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CHAPTER I 

ROMANTICISM IN THE NINETEENTH CENTURY 

Introduction 

We all have innate des·ire to know our past, to be 

conscious of our present, and furthermore, to imagine our fu

ture. This desire has led us to write the history of man. 

The fact that we have our own history may be one of the most 

significant differences between mankind and other animals. 

The author contends that history is not a chain of 

isolated facts; it is not static, but is moving. Every event 

or circumstance has shown an inevitable cause and effect in 

the stream of a grand sea: history, which becomes meaningful 

when we approach it with the understanding of the dynamics of 

historical events and surro.undings. More interesting, when 

we perceive history horizontally, is that every si?gle aspect 

of society, such as politics, economics, religion and culture, 

is related on.e to another. This dynamic interaction and cor

relation is suggestive to our concept of history, for example, 
, .. 

the relationship between society and music. In the fourteenth 

century, society was undergoing great social changes. The 

Black Plague, the Papal Schism and Hundred Years' War stormed 

Europe and left a significant impact on music of that period. 

Actually, we need not got back to that period. We can see 

the inter-relation of social circumstances and music in our 

1 



2 

own era. Computer-generated music, happenings, and chance 

music, rock and roll, jazz, or even a pop song heard in a 

super-market suggest the twentieth century society: its peo

ple, their thought, and their philosophy. 

So, when we consider the history of music, we can not 

isolate music from other contemporaneous social events, not 

to mention other arts. History may be defined as "a descrip

tion of the social, political, economic, religious, and artis

tic environment from which grew the music, paintings, sculp

ture, and a.rchitecture."1 This statement becomes more con

vincing when we realize that art is "the expression of the 

characteristic attitude of the people of that age toward im

portant aspects of life."2' The dominant social class which 

holds the economic, the politicai, or the religious balance 

of power generally sets the cultural taste for the masses. 

Religious and social patterns usually determine the function 

of music and other arts. 

Before discussion of nineteenth century music, it is 

necessary to have at least a basic understand\ng of the social 

circumstances of the century, and its predominant ideas and 

tendencies. Enlightenment was a guiding force of the intel

lectual spirit in the eighteenth c~n~ur~. Voltaire sought 

1Milo Wold and Edmund Cykler, A~ Introduction to Nusic 
and Art (Dubuque: Wm. c. Brown Company Publishers, 1972), 
p. 2. 

2 Ibid., P• l. 
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to represent "the cool man of reason inhibiting a world go

verned by purely rational principles"3 in his satirical novel, 

Candide. In the latter part of the eighteenth century, va

rious irrational tendencies emerged as reactions against the 

Enlightenment's emphasis on reason. For example, in 1756, 

Burke said in his Essay on the Sublime and the Beautiful that 

the free exercise of emotions and imagination was the proper 

realm for art to explore. This movement toward freedom of 

individual emotion and imagination is suggestive. The people 

of the Enlightenment period emphasized man's intellectual as

pect, but could man's reason solve all the problems and agony 

of mankind, or was it enough to satisfy his longing for spi

ritual consciousness? Eighteenth century philosophy degraded 

God into "a kind of cosmic clock-maker who created a mechani

cal universe"4, and the experimental method of science became 

the liturgy of their laboratory religion. It must have seemed 

natural that some, who were more sensitive than the rest of 

tha people to social and cultural circumstances, should ques

tion themselves. Had reason not been overcultivated at the 

expense of sentiment and imaginative liberty? The Enlighten

ment found expression in Rousseau's Social Contract. Written 

in 1762j the t~act set forth Rouss~au•s philosophy of emo

tional individualism (which was the primary cause of the 

3William Fleming, Art and Ideafl {New York: Holt, 
Rinehart and Winston, Inc., 19"5)J. p. ·594. 

4Ibid. 
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French Revolution beginning in 1789). He asserted that 

science and civilization had taken people away from nature and 

that natural instinct would be a better guide, hence, his fa

mous utterance "Back to Nature". Rousseau firmly believed 

that mankind is essentially good • . 

Politically it must be remembered that the first part 

of the nineteenth century saw breath-taking·changes in the 

courts and governments of Europe. For example, consider the 

ups-and-downs of various forms of government in France during 

Between the absolute monarchy of Louis XIV and the empire 
of Napoleon III, Paris experiences a revolutionary reign 
of terror, a republic, the Napoleonic empire, a :eoyal 
restoration, a constitutional monarchy, and a Marxian 
commune .s · 

It is needless to mention that the Industrial Revolution was 

another forceful factor on a tumultuous, stormy nineteenth 

century society. The rise of the middle class and the in

crease of population in the big ci,ties of Europe precipitated · 

social issues, which were beneficial at times, detrimental 

at others. 

In the course of the nineteenth century, the urge for 

freedom that had -· begun. in the eighteenth century eventually 

had great effect on human life. Individual feeling now gained 

more emphasis and "the philosophy o-f Romanticism gave men the 

freedom to give voice to their pass ion, fear, love,. and .. 

5Fleming, Arts and Ideas, p. 671. 



5 
longing." 6 A host of people professed this ~p1r1t through 

literary works. In 1827, Victor Hugo published Cromwell, 

whose preface served as "a manifesto of. Romanticism." 7 No 

other painting provided a more vivid incarnation of Romantic 

revolutionary spirit than Eugene Declaro1x 1 s Liberty Leading 

the People. This spirit, emancipated from the bondage of 

reason and scientific intellect, gained momentum and became 

ona of the primary causes of the July Revolution in 1830. 

The old line of Bourbons was overthrown and Louis Philippe _ 

began his reign as a limited monarch. In· short, society and 

cultural environment were full of enthusiasm, excitement, 

overflowing energy and even of crude sentimentalism. 

Characteristics of Romanticism 

Generally speaking, the word Romantic is sug~estive 

of vagueness, mystery and sentimentality. The origin of the 

word may _-be traced ·back to the La tin "romance", and in the 

sixteenth and seventeenth centuries, "Roma.nee" was used to 

designate the chivalrous and sentimental writing of medieval 

Italy, France, and Spain. By the turn of the nineteenth, 

century, Romant;tcism assumed different connotations and came 

to mean a spirit which was seeking a new idealized freedom 

in the expression of personalized feeling. Romanticism in 

the .nineteenth century was essentially an innovative spirit. 

6wold and Cykler, An Introduction, p. 196. -· 
7Fleming, Arts and Ide..!§., p. 633. 
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It was a revolt against convention and authority, 
whether in personal, religious, civil, or artistic 
matters. The search for individual freedom in life 
and art was its motivating force,

8
even when it was at 

the expense of formal perfection. ,9 

Individualism was one of the most conspicuous aspects of 

Romanticism and it was natural that rebellious spirit of nine

teenth century man found its vent in individualism. 

In Romantic art, much greater emphasis was placed on 

qualities of remoteness and strangeness. Walter Pater says 

in the postscript of Appreciation that the addition of a sense 

of strangeness to beauty constitutes the Romantic character 

8The visual arts are especially suffered if the artist 
sought only to express the 1•ange of his personal emotion. We 
can not find "any great quantity of sculpture, painting, or 
architecture of the Romantic period that does not tend to be
come exaggerated, irrational, or sentimental in its desire 
to appeal to the individual's free exercise of emotional res
ponse." (Wold and Cykler, An Introduction, p. 203.) 

Paul Henry Lang says that the great problem of the 
Romantic composer was the reconciliation of the Classic form 
with new mentality. He ,ar~ues that the symphony and the so
nata of the Romantic period -lacked the sense of logic and 
that these structural shortcomings were thought to be remedied 
by enriched harmony, coloristic tone color and various effects 
to shock people. The Classical composers always tried ·to view 
the whole and details existed to him only in relationship to 
the whole. On the other hand the Romantic composers preferred 
to linger over a single effect. Though Lang adds, "One can 
not, however, ma·intain this .1udgement in a general sense, for 
the dwelling on details, the harmonic, melodic, and coloristic 
refinements., enrJched music immensely, in the smaller, pre
dominanti·:;- l.yric t'orms roma.nticlsm created an art fully 
equ.al t ,0 the greatest in the past," (Paul Henry Lang, Music 
.!.~ Weit.?..r.r? C1.y 11:lza t lot:! [New York: W. W. Norton & Co., Inc., 
l-;41J, p,. 1f23~,TLang unmistakably favors Classical struc
tm,al format,ion and logic,. Whether one totally agrees with 
hls opinion or not, it is true that thematic logic is essen
tial to sonata form ar1d requires specific'ally symphonic the ... 
matic matBrial .. Most of the time the fundamental requirement 
is lacking iri tho Romantic sonata. 

9wold and Cykler, ~introduction, p. 195e 



1 

in art. He continues further, saying that the desire of beau

ty being a fixed element in every artistic organization, it 

is the addition of curiosity to this desire that constitutes 

Romantic temper. Mysticism was predomin~nt and people tried 

to aspire for eternity. 

In connection with the Romantic tendency toward 

strangeness, mention should also be made about exoticism, 

which was prevalent in that period. Merchants and business 

· men were opening up new foreign .markets and missionaries were 

venturing forth to Christianize the world and its heathen. 

From the time of ·the Crusades, the world had seemed to become 

smaller and smaller, and this illusion accelerated greatly 

in the nineteenth century. Naturally, the Oriental world was 

added to the imaginative men of the Western hemisphere. Co

lorful Japanese prints began finding their way to Europe in 

an ever-increasing number after Admiral Perry's voyage of 

1852-1854 and greatly influenced painting.IO Schopenhauer, 

one of the most influential philosopher of the nineteenth 

century, published World as Will and Idea in 1819, which was 

based on the Oriental.philosophy of the negation of will. 

"Back to Nature" became one of the most powerf~l mot

toes underlying nineteenth century escape mechanism. For that 

segment of tri,e population who lived in the cities and. dreamed 

of an idyllic 11.fe which it had no lntention of living~ casual 

lOFleming, Arts and Ideas, p. 665. 
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reading consisted of natural· image1,y and folk ballads. 11 

Nature included "malignant forces as well as magical and fan

tastic ones." 12 Weber's opera, Der Freischutz included darker 

aspects of nature such as the sinister powers of the night. 

Another interesting fact of the Romantic movement was 

nationalism. The nineteenth century being the age of indivi

dualism, a host of great men climbed to the heights through 

their own effort and confidence in their ability. .Napoleon, 

Victor Rugo, Paganini and Liszt in their lives show the ex

treme emancipation of the individual. We can understand na

tionalism in connection with individualism in that the artist 

needed a geographical sounding board, local color and a lin

guistic medium suited to his creative need. So, the champion

ship of nationalism by artists can be seen as the extension 

of individualism. 

11The poems of Will.iam Wordsworth show poet interes
ted in nature. But the poet was quite often a by-stander who 
gazed at nature with passive contemplation. Sometimes the 
impression lingers that poet could not or would not feel one 
with na tu:t1 e. The people portrayed in his poems could not be 
elevated into a symbol of purity, beauty, or cherished ideal., 
but remained only as a part of the landscape. Wordsworth, 
for all his genius failed to understand such people of nature 1 
for he was not involved in nature. His love of nature and 
longing for pastoral life seem often dreamy and airy~ (Of 
course the author does not mean his artistic attitude was ir
responsible. It was rather an inevitable result due to the 
general trend of nineteenth century Romantic spirit.) Pos
sibly that is why the poetry of., say, Robert Frost is more 
convincing and appealing than poetry of the nineteenth century 
in depicting nature and its men. Frost conceived men in 
nature as individuals who had their own personality and 
history. 

