piece. At o
the melody les in the uppermost; at b in the I';:::: AOkes,
whabe the phrase at ¢ forms a striking contrast to the other
two; 1t lynic, voeal character permits a somewhat louder ren-
dition and also a slightly slower tempo, as intimared by the
ritardands.  If these three characteristics are distinctly
maintained at every recurrence of the corresponding phrases
the piece will ingratiate ivself with every player amfllljil.erur.

TRAUEMERE] (Revery), from “Scenes i Child-
hood,” Op. 15, No. 7 e e '

In this world-famed piece the lirtle phrases (and their imi-

tations), such as occur in measures 3, 4, 7, 8, 13, 16, 19,

20, 23, 24, should ot be oo sharply separated; the separa-

tion should be in the player's mind rather than in his fingers.

the
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FHANTASIETANZ (Dance Fantasy), from “Album-
leaves," Op. 124, No. 5
The strking feature of this piece is the crercendo and dimins-
eads in meeasures 1-1 :nd_lgh-s of the stcond part, which
demands a strict [rpato. faint tinge of melancholy
suggests a dancer of the Mignon wype: quick of motion,
almose wild, and yet inwardly sad.

IMPROMPTU, from “Albumleaves,"” Op. 124, No. 1
(a) Attention should be paid to the difference berween the
ﬁal.l[! of siveeenths in this and those of the preceding part.
tcbn“_lrhlspﬂkm:. only the first note i3 held in these
groups, while the other three are staccavo.

NOVELLETTE, Op. 99, No. ¢

(a) The transfer of the right hand from chord o chord
must be made with the greatest possible rapidity, because
each chord has to be hl:llal nearly a8 pduibfl- for the exact
duration of its full note value; w;uwlum i
must not spoil the tenderness of the © , Tar, the chords—
like the entire middle part—should be played smoothly
and softly. (b} and (c) It is not inappropriate to roll the
chords downward, instead of upward; it will vend 1o bring out
the (inverted) thematic reference in the bass.

ARABESKE, Op. 18
(3} and (b} 5mall hands may omit the notes in small vy
t detriment to the piece. It is preferable to 1::
disturbing roll or skip t]'lirﬁ interrupts the fuency of this
re. (¢} These four phrases (of four measures each) hie
::ﬂ_p =0 remote from one another as to make a
complete break and a slight pause between them necessary,
Beware of pedal *remnants™ or “left avers™ during these
bricf mtermissions or breathing spells.
twelfth measure on 33 containg & somewhat
harshly sounding F sharp in the left hand. Had Schumann
read his ewn proof: ich he disliked to do and seldom
did—he would, for several reasons, have put A (above the
F sharp) im its place.

BLUMENSTUECK (Flower Piece), Op. 19
{a) The sixteenth notes of the sccompaniment should bhe
played as lightly and be of such brief duration as to permit
the n notes to be sull audible after the
disappearance of the sixteenths.

bue this of motion

WﬁRUHﬁ (Why?), from “Fantasy Pieces,” Op. 11,
0. 3

Though not longer than the *“ Tracumerei,” it is one of the
masterpieces of Schumann has contribured s full
share to his lasting fame. He asks the “eternal® question:
What is this earthly Iife of ours? Why must we suffer; why
love; w;hr—‘wh;? And ¢ h the question is turned in
every direction, reiterated in elared and in gloomy
repeated by every range of the human voice and far beyond
ity ¥t must remain unanswered after all.  Both parts end by
reiterating the opening question.



mmﬂ {Albumleaf), Op, 99, No. 3
‘—— the gray dawn is breaking,
"'T'Iu hotn of the hunter is htll’i on the hill."

Could the spirit of the chase find an expression more sportive
minre npm.Pand wirhal, more noble than n thas hml' skeech?
The two parts should be repeated by all means.