12Fleming, Arts and Ide~, p. 663. 
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The poverty of industrial workers, spurred by the 

Industrial Revolution, brought forth another social issue, 

and made people more conscious of social problems. Realism 

became a very effective means of dealing with burning issues 

of social injustice, poverty, labor, and morals. Third-Class 

Carriage by Daumier depicts the weariness and the __!_uti~J,t_y of 

the working class, and Daumier was successful in his realistic 

touches of lines and moods. Realism was not anti-Romantic. 

There were two sidos of the Romantic movement; idealism and 

realism. For both feeling was still the primary considera

tion. The only difference was that realists were more con

cerned about "a specific event that touches the lives of peo

ple."13 

Romanticism in Music 

Romanticism was an innovative spirit opposed to 

Classicism and traditional conservatism. All arts are roman

ti.c in some sense, and the culture and arts of mankind have 

pursu.ed this innovative spirit in their development with every 

step. So it ma-y be impossible and ur1necessary to place a to

tal antithesis between Classicism and Romanticism, for there 

is always an ov,erlapping and dynamic interrelation between 

them. Traditionally, and partly for the sake of convenience_ 

musicologists generally label the period of 1750-1800 as the 

13wold and Cykler, An Introduction, p. 221. 
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Classical era and that of the nineteenth century as the Ro

mantic. This division may sound reasonable when we realize 

the distinctiveness of the break which occurred in the musi

cal development of the nineteenth century. Owing to the 

striking changes in musical life of the century, we may try 

to define the characteristics of Romanticism in music with 

reference to that of the nineteenth century. 

In the Romantic period, music offers a far more effec

tive medium for artistic expression than the visual art. 

Romanticism laid emphasis on subjectivism and the artist often 

sought the expression of wider emotion at the expense of 

artistic balance. Fortunately, music enjoyed the most favor

able conditions, for it was possible for music to sustain a 

feeling of intensity which no visual art can do without be

coming exaggerated~ Music seems to be the most Romantic of 

all arts because it is the most abstract, and therefore less 

dependent upon "objective facts that often are meaningful only 

to those who have experienced their history." 14 This advan

tage gives the composer unlimited sources of musical material 

and everything could be the subject for hls creative world. 

But the excessive omphasis on indlvidu.al feeling and subjec

tivity often led nineteenth century music out of artistic 

balance and this shortcoming in the logic of thema.tic develop

ment was an inevitable result of full-blooded Romantic spirit. 

14wold and Cykler, An Introduction, p. 203. 
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Its musical ideas are sometimes not mature and refined, and· 

include crude sentimentality and overripe emotional excite

ment, which may be why we often prefer listening to Bach's 

Preludes or Mozart's Symphonies rather Wagner's operas or 

Liszt's piano works. However, the lyric spirit growing out 

of subjectivism spawned many great masterpieces peculiar to 

the nineteenth century which would have been impossible in any 

other era of music history: 

The modern [Romantic] watch word has come to be initiative 
rather than obedience, originality rather skill, indivi
duality rather than truth to universal human nature. It 
is, after all, one impulse, the impulse toward speciali
zation, that runs through all the various manifestations 
of the romantic spirit •••• 15 

In short, while the Classical masters seem to have aimed not 

at particularity of emotion and minuteness of expression, but 

at the delineation of certain broad types of feeling, Roman

ticism emphasized subjectivity and individualism. 

Another important aspect of Romantic music was a 1ite

rary orientation in music. Hoffmann, Weber, Schumann, Berlioz-., 

Liszt, Wagner, not to mention a host of their lesser contem

poraries, were men of an extensive literary and philosophical 

background, they were efficient writers, critics, po_ets, and 

playwrights. It is true that instrumental music, which. ap

peals to the people without the aid of words, was most singly 

15naniel Gregory Mason, The Romantic Composers (New 
York: Macmillan, 1919), p. ·170 
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16 important throughout the Romantic period. . At the same time, 

strangely enough, Lied, which was highly literary-oriented, 

was most successful in the nineteenth century. Schumann him

self, after a period of composing pi~no works exclusively, 

devoted himself to the composition of songs for a year. Music 

and literature enjoyed an unprecedented relationship. It is 

quite obvious that the Romantic composers., such as _Schubert, 

Brahms and Schumann, tried to reach an ideal union between 

music and poetry.17 

Tendencies to mix literature, painting, music arose 

and its result was program music, one of the most conspicuous 

traits of nineteenth century music. Program music was "ins

trumental music associated with poetic, descriptive, or even 

narrative subject matter--not by rneans of rhetorical-musical 

figures (as in the Baroque era) or by imitation of natural 

sounds and movements (as sometimes in the eighteenth century), 

16"Instrumental music, therefore, is the ideal Roman
tic art. Its de tac hmen t from the ·world, its mystery, and its 
incomparable power of suggestion which works on the mind di
rectly without the medium of works, made it dominant art, the 
one most representattve, among all the art, of the nineteenth 
century." (Donald Jay Grout, History of Western Music (W. w. 
Norton & Co., Inc., 1973), p. 540) 

17on December 15, 1830, Schu.mann wrote to his mother 
as follows~ " ••• The flame that is naturaily clear always 
gives the most light and heat. If I could blend my talent for 
poet1'y and music into one, the light wou.ld burn still clearer, 
and I ••• might go afar •••• (Robert Schumann, The Letters 
of Robert Schumann, sel. and ed. Karl Storck, t1"ans. Hannah 
Bryant (London: John Murray, 1907], p. 62.) 
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but by means of imaginative suggestion.nl8 We can easily un

derstand that program music provided a vehicle which solved. 

the conflict between the ideal of pure instrumental music and 

the strong literary orientation of the period. Instrumental 

music became an effective means for the utterance of thought 

which is ultima t ·ely beyond the power of words to express. 

Dualistic characteristics can be found not only in 

the relation between music and literature, but also in several 

other aspects. The Romantic spirit itself has dualistic 

traits. It is always a youthful movement and always emanci

pates itself from older dimensions to newer ones. For exam

Pte, "On the one hand romantic music clings to the formal 

stylistic factors of classicism, on the other it seeks to era

dicate · boundaries and arc hi tectura 1 logic.'' 19 Dua 1 ism was 

-very prevailing in the Romantic era not ·only in art but also 
~ 

in the whole of society. 20 

The nineteenth century saw a great improvement in mu

sical instruments and especially the piano, which attained 

its zenith in Romantic music. Together with the improvement 

l8arout, History of Western Music, p. 541. 
19La.ng, Music in Western Civilization, p. 816. 
20Grout explains in his Historv of Western Music (pp. 

542-545) th.at dualism may be traced in the relationship bet
ween the crowd and the individual, between professional and 
amateu1, music-maker, between man and nature, between science 
and irrational, between materialism and idealism, between 
nationalism and internatiohalism, and between tradition and 
revolution. 



of musical instruments and the skillful use of such by vir

tuso musicians; the orchestra became capable of all sorts of 

combinations, oppositions, and contrasts. Composers were in

terested in tone color and became fully aware of its impor

tance. 

Music saw a change in patronage. The rise of the mid

dle class to social and economic power was significant. Un

like their predecessors who enjoyed or depended upon the 

patronage of royal courts or churches, 11 the romantic artist 

depended on hi~ ability to arouse the interest of a greater 

public--the common people and consequently were influenced 

by public taste." 21 Successful Romantic composers in general 

came to be honored members of society, often gathering abun

dant funds for their efforts. There remained to the Romantic 

composer tha task of reconciling himself with the general pub

lic since the composer served either himself and/or the gene- · 

ral public. 

21wol~ and Cykler, An Introduction, p. 197. 

' 



CHAPTER II 

DUALISM OF ROBERT SCHUMANN 

Robert Alexander Schumann was born on June 8, 1810, 

at Zwickau in Saxony and was buried in Bonn two days after his 

death on July 29, 1856. Several months before Schumann's 

birth, King Jerome Bonaparte was quartered in Zwickau. At 

that same time, Napoleon was swaying the whole of Europe. 

Schumann spent his boyhood and early youth in the midst of 

the yearning and conflicting spirit of Romantic period. 

There were some pecularities in the Romantic movement 

in Germany. It was not only a reaction against the Classical 

tradition, but also a war against Francel and a revolt against 

Catholism. 2 Schumann matured in tumultuous social upsurge, 

and it is natural that his life s~ory was a vivid and pathetic 

1In Germany, nationalism played one of the most impor
tant .roles in the Romantic movement. Revived Gothic style 
was a vision of past national glory associated with Charle
magne and Karl der Grosse. "The past thus played _an impor
tant role in the nineteenth century revival of German power, 
based as it was on the memory of an empire dominated by the 
north. Stung into action by its .abolition under Napoleon, 
German nationalism fermented du~ing the nineteenth century 
until it matured into the heavy wine of Bismarck's s ta te·sman-
s hip, the aroma of which reminded Teutonic connoisseurs of 
the heroic bouquet of such ancient vintages as those of At
tila, Alaric, and Frederick Barbarossa." (Fleming, Arts and 
Ide as , p • 66 9 • ) 

2"The air was full of controversies and enthusiasm •• 
• • The new Protestantism issued its manifestoes and directed 
1 ts campaign." (Sir Henry Had ow, Studies in Modern Music, 
vol. 1 [New York: Macmillan, 1893-94], pp. 151-152.) 

15 
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document of the Romantic movement; his personality was a mani

festo of Romanticism. 

We discussed previously that dualism was an 1ntegra1 

part of Romanti.cisrri and in Schumann dualistic traits appeared 

both in his personality and his creative activities.3 The 

study of Schumann's dualistic tendencies is important in un

derstanding him as a man and as a musician. His dualism will 

be presented from four different angles. 

Florestan and Eusebius 

Quite often, in Schumann's articles for the Neue 

Zeitshrift fur Musik, in his letters, and even in the musical 

mottoes in his pieces, Schumann used the imaginary characters, 

Florestan and Eusebius. 

Eusebius's mildness, Florestan's ire--
I can give thee, at will, my tears or my fire, 
For my soul by turns two spirits possess--
The· spirits of joy and of bitterness. 

(From Schumann·• s verses to his wife Clara) 

Florestan is gay, enthusiastic and optimistic, while Eusebius 

is pensive, dreaming and pessimistic. These two characters 

may safely be interpreted as the two opposite poles o~ per

sonality which are recognizable in every human being. Some

times, Schumann spoke with the exhilarating voice of Flores

tan; then suddenly his voice would assume_ the morbidity of 

3The predominant dualism of the Romantic period was 
not the only factor that influenced Schumann's dualism, As 
human beings and social animals, we can not escape the in
fluence of the society and culture to which we belong. Schu
man was no exception. 
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Eusebius. Although all of us have this dualistic tend_.ency., 

in Schumann's case it was extreme. He was "a creature of 

moods, plunged in a day from heights of joy into abysses of 

melancholy. n4 

In Schumann's letters to his mother, we can easily 

discern the moodiness of his character. Here is an excerpt 

from his letter written on May 15, 1830: 

••• And so I potter along, like all young, impulsive 
people, I make the mistake of trying to be everything 
at once, and this only complicate my work and unsettle 
my mind. But as I ~row old I shall be calmer and more 
level-headed •••• 

Here we see the youthful wisdom of Robert Schumann who was keen

ly aware of his moodiness and tried to be "level-headed"• He 

wrote to Heinrich Dorn on September 14, 1836 that Florestan 

and Eusebius formed his dual nature. He continued to say 

that he would like to melt them into the perfect man, Raro. 