GESCHWINDMARSCH (Quick March), Op. 98, No, 14
{a} Great eare is needed here (and, of course, in all recur-
rences of these sixveenth notes) in keeping the two halves of
Ih“hlju:-;.l” well apart. The connecting link les in the

et

ALBUMBLATT (Albumleafl), Op. 99, No. 5

This lictle gem of 3 srormy mood picture i not as simple
a8 the uniform Bguraton of 113 measures makes 1t appear.
Aside from the ULMOSE EVEnness of the nm:u-mhr and an
ever recurring swell in every measure, it requires a ver
judicious distnburion of force for the two climanes of whic
the second nses higher than the fire and allows only the
last Bve measures for s descent wnto the same, of not a
greater, degree of softness than ar the beginning. Brahms
refers lengthily to this prece i his * Vanations on a ¢
by Schumann,™

DES ABENDS (At Eventide), from “ Fantasy Pieces,'
Op. 17, Ko. 1

In this wonderful prece there are two distunct rhythme at
work.  The right hand Eh}'s in reality m 3/8th time, while
the rh:uhrn in the lefi hand may be c:.“rj ﬁl."!.ﬁlh. thai 15
two groups of sxteenth miplets.  Schumann compromised
the marter T calling che time 2 /Brh, but this applied only
to the left hand which must mamean its thythm very
strictly through a gemile accentuation of the first and fourt
18 by a shight pressure wpon-—and a punctilious holding
of —the melody notes. The dynamic Suctuations must be
kept within a small scope in order not to disturh the serene
maoad prevailing in this piece.

NOVELLETTE, Op. 21, No. 1

fa} As the a:mmpﬁ J'rm triplet figure lies at times en-
nrely in the mght h while at other times it must be
divaded bherween t!'l-e two hands;, it & recommended
obscrve the loration of the ﬁngrnni For the right hand
has been placed abvor the notes and for the left hand befsew
them, so as to show plainly w which hand the notes are
best assigned. The same holds good for the later recurrence
of that part in A major. (b} and (d) A pause is imperative
here to separate the cross relanons; it will transform the
harshness of the succession into a deligheful harmonic
-urm'i“. rh: pause lhuul:l. af t-nuhe, be ﬂhe ol absoluie
wlence and free from amy ptd:l remnants.”  lts lengeh
may be safely left to the player's good taste to determine.

{c) The [} Aat in the Ieft hand should, in spite of the pre-
vailing #p, be struck rather loudly because it has two sound
th'mn];h five harmomses belore 11 descends 1o C.

ENDE VOM LIED (The End of it All), from " Fantasy
Fieces," Op. 12, No. 8
Here 1 3 Ane, manly, sonorous seng, full of jovialiny and
eond humor, qust such a one as a t might sing to a table-
round of old friends and good fellows, in which he would
tell them of his early struggles, of his times of * storm and
siress,” of his difficuloes, and af his Anal saccess. And
thenf—5ome day he goes “to the undiscover'd counery
from whose bourne mo traveller returms™ and nought re-
mains bur the light thar radisved from his mind and heart,
an echo of the song his friends loved g0 well. The poer
dies—hus song liwes an.
In the seventeenth measure there are two fats which seem
superflucus hecause B s farted through the signature of
F major. They were, perhaps, meant w stand before [

correspond with the C th measire.
T‘;i:.d::lmmutb:lﬁnh‘:l;:'l—:rhtuﬂt'l

—judgment.

NOVELLETTE, Op. 21, No. 6

{a} Atrenrion should be paid to a
of the alternating lrpate a m-’mpm,
while the mdod}'ul'r;mt‘hmu;hmt. e distinction i
h;nnmnnle 0 maintan, . (b B‘-nu'euftlg error,
requently commitved here, of playing A Bat and B natural;
ltﬂ-ﬂamlmdﬁln just as four measures later it is
D natural and E far. (¢ 'l'hepmerqh.t have closed
here if Schumann, in his had mot=—in
the four added measures—satirized I:htlﬂdhi'hltﬂm]hr
ﬂfi'h::n ﬂulmg;omm_;}'::r vml‘;_nﬂﬂmdrm@
ending a pece and ¢ ectiveness,
out necessity, and th sheer force of habit.