But more often we come across Schumann who was excited and 

happy but next moment becam~ so miserable that he almost felt 

like "putting a bullet through his head." 6 Consider the 

excerpts from his letters to his mother, comparing the moods: 

You write as youthfully as my own Jean Paul in this 
letter; every word is a flower. If the glorious time 
in which we .live, in which e·ven greybeards renew their 
youth, does not quite eclipse the star of art, ••• 
Your indirect invitation for New Year's Eve is more 

4Mason, Romantic Composers, vol. 1, P• 107 • 

5schumann, The Letters of Robert Schumann, P• 64. 
6 Ibid. , p. 69. 
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inviting than any other request or demand for my pre
sence •••• I shall perhaps fly over for a few minutes, 
and play you a few pranks, like a zephyr in winter. Until 
then, hang up this picture of me. (Written on December 
15, 1830.)7 · 

••• I am often heavy, dull, and disagreeable; my laugh
ter is of sardonic order, and there is hardly a trace of 
my heartiness and enthusiasm. You will not enjoy my com
pany at Christmas. (Written on November 15, 1830. )8 

In Schumann, the spirit of Florestan and that of Euse-

bius dwelt side by side, but they seldom transcended their own 

spheres and reached a higher realm of ideal transfiguration or 

combination. Jean Paul Richter formulated the rule of con

duct which guided the German Romanticists as follows: 

••• The first way of reaching the heights is to pene
trate so far beyond the clouds of life that you see 
wolves' den, the charnel-houses and the lightening con
ductors far below you, diminished to the proportions of 
a miniature Dutch garden. The second is to fall right 
down into a furrow that when you peer out of your warm 
lark's nest you see nothing of the dens, charnel-houses, 
and li~htening conductors, but only the ears of corn, 
each of which forms a tree for the nesting-bird, a shel
ter from the sun and rain. Finally, the third, which I 
think both the hardest and the wisest, is to practise 
the two methods alternatively."9 

His .followers practised their art in the tfclouds" and lived 

thet1, daily lives in the· "furrow". Quite often their lives 

and artistic creativity suffered from a lack of reality and 

qegenerated into ironical mimickery. In Schumann, Florestan 

and Euseb:tus "alternate" with each other, but they could not 

reach a diminsion where his feet, as Goethe remarked, were 

?Schumann, The Letters of ~t Schumann, pp. 60, 62. 

B Ib id • , p • 6 0 • 

9 Ib 1 d • , p • 4. 
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firmly placed on solid endurin~ earth, while his forehead 

touched the stars. Even though Schumann always aimed at .· 

blending the two characters into the loftier unity to which 

he gave the name Raro, this acknowledged ideal was .rarely 

attained. This is similar to movement in Hegelian dialectic. 

Hegel states: 

By reason of the nature of the method which has been 
demonstrated the science is seen to be a circle which 
returns upon itself, for meditation bends back its end 
into its beginning or simple ground. Further, this 
circle is a circle of circles; for each member, being 
inspired by the method, is intro-reflection which~ 
returning to the beginning, is at the same time the 
beginning of a new member.lo 

Some may attribute his life-long melancholy11 and 

tragic death in an asylum to the hereditary mental illness in 

Schumann's family. But more emphasis should be placed on 

Schumann's wandering soul which could never anchor the relent.,:; 

less ship of conflicting spirits Florestan and Eus~bius at one 

spiritual harbor. Schumann was too human and full-blooded to 

subject himselr to a total negation of both personalities and 

reach a refined sniritual realm in which he could control his -~ 

conflicttng emotion and attain an ideal union of sympathy and 

10Ge or g e Hege 1, Science of Log 1 c , trans • W. H. · John
s t0n and L. G._ Strutcher (New York: !Jf;.acmillan, , 1929), vol. 2, 
p. 484. . · · 

11schumann dreaded the tendency toward melancholy and 
mental distir.rbance even when he was most sober, calm. and wise 
in his youthful days. " •• ~ I must really give up dabbling 
in many things, and aim at excellence in one. · My succe.ss, 
depends chiefly on my power to live a persfstently cle~n; . 
sober, and reputable life. If I hold fast by thts, my_ gen~us 
• • • will not desert me. (Schumann, The Letters of Robert 
Sch_umann, p. 64.) 
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empathy in his creative works. 

Listening to Schumann's music, one is impressed by 

the overflowing emotion and is moved by the vivid portrayal 

of a conflicting soul. But his music often lacks the uni

versality of spiritual empathy which can be achieved only by 

union rather than superimposition. Still, his music has 

been appreciated for a century and a half. The reason could 

be that Schumann's overwhelming emotion and highly personal 

approach to artistic creation leads one into sympathy with 

his tormented spirit. The beauty of his music appeals direct

ly to the heart and now and then we identify our own emotion 

with that of Schumann's. Dualistic characteristics in Schu

mann had, therefore, advantages and disadvantages concurrent

ly. However, the advantages are more important than the dis

advantages in that we cherish his music because of his per

sonal lyricism embodied by a Romantic spirit. 

His (Schumann's] spirit ••• is essentially human. No 
composer is more companionable, more ready to respond 
to any word and sympathize with emotion. There are times 
in which we feel that Bach is too remote, Beethoven too 
great, Chopin too pessimistic; but we can always turn to 
to Schumann with the certainty that somewhere in his work 
we shall find satisfaction.12 · 

Schumann's Enthusiastic Homage to Bach 

All arts reach their best ideal only when they com

bine the intellectual and the emotional parameters and then 

transcend to a higher level. Conservative Classic art over-

12Hadow, Studies in Modern Music, vol. 1, P• 218. 
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emphasized the cool intellect of reason, while Romantic art, 

as a reaction to Classicism, often went to the other extrema·-� 

and became exaggerated, distorted, or lost its aesthetic 

balance. Both failed to achieve the ideal combination of 

intellect and feeling which is probably best menifested in 

the music of J. s. Bach, such as the Mass in B-minor. 

Schumann paid great respect to Bach and he "dissected" 

Bach's We 11-Tempered Clavichord thoroughly •13 He said that 

Bach's music was his daily bread. He wrote to Keferstein: 

I myself confess my sins daily to this mighty one, ana
14endeavour to purify and strengthen myself through him. 

In 1831, he wrote as follows: 

• • •  Bach was a thorough man. There is_nothing sickly 
or stunted about him, and his works seem written for 
eternlty. i.5 

Schumann wrote several fugal pieces for piano and organ: Op. 

56, Op. 58, Op. 60, Op. 72 .and Op. 126. In Op. 60, Schu- · 

mann used B-A-C-H as germinal mus·ical notes for six fugues. 

The Romantic yearning for the past which animated 

literary me.n in Germany led Romantic composers to Bach and to 

the forms and materials of the Baroque period. Mendelssohn's 

pe-rformance of the Passion According to St. Matthew in 1829

-·------·----

13 11• • • }!odern music, with 1 ts intricacies, 1 ts poet� 
ry and humor, has its .origin chiefly in Bach • • • • Had B13;ch 
written nothtnCT but Wohltemperiertes Kla-vier, he would still be
worth a hundred of Kuhnau. In fact, I consider Bach to be
quite unapproachable, immeasurable by ordinary standers. •• • 11 (Schumann, The Letters of Robert Schumann, p. 135.)

14Mason, Romantic Comeosers, p. 145.

l5Ibid. 
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was a historic event. Schumann acknowledged the supreme 

lmportance of the study of Baroque polyphony. Furthermore,. 

Schumann tried to find in Bach an invaluable antidote for his 

wayward, youthful subjectivism. Throughout his pie_ces poly

phonic tendencies may be seen. Schumann's polyphonic ha.bit 

of mind was shown clearly in opuses 13 and l.4. Mr. Mason says 

this tendency is noticeable in his Impromptus (Op. 4). We can 

realize that his instinct for counterpoint provided a valu- 

able power to vitalize Schumann's musical tissue especially 

in the fugato of the finale of Op. 5 • 

. • • the fugato ••• with its bold contour and its 
steadily cumulative sonority and thematic interest, and 
with its striking stretto, not only give evidence of 
minute study, but is a far from unskillful imitation 
of a great mode1.l6 

But his Or~rnn Fuq:ues on B-A-C-H is abundant with those inver

sions and retrogression of themes dear to academic men. 

Learning then becomes baneful, music degenerates into a pedan

tic exercise. In the author's mind Schumann often overuses 

or abuses special artistic devices such as sequence, inver

sion and canon, and fell easily into tedious mannerism. 

Despite his enthusiasm for Bach's polyphony, contra

puntal writing was not in Schumann's natural domain. His 

overflowing lyricism overshadowed contrapuntal concepts of 

musical texture. Schumann could not see Bach in the latter's 

own terms, but in that "fantastic-mystic twilight which for 

· the romanticist enveloped polyphony •••• We might repeat 

16~fason, Ro?Jlantic Compos!}rs, p., 147. 
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that as in the poetry, whatever value we discern in this poly

phony is of romantic origin." 17 At most, intellectual ele~

ment and romantic and emotional spirit lay side by side, but 

they seldom mixed together to attain a higher aesthetic dimen

sion. One fact in the never-ceasing conflict of Schumann's 

soul which affects the author was his failure in fully under

standine the essence of Bach's music, and furthermore the 

ideal combination of Apollonian and Dionysian worlds. 

Music and Literature in Schumann's 
Creative ~,,for ld 

Until the Romantic period, musicians were less edu

cated and their cultural interest shallow and narrow compared 

with people in other domains of the arts (painters, poets, 

etc.). Music in nature is the most abstract among all arts 

and musicians had generally been isolated from the current 

stream of social and cultural environment. Music has often 

been the last art to catch up with current trends, while 

literature the first and maybe visual art the second. The 

musician's interest outside music was not strong and generally 

he was not enthusiast'tc enough to grasp fully the significance 

of large events in social and cultural movements of his time. 

This tendency became less conspicuous when society and cul

ture became more and more complex. In the Romantic era, the 

composer needed to be involved with social happening; he 

17Lang, Music in Western Civilization, P• 805. 
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could not appeal to the people to whom he addressed himself 

unless he broke the isolating shell of his own forlorn world 

and was ready and willing to be involved with the cultural 

environment and to understand social trends. 

Thus in the Romantic period, composers became more 

involved with their environment and Liszt, Wagner and Berlioz, 

not to mention a host of musicians with a wide range of 

cultural and social interest, were significant also in literary 

activities. In journalism, Schumann's creative energy found 

another effective channel, as well as in composition. Schu-
•• mann's musical criticism in the Neue Zeitshrtft fur Musik 

shows his genius in the literary field and also his endeavour 

to unite musical and literary wo11 lds. Another dualism! 

Schumann was dissatisfied with the state of criticism. 

Critics wore unable to evaluate music competently and quite 

often there was the lack of contact between musician and 

critic. Schumann deplored the gulf between music1.ans and 

average men. So young Schumann and his friends planned a 

musical magazine through which they could change the deplorable 

situation. The result of their effort was the Neue Zeitshrift 

fiir Musik. The magazine founded on April 3, 1834, was a four

paged square quarto and was published twice a week. It was 

devoted entirely to musical criticism and musical polemics. 

At the be~inning, Schumann, Wieck, Schunke, and Knorr were its 

editors, but within a year after its first publication the 

other three except Schunmnn resigned the editorship. Although 
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any obstacles which tended ·to interrupt his musical develop

ment were fated to be discardea,18 Schumann took sole charge 

of the editorship of the magazine until 184l~. His last arti

cle in the Neue Zeitshrift fur Musik was "Neue Bab..nen" in 

1853, in which Schumann acclaimed ·Brahms as a genius. 

The contributors all took their tone from Fle~el

jahre, a grostesque and sarcastic work written by Jean Paul 

Richter, Schumann's literary hero.19 They filled their 

essays "with a motly procession of jokes and metaphors, sar

castic, jostlin~ sentimentalism, and burlesque treading on 

the heels of poetry.n20 Here and there we can find Schumann's 

18"with the Zeitshrift, meanwhile, many an event of 
my inner and outer life will have been made known to vou. 
Basically I am very happy in my sphere of activity; b;t if 
only I could throw away the journal completely, llve com
pletely as an artist for music, not have to occupy myself 
with so many trivialities, which editorial work necessarily 
requires; only then would I be completely at home, within 
myself and within the world. Perhaps the future still will 
bring this, and then there will be only symphonles by ma 
to be edited and heard." (Robert Schumann, Robert Schumann 
Briefe, ed. J. Gustav Jansen (Leipzig: Breitkopf und H§rtel, 
1904], p. 153, quoted in Thomas Allen Brown, The Aesthetics 
of Robert Schumann, p. Sl.) 

19schumann often recognized his great debt to Richter 
in his letters. "I often ask myself what would become of me 
if I had never known Jean Paul: in one respect at any rate he 
seems to have an affinity with me, for I foresaw him •••• 
Perhaps I would have written the same kind of poetry ••• 
but I would have withdrawn myself less from other people and 
dreamt less. I cannot decide, really, what would have become 

.. " ( of me, the problem is irr.possible to work out. Robert 
Schumann, quoted and trans. in Robert L. Jacobs, "Schumann 
and Jean Paul", ~usic and Letters, XXX (1949], 251.) 

20Hadow, Studies in Modern Music, P• 162. 
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humor spiced with generosity and humanism. He frequently 

used nicknames, and imaginary ones out of his own creation •. 

Mendelssohn became "Felix Martis" and Clara "Chiarina". Some 

examples from Mus :le and Musicians by Schumann are: . 

Eusebius dropped by one evening •••• He entered 
quietly, his pale features brightened by that enigmatic 
smile with which he likes to excite curiosity. Florestan 
and I were seated at the piano •••• there was a sur
prise ln store even for him. 1:li th the words, "Ha ts 
off, gentlemen, a genius!" Eusebius spread out before 
us a piece of music. 

It's a naughty, of course, but also delightful that 
Leporello should eavesdropping--laughing and mocking 
from behind the bushes; that oboes and clarinets should 
forth their charming seduction, and that B flat major, 
in full bloom, should signal the first amarous kiss. 
But all the is nothin~ compared with the last movement-
is there wine left, Julius? ••• 21 

Musicians in general, as mentioned earlier, had been 

taught to conceive and perceive everything in terms of music. 

Music, the . most abstract of all arts, requires utmost con

centration into a single channel and naturally the musician's 

interest outside the sphere of music was casual, shallow and 

narrow. Some might thlnk that Schumann's editorshlp of the 

Neue Zeitshrift distracted his composition. The author con

tends that there are ~arious ways through which genius can 

be embodied beautifully. Even though there oxists an essen

tial and inborn difference between music and literatura, . both 

musicians and literary men aspire to atta1n everlasting beau

ty and universal truth in their creation. Consequently Schu-

21Robert Schumann, "An Opus 211
, The Musi(al World of 

Robert Schumann, ed. and annov. Henry Pleasants New York: 
St. Martin's Press, 1965), pp. 15-16. 
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mann's simultaneous editorship and composition may actually 

have complemented each other. This statement becomes more 

persuasive when we realize that "there are some natures which 

work best when forging ahead with full steam on."22 Even 

though Schumann's health failed early because he divided his 

creative energy into both composition and the Neue Zeitshrift 

fiir Musik, and his physical and mental energy ware exhausted 

tragically, he could not help it, for he was destined to be 

a Romantic to the core. 

Society and Solitude 

We have discussed Schumann's dualism in his devotion 

to both journalism and composition. In connection with this 

is the Davidsbundler. The foundation of the Davidsbund was 

a result of the Neue Zeitshrift. It was a brotherhood, a 

"secret society gathered together for , the propagation of new 

ideas by ardor and genius of one man. 11 23 The organization 

provided Schumann an effective medium throuf;h which he could 

carry on debates and express his views. Here is an excerpt 

from an address given by Schumann at the seventh annual 

meeting of the Davidsbund, in 1841: 

name [Davidsbund] should remind us of the eter
nal sacred union of poetry and music ••• it shall remind 
us that the lan~uage of a spiritual world may not be 
depreciated in order to flatter that baser side of man 
and to gild and embroider the objectionable. 

• • • This 

22Annie w. Patterson, Schumann (London: J.M. Dent 
and Sons, 1903), p. 169. 

23Hadow, Studies in Modern Music, vol. 1, P• 163. 
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Everyone who is given a voice may raise it according to 
his insight, when judgin~ achievements as well as when 
speaking about things to be accomplished. We do not 
intend to honor a famous man nor burn incense before a 
work which has become part of the daily agenda, but to 
promote art, to take care of its holy temple here, and 
to expel bJ whipping a bunch of salesmen and money 
changers.2r+ 

It lasted for many years as a living reality, all members of 

which except the founder were fictitious. About the Davidsbund, 

Schumann wrote to Dorn that it was a purely abstract and 

romantic society. The members of the Davidsbundler were 

Florestan, Eusebius, Rare and Jonathan, and others which 

Schumann created out of his fancy. They were represented as 

"marching against the Philistines and gloriously overcomin~ 

Goliath, in the person of old German Grossvatertanz."25 The 

idea of Davidsbund was obviously drawn from Scripture and had 

its origin in David who was thou~ht divine and a symbol of 

truth and purity who fought against the Philistines. The sym

bolism extended, the fight of the Davidsbundler against the 

Philistines can be interpreted as the conflict between truth 

and evil, between wisdom and ignorance, between the spiritual 

and the material, and perhaps between Classical conservatism 

and the Romantic revolutionary spirit. 

Schumann treated the characters of Davidsbund as if 

they were real and concrete. He withdrew more and more into 

24Robert Schumann, quoted in F. __ Gustav Jansen, Die · 
Q.avidsbunc1ler (Leipzig: Breipkopt und Hartel, 1904), PPo 36-
37, quoted in Brown The Aesthetics of Ro~ert Schumann, PP• 
59-60. , - . 

25Hadow, Studies i~ Modern Music, vol, 1, P• 163. 
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the world of fantasy and became isolated from the reality of 

his surroundings. Once, his friend Henrietta Voigt and he 

spent two hours in absolute silence and at the departure of 

Voigt, Schumann told his friend that now .they had . come _ to a 

true understanding of each other. 

Schumann wrote as follows when he was still in his 

teens: 

Like a Greek god, the artist should have friendly 
association with men and with life; and only when they 
dare to touch him sgould he vanish, leaving nothing 
but clouds behind.~ 

In this somewhat hazy utterance one can sense Schumann's 

morbidity and tendency to . withdraw from reality. Even though 

Schumann contends that an artist must not disassociate him

self from the outside world because the world is one of his 

greatest sources of inspiration, Schumann, by nature, was 

retiring and inarticulate wtth his contemporaries. 

Preferring contemplation, he would rather write than 
talk. Because of this, he is compelled to defend the 
benefits of solitude. For Schumann, the source of 
solitude lies within ourselves; it is not simply a 
physical circumstance, although solitude is more easily 
achieved when one is detached fro~ his surroundings. 
Furthermore, solitude does not mean simply a sense of 
being alone, but rather a feeling of self-sufficiency 
and independence of mind.27 

As years progressed this tendency ran to extremes, and his 

26Robert Haven Schauffler, Florestan: The Life and 
Work of Robert Schumann (New York: Henry Holt and Company, 
l 946 ) , p • 112 • 

32-33. 
27Brown, The Aesthetics of Robert Schumann, PP• 
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mind turned toward that "Undiscovered Country on the borders 

of which he spent his later years." 2 8 

In conclusion, four aspects of Schumann's · dualistic 

tendencies have been discussed. First, the dualistic trait 

of his personality: the wandering soul, in which Florestan 

and Eusebius were conflicting relentlessly; secondly, the 

dualistic relationship between his great homage to the contra

puntal technique of Bach and his own overflowing lyricism; 

thirdly, his creative devotion both to literature and music; 

fourthly, the conflict between the need for both the world 

and solitude for his creative world. In every case., Schumann 

could not attain the ideal combination of both sides and 

failed to transcend to a higher level of aesthetic achieve

ment. One can not emphasize enough the importance in realizing 

that Schumann's personality and approach to music stennned 

from dualistic traits shown in his life and in his creative 

works. 

28H~dow, Studies in Modern Husic, vol~ l, p. 164. 



CHAPTER III 

COMPARISON OF ROBERT SCHUMANN WITH OTHER APPROXIMATELY 

CONTEMPORANEOUS COMPOSERS 

It is true that an artist has his own personal messages 

and expresses them through the medium of style accepted in his 

age. He has something in common with his contemporaries. 

Leonardo da Vinci derived much of his humanism from the Renais

sance spirit of his day; Wagner's operas could not have been 

possible without the pervailing nationalism in nineteenth cen

tury Germany. 1 One must not fortet, however, that individual 

personality can cause differences within a certain style. 

Every great creative artist leaves the stamp of his own per

sonallty and ideals on his art. For example, Bach and Handel 

lived in the same period, but because of their different per

sonalities they created totally different musical worlds. 

The author contends that comparison of Schumann with 

other approximately contemporaneous composers is helpful in 

the understanding each of them. Furthermore, the essence of 

Schumann, both in his personality and wot'k, will be sought by 

the comparison. 

Mozart and Schumann 

Mozart was essentialiy a Classicist, but in the last 

1wold and Cykler, An Introduction, P• J. 
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decade of his life he produced symphonies and operas which 

seem to the author to be more Romantic than Classic in their 

spirit. Here, emphasis lies on Mozart's last decade of life, 

rather than arguing whether Mozart was a Classicist or Roman

ticist. 

Mozart embodied in his works the Classical ideal of 

objectivity and balance. Because he conveyed the aloofness 

and reticence of Classicism, it is difficult to realize the 

personal tragedy that haunted most of Mozart's short life. 

One of the most important characteristics of Mozart's music 

is that lyricism is employed for personal detachment, the 

listener never being conscious of the personal Mozart, only 

of musical spirit, and the personification of abstract and 

generalized youthfulness. 