INTERMEZZO, Op. 4, No. 5

The “still, small voice™ pllﬂmnumdm-p-
L s ol =gy e 'u“"wﬁ el
and stu tisa struggle, wnte

of reminiscent mood (in thnt .ﬂ.hm:::w ¥, but r n

m;vmmwimmth:ﬂl?.m m-t:bfllllthﬂiml
up of the waning anger.

FABEL (Fable), from “Fantasy Pieces,” Op. 12, No. 6

Whatever the story may be, there is evidently some mis-
chievous lirtle jumping-jack of a sprite in it who tries to
dhtnrl} t|1! loveloem Siie M‘lrl T '-:r. hut 'ﬁx\-
:mtldy. in vain; afver all she remains faithful 1o her lad

l: her song of hnmm
{:J in the " Op. 191, every melody
mstE shuuH be heard afrer the sccom ing notes have

& ed. (b} These well be ed
Iunfr;:iralhn‘. llll: the "n:J T'I:u{:'lﬂ ot m‘;?:::t b2

he ent be ch remewed,
i L zomlea

NOVELLETTE, Op. 21, No. 4

{a) This part is strongly suggestive of an intense colle-
quy hetmﬁ a baritone ind a soprano; the former im-
passionately urging; the latter tmid and coy. The two
wvonces should be well characterized. I:l::l Fur Frdnnm.[r
pnmu. it i recommended that in these sixteen measures

the nght hand play the first and second eighth of each
beat together, as double motes. It will secure the fingering
and the hand positions.  (c} These slurs in parenthesis are
suggested i accordance with the rendition of this piece by
l’..‘l:-n Schumann and many other reputed pianists.

NOVELLETTE, Op. 21, No. B

vl

{a) Instead of the second B in the right hand,
pianists play A sharp, because the B is probably a
the pen; it is not justified by analogy; neither i it ﬁ:rv
mulfy lled for, mer is it in keeping with the n:a;t
measure. l,ll]l These three slurs in parenthens are
gested in accordance with the rendition of nearly all thr
pianists that ph‘v:d the pitce in public. }:]I In these Brst
two measures (and their recurrence after twenty-four
measures) it is besi to play the uppermost notes of each
chord—the melody notes—with the right hand. {di This
Movellette may be concluded here, because the continuation
is really a pew piece. It is composed of entirely new the-
matic material and shows only a single, passing reflerence to
a mere ||'|.1:|dent in the p Ing piece; the " voice from a
distance.”  This briefl reference is hardly mﬁmnt o
establish 2 connection between the two pieces, ially
a8 Schumann has in a nember of instances refe in one
piece to a passage in another,



Moderation in speed and t rhythmical strength, in-
INTERMEZZO, Op. 4, No. 2 pread :I'tﬂurau arrongly mud (a) Do ot rush ir:fu

(2) Inasmuch as the auditor should, by all means, be this chord. Take your ume. Move the arm so that the
prevented from misunderstanding the opening measures— hand comes ta be perpendicularly above the kevs of the
as if they were written thus: chord before striking iz,  The effect will be far greaver chan

a hasty skip could produce. (b) The three measures from

b to ¢ should not be played too strictly drgato because syn-

coparion so long sustained, without any opportunity of

aserning the time beats proper, is ically mislead-

ing to the awditor. A sl E:rmmrupdnq berween the

:,. = - dumrilluhthplmqnfﬁm:bﬂwanddhumwm

= characrerize the syncopations as such. (c) The next four

- :;:;:E evidently a rhythmical and mhdgt_ﬂu;r“in

t re Coan at measure in enlar

form, should be mf::?lmdin' m’i:: {d) The btutﬁ

= “::ht legats wou 'm}cgnﬁt—:‘r}' hmnlg:]:;rl::nm

E - the ITURITY o wcating ume s i WEn

= o I:FF efit haﬂ{. were it not that a frpate would make Elhm.