What could be more Greek, . more celestially remote, than 
G minor Symphony •••• What could be less a detailed 
biography of a hero, more an ideal sublimation of his 
essential character than Jupiter Syynphonx? And even 
in such a deeply emotional conception as the introduc
tion top-major Quartet, can we label any spe~ific 
emotion? Can you point to measures and say, Here is 
grief; here is disappointment; here is requited love?" 2 

Schumann, on _the other hand, expressed his own per

sonal feeling in his works and appears to us vividly in per~ 

son. Every piece tells a story of his life: his co~panions, 

love, conflicts, bliss, trips, etc. His lyricism directly 

stems from subjectivism and it is more specific and less 

generalized than that of Mozart. 

2Mason, Romantic Composers, P• 15. 
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Mozart's most mature �usic was written during the last 

decade of his life as a resident of Vienna. In opera, Mozart's 

musical cosmopolitanism found its widest scope where the end 

less variety of tragic and comic situations were explored in 

their boundless humanity.) His power of characterization was 

significant, Mozart realizing opera as a drama in music, not 

a drama with music. His operas were the sublimation of his 

creativity and no great quantity of operas in our history of 

music are as excellent as Don Giovanni and Marriage of Fi�aro. 

In his operas, Mozart combined Classical organization with 

dramatic intensity. 4

Schumann was never comfortable with opera composition. 

For example, Genoveva lacks dramatic intensity and organization. 

We cherish Schumann because of his piano works and songs of 

personal lyricism and humanity. His operas which he turned 

his attention later in hls life, were far from being a sublima

tion of his artistic creativity and endeavours. Schumann, 

who naturally leaned toward passion and emotion, often failed 

to exercise a oense of dramatic balance and unity in opera. 

Furthermore, his dramatization of characters and situations 

fall into loo3e and tedious mannerism. Rather a tone-poet than 

3 11 Every possible amorous situation is explored with
objectivity, deep psychological insight, �ood humor, and warm
understanding." (Lang, Music in Western Ci 11ilization, 
p. 588.) -

4 11 His [Mozart'sJ emotional range is enormous • • • yet
all takes place within an ordered framework and nothing ever 
gets out of hand." (Ibid.) 
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a dramat1st, Schumann's operas did not attain the power of 

universality for which Mozart's are cherished. 

Both Mozart and Schumann had trememdous melodic inven

tiveness. But whereas Mozart took a small motive and developed 

it in various ways, Schumann's themes are rather complete in 

themselves, and gave the composer less opportunity to unfold 

his musical ideas. Mozart's music has variety and shades of 

delicate musical lines, while Schumann, with all his touching 

lyricism and personal humanism, often is guilty of overdoses 

of repetitious thematic material without inventive metamor

phosis. 

Beethoven and Schumann 

"Because of his increasing deafness," say ii'lo:}.d and 

Cykler,5 "Beethoven was forced to abandon his concert career 

and to accept his fate as a composer." - They add, "'-·That per

formance could have accomplished in personal expression now 

must find voice only through composition. Beethoven's works 

now became the vehicle for individualized personal expression." 

This seemingly profound statement reminds us of Schumann's 

fatal accident. He lamed the fourth finger of his right hand, 

Which motivated him to devote himself more serlously to com-
' 

Position than ever before. Beethoven's deafness is significant 

in that it led him to draw his musical genius into the core 

of his stru~~ling soul. In his last pieces, Beethoven dwelt 

5wold and Cykler, An Introduction, p. 206. 

/ 
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in a cosmos of sublime beauty constantly struggling and 

searching. He was listening to an inner voice uttering from 

the universe unheard by most of us. Converying romanticism 

through abstract beauty, Beethoven's late pieces contain 

philosophical connotations not easily accessible to many 

people. 

Beethoven's life may be summoned up as a struggle 

against fate and his music, its manifesto. His strong will

and heroism sometimes become repelling even when we fully 

realize the importance and greatness of his music. His music 

conveys a majestic strong will-power against fate and 

temporariness. When this tendency becomes extreme, it sounds 

dogmatic and the impression is that he forces us to surrender 

to his will and agree with his spirit. Reviewing our history 

of music, there have been two quite different streams con

cerning the aesthetics of composers. One line believes that 

artistic intuition is much more important than intellectuality, 

while the other line eMphasizes intellectual and philosophical 

content in music. Obviously Beethoven's musical world was 

significant propaganda for the latter line. 

In every note and every word of Beethoven ••• erect and 
proud majesty of soul spoke with convincin� assuredness 
••• the ITIUsic was the incarnation of strength and 
intergrity •••• In his idealism he �dentified himself 
with the point of gravity of his period, which stood for 
a friendly progress toward the realization of dignity, 
freedom, and b�nuty of man, w�ic h  it palpably believed
capable of achievement. • • • 

6Lang, Music in •:festern Civilization, PP• 750-751.



Schumann cherished the intuitive function of the 

artistic genius, and was not drawn to intellectual or philo

sophical tendencies. Although in his Davidsbund he fought 

against the Philistines and conservatism, his interest remained 

always in a personal realm and resided in the first line of 

the two differing aesthetic points of view. Can one find 

strong will power in Schumann's Papillons, Carnaval, or Spring 

Symphonl? The heavy, thick chords in the lower register of 

the piano, which are so abundant in Beethoven's pieces, are 

suggestive of his musical temperament. On the other hand, 

Schumann's figuration is rather ramifying and whimsical, 

pouring forth from his personal vein of lyricism. As concerns 

musical aesthetics, these two composers stoo~ in totally 

different streams.7 

Mendelssohn and Schumann 

Mendelssohn's objectivity was a guidin~ force in his 

discreet Romantic musical world. He was not comfortable with 

unbounded exhibitions of deep feeling. Even though he showed 

unmistalrnbly the Romantic interest of illustration in his 

Midsummer Night's Dream, Scotch Syn1Phony, Italian Sym-nhony, 

and Hebrides Overture, he was less characteric of his period 

than any of his contemporaries. 

7several other differences between these two composers 
may be traced: for example, the differences in their logic of 
thematic develoument in the association of words with their 
music, etc. But the;e are of minor importance compared to the 
difference found between their basic aesthetics discussed in 
the text" 
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Artistic creation originates from an interplay of 
unconscious and conscious building force •• s • In 
Mendelssohn the conscious element~are conspicuous 
••• for him an artistic understanding with prevailing 
social order was an emotional necessity.~ 

Schumann, on the other hand, rebelled against tradi

tion and his music abounds in conflict spiced with warm and 

youthful humanism. Schumann chose an artistic road quite 

different from that of Mendelssohn. To him the pursuit of 

problems and conflicts of emotions were indispensable; he was 

a full-blooded Romantic to the core. 

Once the two musicians became acquainted with each 

other at the Wieck's, a warm friendship ensued. Schumann was 

fascinated with the charm and neatness of his friend's per

sonality. When Mendelssohn made his debut as conductor of the 

Gewandhaus concerts, Schumann reported it with an enthusiasm 

peculiar to him: 

In the first movement there flew to him a hundred ears • 
• • • It was a joy to see how, with his eye, shaded in 
advance the spiritual sinuosities of the compositions, 
from the most delicate to the strongest. How unlike 
the conductors one sometimes comes across, who threaten 
to beat up with their scepters the score, the orchestra, 
and the audicnce.9 . 

When Schumann wrote of the Piano Concerto, No. 2, by Mendels

sohn, ~e compared him with Mozart and even with Beethoven: 

Let us enjoy the fleeting, cheerful ~ift! It resembles 
one of those works thrown off by the older masters which 
recuperatin~ from one of their greater exertions. Our 
younger masfer will certainly not forget how the older 

B1ang, Music in Western Civilization, PP• 810-811. 

9schauffler, Florestan, p. ~9~ 
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ones would suddenly emerge with something magnificent 
--Mozart Concerto in D minor, Beethoven'~ in- n.10 

To the author it seems that ·Classical-bred Mendelssohn 

did not pay the same respect and enthusiasm to Schumann as 

the latter did to him. Nowadays Schumann is considered to 

have been much further ahead in understanding the streams of 

Romantic art than Mendelssohn, but at the time, the situation 

was quite opposite. Mendelssohn, who was "born out of due time 

in an age of Romanticism, 11 11 was incapable of understanding 

the essence of revolutionary movement which was manifested so 

eloquently by Schumann. Even though Mendelssohn excelled in 

the "nicety of touch", "refinement of thought", and "perfec

tton of finish", 12 he could not properly value the great 

emotional vividness and profundity contained in his friend's 

musi~. Mendelssohn's conservatism could never fully compre

hend the significance of the messages which Schumann poured 

out of life-soul into music and journalism. 

Schubert and Schumann 

It has often been mentioned that Bach's music was the 

ideal fusion of Apollonian and Dionysian worlds. 13 After 

10s chumann, The Musical _}fo'.£_ld of Robert Schumann, 
p. 151. 

llschauffler, Florestan, p. 89. · 

12Hadow, Studies in Modern Music, P• 165. 

13Frank Boehnlein, Handbook or · Mus~cianship in the 
Contemnorary Classroom, manuscript, pp. 113. 
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Bach, from the historical point of view, Beethoven began as 

a Dionysian lyricist; then, in his great st~ing quartets and 

last three piano sonatas, he attained the ideal concentration 

of both spheres.14 Both Schubert and Schumann remained 

faithful to the lyrical side throughout their lives. But the 

lyricism of Schubert and that of $chun1ann differed. Realizing 

that essential difference between these two musicians may help 

to understand Schumann's personality and the characteristics 

of his music. 

It was Schumann who discovered the manuscript of 

Schubert's C-major Symphonx. In 1840, he wrote an article 

about this symphony in the Neue Zeitshrift: 

Here, beside sheer mu~ical mastery of the technique of 
composition is life in every fiber, colour in the finest 
shadings, meaning everywhere, the acutest etching of. 
detail, and all flooded with a romanticism which we 
have encountered elsewhere in Franz Schubert.15 

Regardless of Schumann's enthusiasm of Schubert's 

music, there existed an essential difference between them. 

Melody in Schubert's music is sweet, tender and beautiful. 

His lyricism is full of originality poured out of a romantic 

14stravinsky, in a review of Beethoven's quartets in 
September, 1968 issue of the New York Review of Books, wrote 
as follows: 

"These quartets are my highest articles of musical belief 
••• as indispensable to the ways and meanings of art, as 
a musician of my era thinks of art and has tried to learn 
it, as temperature is to life. There are a triumph over 
tempera 1 i ty, too. • • • " 

15schumann, The Mus1.cal World of Robert Schumann, 
p. 165. 
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vein. But we can not help the impression that his lyricism 

did not always possess profound depth, and sometimes it was 

void and transparent. Schumann, on the other hand, poured 

into his music his overflowing emotion in flesh and blood. 

He was more nervous, responsive, reflective and sensuous than 

Schubert. His lyricism often sound crude and raw. It some

times lacks sparkling originality, but it implores one to 

have sincere sympathy with the composer's innermost being-

his soul. 

No other Rom~ntic composer was more eloquent in 

believing "art for art's sake" than Schubert. Unlike Schumann 

· and most Romantic composers, literary activ-ities never draw 

great attention from Schubert. His life was music; melody, 

harmony, artd a lyric spirit. 

Chopin and Schumann 

In Chopin's music we come across upsurge, a stormy 

thunder of lyricism. However, Schumann's emotion is more 

personal than Chopin's. Listening to Schumann, it seerns as 

i.f one can visualize the Schumann who suffered, struggled, 

and stumbled in his li.fe and whose life was filled w~th anxie

ty, bliss, and despair simultanesouly. The person Schumann, 

whose life abounded in pathetic repetition of trial and error 

and more importantly, who chose it, is portrayed everywhere 

in his music. Chopin's emotion, on the other hand, was more 

detached, controlled and reftned. 



A difference exists between the harmonic schemes of 

the two composers. Both preferred to weave their musical 

texture with meaningful dissonances. In harmonic organiza

tion Chopin's dissonances assume abstract delicacy, .while 

Schumann's dissonances are more direct. His harmony is more 

personal than Chopin's: 

••• While Chopin, more fastiduously delicate, coaxed 
his dissonances to float like a diaphanous veil over 
pure chords, Schumann, with true Teutonic luxuriousness, 
filled every available space with suspensions, and 
passing notes, and emphasized the damper pedal. His 
piano style is much more massive than Chopin's.16 

Both Schumann and Chopin failed in sonata form 

according to the traditional Classic point of view, and their 

lyricism found its most effective means in short miniature 

pieces. Schumann's genius sparkles in lyric pieces conceived 

on a small scale: Chopin's Preludes, Impromptus, Waltzes, 

and Ballads will probably cherished for ever. But Chopin's 

miniature pieces have a cosmos more profound and universal 

than Schumann. His musical language in short lyric pieces 

exists on a different plane than Schumann's. The universe 

of his music is the complete antithesis of the Classic, 

especially Beethovenian, world. "The elements of Chopin's 

art are not subjected to a higher law of form; the enchanting 

melody and multicolored harmony weave their own fantasylike 

form that corresponds amiably to th.e nature of this music." 17 

16Mason, Romantic Composers, P• 123. 

17Lang, Music in if/es tern Civilization, P• Bl.4. 
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Some might think that Chopin's musical language 

existed on a higher level than that of Schumann. But do not 

forget that superficial generalization in the evaluation of 

creative genius may be easily distorted and become prejudi

cial. Wo each may conceive the function and significance of 

music in our daily life and spirit in a different way. Some 

would more often rather listen to Schumann and resort to his 

artistic energy which ts sympathizing with, responsive to, 

emotion--despair, sorrow, bliss, and longing for the unattain

able eternity. 

Tchaikowskv and Schumann 

Tchaikowsky was a great Romantic composer whose music 

has been loved. But sometimes the impression lingers that 

Tchaikowsky begs the listener to pity him. He was over

whelmed with self-pity and repeatedly emphasized the senti

ment and misery of his spi~it, brooding and lamenting. Des

pite his appealing exotic melodies and inventive orchestra

tion, he never transcended his melancholy and sentimentality 

into a higher personal lyricism, which Schumann embodied in 

his lyric pieces. In Schumann emotion knocks at the door of 

musical heart naturally with earthly human garb, and it is 

therefore appealing, persuasive, and most of all, interesting 

in its own right. 

Berlioz and Schumann 

Like Schumann, Berlioz' creative genius found its 
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-effective channel both in music and in j~urnalism. His 

Evenings in the Orchestra was a collection of important 

essays concerning his philosophy of music as well as the 

current musical ideas of the nineteenth century. His Memoirs 

show as the current musical ideas of the nineteenth century. 

His Memoirs show his genius in the literary field. His 

great enthusiasm for Goethe, Byron, and Dante resulted in 

the oratorio, Damnation of Faust, tqe symphony, Harold in 

Italy, and the Requiem respectively. 

In program music Berlioz' genius is vividly found 

and realism reached a new zenith in Berlioz' programmatic 

symphonies and oratories. For example, the Fantastic Sym

phony with its extramusical program abounds in realistic 

treatment of musical materials. But needless to say, he 

could not and would not follow traditional symphonic cons

truction exactly. Even though one may trace a Classical 

thematic logic in the symphony's first movement, its drama

tic intensity and mysterious bewitchment necessitated a 

divergence from the time-honored Classical logic. Schu

mann's symphonies follow traditional symphonic construction 

and the themes unfold by well-trodden traditional means. 

A program in Schumann's work is more generic, abstract and 

broad. It does not tell a specific story or illustrate 

a specific emotion. Schumann's program is similar to that 

of Beethoven's Eroica or Egmont. Schumann's programs 

generalize personal lyricism. Berlioz' pro~rams, on the 
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other hand, are specific and realistic. He employed id~e 

fix~ and by such metamorphosis -the movement depicts dramatic 

situation and development. So, Berlioz' idee fixe is not 

akin to Schumann's theme. It serves as a symbol of. personality 

or of event and subsequent dramatic unfolding. 

Berlioz pushed the Romantic concreteness even beyond the 
range of sentiments and emotions to invade that of facts 
and events. If Schumann and his fellows are the senti
mental novelists of music, the Thackerays and George 
Eliots, here are the naturalists, the scientific analysts, 
the "realists" with microscope and scalpel in hand, the 
Zolas and Gorkys.lb 

Berlioz was greatly interested in tone color of various 

instruments and his orchestration and instr~mentation was 

suited effectively to the dramatic intensity of the programs 

in h1.s music. Is there any other instrument _than the English 

horn which could be more effective in the "Scene in the 

Country" of the Fantastic Symphony? It is amaz1.ng how 

creatively he used the tone color of specific instruments to 

unfcld his proframs. Schumann's tone color does not have that 

mysterious, thrillin~, monstrous, 19 or fairy-like quality and 

poetic dramatic intensity peculiar to Berlioz. 

Both Schumann · and Berlioz were innovators in literature 

and music. While Schumann was comparatively warmly accepted 

18Mason, Romantic Comp_osers, p.· 2?• 

19Heine commented on Berlioz as follows: 
"Here is the wingbeat that reveals no ordinary songbird 
••• it is that of a colossal nightingale, a lark the 
size of an eagle such as must have existed in the pri
meval world.". (Lang, Music in 1,restern Civilization, 
p. 65e. 
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by the people, Berlioz had difficulty in reaching people. His. 

music was repulsive to the less initiated and miraculous to 

his worshippers. It is often difficult for people to really 

understand his music, and even Schumann and Debussy did not 

show great enthusiasm for it. 

Liszt and Schumann 

Liszt was a curious mixture of two opposite characters 

--charlatan and idealist. 
' ,, , . 

His proteges, his dazzling vir-

tuosity, his romantic love, his religious inclination, his 

brillant musicat essays and his significant musical achieve

ment, all combined together and his whole career was one of 

exhibitions of two personalities in alternation. On the one 

he had tho frankness, the magnanimity, the humili.ty even, of 

the true artist; on the other hand, the affection, the strut 

and posture, the cheap theatricality, of the progidy playin~ 

to the audience. 20 Both Schumann and Liszt had dualistic 

traits in their personality. The difference is that Schu

mann's dualism was expressed introspectively, while Liszt's 

was exhibited exprospectively. 

Despite his outwardly polite attitude toward women, 

he harbored a deep bitterness toward them and his humor was 

devilish and cynical. Schumann's humor had warmth and humanity 

and there seldom was sophisticated artificiality in his . 
personality. Overheated enthusiasm of his admirers eventually 

------------
20Mason, Romantic Composers, -p. 310. 
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made Liszt a slave of the public and this became one of the 

primary causes for his cynicism and artificiality. 

His lyricism and artificiality inevitably projected 

themselves into his music. His musical ideas which are the 

instinctive thoughts of his mind, are dull and commonplace. 

Liszt was far more a virtuoso in developing his ideas than 

Schumann. His clever treatments of original ideas are 

astounding and deceptive: his virtuosity was physical but not 

spiritual. Quite often we come across the passages full of 

mechanical and sensual emptiness. Schumann's musical ideas, 

on the other hand, were much more profound than Liszt's. 

Consequently his music is more touching and appealing despite 

his lack of virtuosity in musical construction in which Liszt 

excelled. Even Liszt's frequent chromaticism was abused in 

his de3ire to impress people with vague emotions and indepen

dent thrills. Mason says in ' Romantic Composers that the 

harmonic idiom of the "Liebestraum, No. 3" degenerated into 

emptiness despite its amiable melody. Schumann's harmonic 

idiom was not guided by inslduous artificial sensuality, but 

by personal humanism. Liszt does not alternate, as does 

Schumann i:tho is profoundly in earnest, between manly force and 

feminine tender; "He alternates between empty pomposity and 

equally empty mawkishness."21 

His inventive orchestration, harmony and musical cons-

21Mason, Romantic Composers, P• 333. 
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truction give Liszt a unique position in the history of music. 

The purpose here was not to accuse Liszt, but to understand. 

one aspect of Schumann's personality through a comparison of 

the two men's personalities. 

Brahms and Schumann 

In every period of art, there has been counter-current. 

In the nineteenth century three people, Brahms, Bizet, and 

Verdi, were opposed to the current Romantic tendency of music 

and stood a~ainst the literary and philosophical orientation 

in it. 22 

Brahms's music was Classically poi'sed. Even though 

Brahms was aware of the fact that the age of Classical Sym

phony had passed with Schubert, he had profound admiration 

and lonp:ing for that prior age. In his symnhonies Brahms 

embodied tho Classical beauty of symphonic form. One realizes 

that Brahms challenged fate itself with sincere artistic belief 

as a sort of Elijah. His musical world was not influenced by 

the swayine powers of majestic Wagner or Liszt; rather, he 

remained in his own musical world quite apart_ from his con

temporaries. "The leaders of the revolutionary movement in 

music after Beethoven ( in which Schumann indeed expecte.d 

a Messiah and t bought he had found him in--Brahms)," said Hugo 

Wolf in wonder, "Have passed by our s-ymphonlst without leaving 

a trace on him. • • • Brahms wr:1.tes symphonies regard less of 

22Lang, Music in Western Civilization, p. 895. 
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what has happened in the meantime. 11 23 

It would be difficult to find a closer mutual friend

ship between two people than the relationship between Schumann 

and Brahms. Brahms visited Schumann with notes of introduc

tion by Joachim during his Rhine journey in 1853. After 

Brahms played a few bars of the C-maior Sonata, Schumann 

int0rrupted excitedly and exclaimed, "Clara must hear this!" 

When Clara entered the room he cried: "Mow you shall hear 

such music, my dear Clara, as you have never heard?" In no 

time there grew a mutual friendly respect between the two 

composers and in Brahms' heart Clara Schumann became an un

quenchable love of purity and sincerity. In no time Schumann 

introduced Brahms in his momentous article for the Neue Zeit

shrift fur Musik with enthusiasm. Schumann proclaimed "the 

advent of a genius in whom the spirit of the age should find 

its consummation and fulfilment; a m~ster by whose teaching 

the broken phrases should grow articulate and the vague 

aspiration gather into form and substance • 11 24 Even when he 

was struggling against fateful melancholy and mental distur

bance, Schumann wrote to Brahms with warmth and trust: 

How I long to see you, dear friend, and hear your lovely 
Vatiations (Op. 9] played either by you or Clara, of 
whose beautiful ren~ering Joachim told me in his letter • 
• • • Thank you ••• my.dear Johannes, for all your 
kindness to Clara. She speaks it constantly in her let
ters •••• The winter is mild. You know the neighbour
hood of Bonn. I can always find in Beethoven's statue 
and the charming view over the Sieben~ebirge. It was at 

24Hadow, Studies in Modern Music, vol. 2, P• 238. 
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Hanover that we last met. Be sure and write soon to 
your charming and loving friend.25 

(Written on November 27, _ 1854_.} 

In the musical world of Brahms, one discerns dualis

tic traits. At first sight, his music se·ems objective, but 

underneath the epic poetr·y there is an un..'l'Tlis takab le sub jec

tivi ty. For example, his F-minor Sonata (Op. 5) is filled 

with Romantic spirit. Its first movement could not be 

described other than as an exhilarating excitement of over

flowing emotion. Can one think of another composer who wrote 

a slow movement more amiable and deeply touching than Brahms 

in this sonata? It is obvious that.Brahms maintained a Roman

tic tendency in his nature; even the Classically-constructed 

pieces reveal Brahms as a Romantic soul. Compared with Schu

mann, Brahms technique of counterpoint was on a higher level 

and he seems to have more readily understood Bach's polyphony. 