the accentuation marks should not be taken too literally, dissimilar 1o the former group, at b, (¢} This first ending

While the notes bearing this sign ( = ) should noe be played leading, as it does, back to the first subject destroys s

a8 negatively as they would have to be were these marks decisive character through the upward seep from G to [,

absent, nevertheless, they should not supersede the notes The editor fesls morally certain that Schumann himself

uwpon the natural rhythmical beats. This holds , of would mot have rejected the suggestion of the slight change

course, for the entire piece. It is mot improbable thar in this measure:

Schumann may have thought not so much of an actual
accent as of pr i ¢ marked note (which then

would require some ) for he seems laeer on to Rnd
the script form to indicate this {on page 1o2). That the notes
appear afterwards agam in the frst form may be due to
rf. carcumstances that repetitions were wsually written our
by hig copyist, seldom by himself, (b} A shght modifica-
tion of the tempo would not be amiss in this pare. (e} This
litthe mmpln‘ ﬁurdn:_:im,_ uen;r: six t:_r;utq in m'::
unexpected places and forming also the conclusion of the
piece (in the bass) should be well promounced at this firse
-anruu—mt loudly, but wvery distincely, (d) Like
at b

TERMEZZO, 4, No. 6
- o o especially ag in it first statement he himself introduces the

(a) This lietle motive of twe notes should be played ; i o of notes, () A sli
1 appeatn s . do sevey s i e oy Do deopping 11 the 8 e the prokongd 14 Kol
in imwerson, (b} Beware of playing the second, fourch recom - Ag) and (k) As at b and .
and sixth eighths douder (or even quite as lowd) as the

first, third and fifth. (<) In a gentle way the left hand Seberqo:

notes between the beats should be brought to the hearer's {a) This dramatic accent, cutting into the melody like

notice because they form a sort of melodic succession; but an unexpected bugle blast, may be made rather s and

they should, of course, not intrude upon the upper melody. its nate may be held a litle beyond its value. (b} @
:_'ruwp}m: ::mr_d:] :u!lf.:: Irm unmm;tinnh;ha:tﬁ; the
notes of thythmical va ie Betwern the chords, e mel-

SDH&'I.‘.&. Op. 32 . edy alvernates, duct-like, berween bass and soprano.
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cannot very well be taken “faser™ on page 126, nor “ssll il

faster™ ofi page 131. Schumann's first annotation muse, Afrer the prolonged rapad maotion of this movement i is

therefore, be interpreted as meaning “as fast as™ esther- almose phymcally impossible to play these broken octaves

ically, not mechamcally, " possible.” The character of the with such force 38 would be necessary to avoid an ane-
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Bittendes Kind

(Entreating Child)
from “Scenes from Childhood” R. Schumann

wiis_{AT



Gliickes genug

{Perfect Happiness)
from “Scenes from Childhood"

i

R. Schumann
15, N7 b

Op.

_l

3
T

EgT

S

he




Vision
(1838}
from “Albumleaves”

Sehr rasch R.Schumann
Op.124, N0 14

(‘ - ;—1‘;:;_—-—_‘ oSN . Ferhallend rdying auf}_ ;
e S A e e T e e et ==
o — . S === I EE=F) =3
3 3 357 =t rp

“, o T @ T, L T @ T @

1758 - 14T



7

#8345

So schnell als miglich from“Albumleaves”

Ax gur

E1f)

Elfe

- PO |
==
=

.

£

a3 ¥
=

=17 I

Ny-P

asxiliie

I,

-

- I'T'—"

y as p

i

1THAS - 107




s Phantasiestiick
(Fantasy Piece)
REEL] R.Schumann
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(Dance Fantasy)
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Des Abends

(At Eventide)

from“Fantasy Pieces”
R.Schumann
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R.Schumann. Op.21
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Ende vom Lied
(The End of it All)

Mit guten Humor from*Fantasy Pieces” R.Schumann
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Sonata

So rasch wie moglich
A fast as possible (see introductory note) R.Schumann, Op.22
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