His counterpuntal interweaving assumed an artistic quality 

which Mendelssohn or Schumann could not have achieved for all 

their great respect -to the Master. Schumann expressed his 

emotion through subjective Romantic style, while Brahms tried 

to combat the Romantic tendency with discipline and resigna

tion. Lang interprets Brahms' dualism as his tra~edy, the 

tragedy of all sensitive, aristocratic souls devoted to tradi

tion: 

294. 

To hi~ whose whole soul is scarred by hidden·wounds 
sincerity is a bitter conscientiousne3s; to him who 

25schumann, The Letters of Robert Schumann, pp. 293-
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carries the past in himself the essence of conscientious
ness is a faithful and moral obligation to the past, for 
the dissention between past and present means new wounds 
and eternal remorse.26 

Both Brahms' music and his life were based on an 

extraordinary sensitivity to sincerity and conscientiousness. 

Schumann's personality and works contain like sincerity and 

humanity. But Brahms' world was more closely related to that 

of Hamlet's than was Schumann's. Brahms' tendency toward 

solitude in the midst of tumultuous artistic surroundini,.:s 

convlnced Wagner to call him 11 The chaste Johannes". Schumann, 

on the other hand, plunged himself into the Romantic revolu

tion even though he had a tendency to withdraw from reality, 

and to find himself in a fairy dream land more often in the 

later years of his life. 

Wagner and Schumann 

Wagner professed nationalism27 through his music dram.a. 

(He did not like the term "opera''.) and he believed he was 

a prophet for the music of the future and a. savior of nine

teenth century music. His heroism may be traced back to 

Beethoven. It can be related to that of Richard Strauss even 

though their musical medium was different; Wagner excelled in 

opera, while Strauss excelled in symphonic poems. (Later in 

261ang, Music in Western Civilization, p. 897.

27Even though Schumann believed that German musicians
should be more conscious of their tradition and he expres�ed 
the importance of bein� conscious of German spirit, his nation
alism �as that of pers�nla lyricism and did not abound in the 
majestic �estures and heroism of Wagner. 
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his life Strauss paid great enthusiasm to operas.) Schumann's 

musical universe was, on the other hand, personal and lyric and 

naturally heroism did not draw his attention remarkably. 

Wagner sacrificed formal considerations and thought 

that all the arts, including music, should be syntheslzed into 

a new and compelling medium of artistic expression, which ., he 

believed, was embodied in his music dramas. It is ironical 

that his overtures and excerpts from his operas are performed 

without the aids of multi-media. Anyway, Schumann rarely tried 

to synthesize all the arts even though he had a great inclina

tion toward literature. 

Regardless of his failure to provide a lasting musical 

medium for tho music of .future, Wagner's operas are master

pieces still cherished today. His inventive use of leitmotif 

intensified the dramatic unfoldings of his music. Schumann 

was not comfortable in this genre of music and of Wagner, he 

made several reference, betraying a most remarkable struggle 

between critical honesty and professional jealousy. In 1845,

Schumann wrote to Mendelssohn about Tannhauser, that Wagner 

could not write or conceive four consecutive bars of good or 

even correct music. Three weeks later he changed abruptly 

and told Mendelssohn that he was deeply moved by the stage 

effect-of the same opera. The failure of Schumann's opera was

mostly because of his lack of theatrical instinct, which was

Wagner's trademark. 
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Mahler and Schumann 

In mahler, we can visualize the composer whose life 

stumbled .through trial and error and we cannot separate . !vT..ahler the 

composer and Mahler the person who was "propelled by the life 

force, fro~ boyhood to a manhood cut short at the age of fifty- · 

one, developing, striving and survivinf by trial and error, 

influenced by tendencies from the parent stock and, once out 

of the womb, very much at the mercy of chance and vicissitudes 

of growth and adaptation."28 

Mahler tried to write a prescription for the mental 

diseases of modern society and to analyze the cause and effect 

of the suffering human being's soul in this relentless earthly 

world. Hence, the personal element in his music assumes a 

psycho-analytic trait, and Mahler wears a psychiatrist's 

research gown. Regardless of the irony that Mahler himself 

was morbidly insane and suffered always, the above-mentioned 

trait concerning his approach to music was significant. His 

genius was eloquent in the orchestration and treatment of 

thematic mate~ials, whose effect was solely for the purpose 

of social, psychological adjustment. 

Schumann almost never attemped such a stupendous 

Philosopher-musician's project, but dealt with earthly human 

emotions and thought. Of course this may have been his limita

tion, but he was honest enough not to do things which his too 

28Neville Cardus, Gustav Mahler (London: V. Gollancz, 
1965), p. 8. 
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personal, Romantic spirit could not do effectively. Schumann� 

as the author mentioned earlier, never turned his attention to 

the spiritual realm of the .universe and seldom s_ought answers 

fro� god(s) or the Universal Being. In Mahler we can easily 

sense an endeavour to pursue the truth of the universe and to 

relate it with the suffering soul of human beings. He himself 

said that he underwent philosophical metamorphoses while he 

was composing the symphonies. 

In piano music, the musical genius -of Schumann is shown 

most vividly. But his symphonies, except Spring, have not 

attracted the attention of the musical world a great deal. 

Mahler has been regarded as one of the greatest sym"9honists 

in the post-Romantic era. It was natural that Schumann excel-'· 

led in piano work while Mahler was important as a symphonist. 

Mahler, in his Second Synmhony {Resurrection) turned his 

attention to the Universal Being·, searching answer for his 

ever-questioning soul. His E:iQhth SYl!lPP .. ,S>nY shows Mahler deve

loping further in that direction. Even though he fell into 

a quasi-oriental fatalism in Das Lied von der Erde, the impor

tant thing is that M�hler did try to relate his innermost 

being with spiritual universality. That perhaps is one of the 

reasons why Mahler, despite the severity of his mental illness, 

did manage to live comparatively sound, while Schumann ended 

his life in an asylum. 

R. Strauss and Schumann

Quite unli.ke Richard Strauss, Schumann did not pound 
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upon us his world-redeeming philosophy. Nowhere in Schumann 

can we find the Nietzschean assertion of the dogmatic philo-. 

sopri.y, "Superman". Especially in Also Sprach Zarathustra, 

and Ein Heldenleben the author believes that Strauss' philo

sophy overwhelmed his music and borders on the repulsive and 

dogmatic, for all their· unparalleled beauty of orchestration 

and magnificence of musical scheme. Music without deep 

thought, philosophy, or concern about the spiritual world is 

often void and does not have the power of universal sympathy. 

In the case of Strauss, philosophy became much too domlnant 

and his method of transfusing philosophy into musical thought 

was dogmatic to extreme. Schumann may be criticized that his 

music did not have any outstandin~ elemental philosophy, but 

he was right in omitting it. Besides, Schumann's philosophy 

can be seen as his preoccupation with personal feelings, and 

emotion, and before it reached the people to whom he addressed 

himself it was transformed into a meditative conte~plation at 

a very personal level. 



CHAPTER IV 

A SURVEY OF PIANO WORKS OF ROBERT SCHU~~NN 

We can divide Schumann's compositions into several 

groups. His first published piece ', ~~begg V_g_rj.a tions (Op • . 1), 

was composed when Schumann was twenty. The following nine 

years were devoted to piano music exclusively, succeeded by 

a year of song composition. The remaining years of Schumann's 

life may be divided into three lesser periods: the symphonic 

period, that of chamber music, and that of choral works. The 

author believes that Schmnann excelled most in his piano works, 

oven though his beautiful and deeply touching songs are also 

highly regarded by many peopleo As we know, Schumann 1 s first 

desire was to be a pianist and he practised that instrument 

rigorously and religiously, especially after "his twenty years' 

war between prose and poetry--between music and law" 1 ended 

with triumph on the side of music. Piano being Schumann's 

instrument, Ernestine von Fricken, with whom Schumann once fell 

rather boyishly in love, was his piano studento His wife, 

Clara Wieck, was the finest young female pianist of h~r genera

tion. Thus, it seems more readily apparent why Schumann found 

his most effective and comfortable mea~s of expression on the 

keyboard of piano. Of the piano works, those written during 

1J. A. Fuller-Maitland, Schum~ (London: Sampson Low, 
Marston & Co., Ltd., 1884), p. 1. 
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1830-1840 speak most eloquently of Schumann both as a composer 

and as a person. 

General Charac~eristics of the Comyosit~~Il~\ 
Technig_ue in Schumann I s Piano Works 

In regard to Schumann 1 s system of melody, the close 

relation of the musical world with the literary world (mainly 

poetry) extended as well to the versification of his melodic 

system. Hadow says that most of Schumann's melodic lines 

contain a remarkable sense of unity, yet one can still observe 

certain variations of detail in order to preserve freshness 

and avoid monotony. Schumann's melodies are much easier to 

analyze than those of Beethoven, and the reason may be that 

in Beethoven "a series of entirely different elements is fused 

into a single whole," while in Schumann "a set of pa1•allel 

clauses are balanced antithetically."2 While in Schumann the 

rhythmic figure may be preserved in toto, musical variety is 

still present in the poetic treatment of tone and curve of 

molody. 

Another characteristic of Schumann's melodies is that 

they are fragmentary and whimsical. Schumann generally does 

not develop his melodies, but simply states one after another. 

His music impresses us "not by its cumulative power, its 

orderly advance, but by the sheer charm of its primitive elo-

2Hadow, Studies in Modern M~, vol. 1, p. 213. 
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ment."3 

The melodies in his music occasionally lack originality, 

but owing to Schumann's ingenious harmonization and skillful 

treatment of interweaving texture, they become extremely 

appealing and interesting. For example, Abegg Variations 

and especially Carnaval would not achieve their historically 

tremendous musical effect1.i having only five musical notes per 

work as they do, if Schumann had not displayed such a high 

degree of genius in his treatment of thematic materials and 

harmonization. I.e., quite often Schumann would disguise the 

melody in the inner voice of a thick harmonic texture or en

velop it with wandering arpeggio. Another interesting device 

is Schumann's emphasis of the bass and his fondness of long 

sustained organ chords, examples of which abound in the second 

and third movements of the Fantasia in C. 

Schumann's eccentric and peculiar harmonizations 

abound in effects of shock and surprise. His favorite harmonic 

devices were: 

••• strong unprepared dissonances, entrances of chords 
before we expect them, delays of the expected ones, entire 
evasions of the seemingly inevitable, and felicitious 
transitions into the seemingly impossible.5 

3Mason, Romantic Comnosers, p. 119. 

4"No one can hear the Carnaval •• · • and not be impres
sed by a feeling that thereiri the piano· speaks a language, ten
der, dr8amy, and in a way, dar in&-:, yet entirely free frorn mere 
display or even show of the virt~osityo ••• " {Patterson, 
~chuma~n, p. 190~} 

5Mason, Romantjc Composer~, p. 121. 
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The rich harmonic and tonal effect of Schumann's music reminds 

us of the fact that he was fond of using pedals, rambling 

through all types of the then-strange harmonies, dreaming to 

hi~self in his imagination. 

In Schumann's pieces, syncopations, constant rhythmic 

shifts and change of tempo often occur, as does the placement 

of the melody on the weak beats of the measure for the sake of 

emphasis. Schumann also employs different metrical and rhe

torical accents simultaneously as in Des Abends in which three 

groups of sixteenth notes in the melody are set against two 

groups of three sixteenths in the accompaniment.6 

Variations and Sonatas of Robert Schumann 

Even though Schumann matured in the line of the second 

Viennese school, that is, in the line which developed from 

Beethoven, and included Schubert, Brahms, Mahler and Schoen

berg, his architectual formation was weak, and quite often 

fai.ls in the sonatas, due to a lack of symmetry in large musi

cal forms. His formal abilities were more suitable, and there

fore successful, in the short, condensed pieces in variation 

form or in sets of separate short pieces, such as Papillons 
, .. 

and Kinner s cenen ra the1, than in the Q'.rand sonatas. Variations, 

therefore naturally became his main realm of composition, 

Where Schumann's lyricism and musical genius found their place 

most comfortably in the conciseness and concentration of the 

6Mason, Romantic ComRosers, P• 121. 
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variation form. 

Schumann ha~, in his youth, studied Hummel and Mosche

les whose variations (which were brilliant, rather than intel

lectual) were in vogue at that time. This vogue encouraged 

Schumann to continue in the variation form. However, it is 

significant, that Schumann developed the variation form to a 

much higher dimension than ever achieved by Hummel, Moscheles, 

or other popular composers of the time: 

Schumann took an active part in restoring to the 
variation the honorable status it had enjoyed in the 
hands of Bach and Beethoven. How Schumann treated 
variation-form is historically of some moment. How 
his preoccupation with the writing of variations 
influenced his whole art of composition is a matter 
which is of sufficient interest.? 

Before the Abegg Variations, Schumann had written a 

set of variations (Variations for Four Hands unon a Theme from 

Prince Louis Ferdinand's Piano Quartet) which was never pub

lished. Though this set of variations was not mature in tech

niques of thematic development, one can, however, sense the 

germ from which Schumann later created masterpieces such as 

the Svmuhonic Etudes (Op. 13). 

The Abeg~ Variations develop from only five musical 

notes: A-B-E-G-G. Unlike Moscheles, Hummel, Herz and Czerny, 

Schumann did not pick the theme from any popular opera tunes. 

Instead, he took the theme from the last name of a charming 

lady, Meta Abegg, who had been his dancing partner at a Mann-

?Katheleen Dale, "The Piano Music", Schumann: A;. 
S:rm osium ed Gerald Abraham (New York: Oxford Universi~y, __ , . 

, p. 12. . · 
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heim ball and translated it into musical notation. This 

device appears often in his compositions such as the Carnava1 · 

and Six Fu~ues on the Name of B-A-C-H. 

Although the theme of the Abegg Variations itself is 

simple and seemingly uninteresting, it develops fascinatingly 

by various inventive rhythmic devices, syncopations ~nd cross

accents. The harmonization is also unique in that Schumann 

did not follow the traditional method of variation development 

such as overlaying the tune with ornamentation. Rather Schu

mann tried to approach the piece by a psychological aspect 

11 which rings change on the spirit of music rather than on its 

letter. nS Al though the work occasionally reminds one of the 

mechanical brilliancy of Hummel and Moscheles, especially in 

the passages which seem to emphasize and display the virtuo

sity of the performer, the seed of Schumann's genius for 

depicting definite personalities and for describing _poetic 

images of place and the things emerges nevertheless. 

The next set of variations, the Impromptus, Op. S, 
' /" t written in 1833, develops a theme, 'Romance Variee , writ en 

earlier by fourteen year old Clara Wieck. Even though Schu

mann obtained the thematic idea from Clara's "Romance", he 

utilized only its melody and wrote a fresh bass in which the 

intervals of the falling and rising fifth are noticeable: C-F

G-c. The distinguished quality of the bass is one of the 

reasons which endow the Impromptus with a superiority over the · 

8schau£fler, Florestan, P• 27~. 
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Abe(!g. One can recognize a remarkable improvement of technique 

in this set of variations, it being the stepping stone from 

which the later Symphonic Etudes arose. 

The bass Cof the Impromptusj is used prominently in several 
of the variations, and its opening bars form the powerful 
subject of the concluding five-part fugue, devices, which 
to~ether with its final presentation, complete, as a 
melody in double octaves just before the closing bars, 
lend the whole work the character of a chaconne and endow 
it with a unity lacking in the Abegg set. 9 

The Sym.phonic Etudes, which also owes its existence 

to the Fricken episode,10 has been universally regarded as 

Schumann's masterpiece, wherein he reached the zenith of artis

tic ingenuity of variation composing, elevating the form to the 

same lofty, aesthetic level as Beethoven's Diabelli Variations. 

Each piece of the Symphonic Etudes has its own partlcular mood, 

yet, at the same time is absorbed into the musical unity of 

the whole. Variety and unity enjoy an ideal friendship. 

Quite unlike variation development, the sonata form 

generally requires composers · to conceive their musical mate

rials, ideas and devices on a large scale than the former and 

the compcsers need a sense of architectual symmetry and cons-

9nale, "The Piano Music", Schumann: A Symposium, p. 21. 

10Ernestine's father was a keen music-lover and had 
some musical talent. He had sent Schumann a set of variations 
Which he had just completed for the flute, inviting the opinion 
of his prospective son-in-law. Schumann not only responded 
With a detailed and remarkably astute criticism of the Baron's 
efforts, but also began to write variations of his own on the 
Baron's theme, a set ··which after rriany changes of mind eventual
ly emerged in print in 1837, unter his own name, as Symphonic · 
!_tudel!_. ( Joan Chisse 11, Schumann Piano Music, [Seattle: Univer-
sity of Washington Press, 1972J, p. 22J 



62 

truction. It was natural that Schumann was not enthusiastic 

toward this branch of composition in that he himself did not 

favor a strict musical education and discipline and his own 

education assumed a random character. He often complained of 

boredom concerning the study of musical theory: 

Evening, theory by Weber. Oh this theory, this whole 
theory! If only I were a genius, so that I could kill 
all dullards with it; would I not like to load it all 
in a cannon and shoot someone dead with ittll 

Observation can be drawn from the Zwickau sketch~book and 

other manuscripts that Schumann eagerly sought the essence of 

polyphonic technique in Bach's ·well-Tempered Clavichord. But 

his concept of contrapuntal technique was loose, his works 

inevitably lacking symmetrical organization and suffering from 

Schumann's lack of serious musical training. 

Schumann contended that a great artistic creation does 

not necessarily emerge from a composer who first makes an out

line of his work and then weighs all the pertinent impressions 

which have occurred to him. Rath~r, it springs from the hid

den depths of imagination. 12 He valued the significance of 

creative imagination more than the ability to construct logical 

symmetry of musical form. 

Schumann wrote three sonatas. The first (Op. 11) was 

llRobert Schuma.nn, quoted in Wolfgang Boetticher, 
!i.~~~rt Schumann: .Einfuhrung in Pei-'sonlichkeit una Werk {Berlin: 
Hahnefe1a; 1943), p. 110, quoted in Brown, The Aesthetics of 
fl..obert Schumann, p. 29. 

12Brown, The Aesthetics of Robert Schumann, P• 29. 
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written during 1833 and published in 1836. In F minor, it 

was "dedicated to Clara by Florestan and Eusebius." The 

second sonata, in G minor (Op. 22), was completed in 1838, 

whereas the last one (op. 14) was finished in 1855~ Since 

he did not finish the last movement of the second sonata until 

1838, the opus numbers of the two sonatas became reversed. 

The Fantasia in C may also be regarded as conceived in the 

context of sonata form. 

Under closer analysis, Schumann's sonatas generally 

lack compactness in structure and stumble in the development 

of neatly schemed form: 

It was tho development-section which was Schumann's 
stumbling-block. Sometimes ha omitted it altogether and 
lengthened the movement with a coda, as in the finale of 
Op. 11, or he replaced it by a self-contained interlude 
••• to counteract the o·c:.rerstatement of thematic material 
in the exposition and recapitulation •••• That (Develop
ment section] of OP. 22 .is far more regular in construc-
tion, but even here Schumann was so ill at ease tn the 
so-called development section that he was driven to dulling 
the effect of the recapitulation by reverting to the 
tonic key and exploiting the principal subject long before 
either was due for re-establishment. 13 

Regardless, Schumann's ingenious lyricism and humanity 

fill the pieces, musical ideas transformed into charming 

beauty. Schumann compensated for his weakness informational 

logic by inventive variety; he showed great enterprise for 

instilling into each of his works a consummate zest for life. 

No two sonatas were planned alike, nor did Schumann ever 

p. 47. 
13nale, "The Piano Music", Schumann: A Symnosium, 
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compose two movements similar in construction or style.14 

Thus, the true beauty of Schumann's pieces can be appreciated 

by people who are willing to strive for an understanding of an 

emotional logic concealed beneath the external, tecqnical and 

structural devices of his sonatas. The particular movements 

are endowed with a lyrical and pianistic interest which by far 

outweighs disadvantages in other respects! 

He meets his obligation (the slavery of form requirement} 
with marvellous abandon, and adorns the dry skeleton of 
scholasticism with trappings all his own; but the poet
musician is happier when, as in his fantasies and purely 
imaginative pieces, he gives full swing to~his mental 
imagery and power of portraiture in tone. 1

7 

Schumann's last piece for solo piano was the Childre~'.§. 

Ball, Op. 130, composed in 1853. Compared with the intensity 

of inspiration and the poetic treatment of thematic material 

which are manifest in his earlier piano works, the later pieces 

often lack originality. The rhythmic device become conven

tional and the tiresome repetition of femine endings fall into 

clich~. Considering that Schumann's last published work was 

the Reauiem for Chorus and Orchestra, composed in 1852, and 

Yet he continued to compose for the piano till the end of his 

life, his late piano works do not deserve too great an emphasis 

in the author's opinion. 

From the pianistic point of view, interesting aspects 

14na le, "The Piano Music", Schumann: A ?.IIDPOS ium, P • 4 7 • 

15Patterson, Schumann, p. 185. 
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must be observed. SchUillann did not like to have wide gaps 

between the right and left hands, so most of the time the 

center of the keyboard is focused. If extremes of the keyboard 

seemed appropriate to Schumann, both hands nevertheless remain 

comparatively close to one another. The early pieces require 

great mastery of piano technique, due to the complexity of 

texture, neatness of pedalling, wide stretches in thick chords 

and continuous rapid leaps of long passages such as the opening 

section and coda of the second movement of the Fantasia inc. 

The finale of Symphonic Etudes is an excellent example in that 

it requires of the performer a supreme mastery of both technique 

and musical interpretation: 

The sonatas and some of the longer works can be adequately 
performed only by very highly qualified players, and many 
of the shorter pieces which are technically less exacting 
require extremely skillful interpretation.16 

The late piano pieces do not attract the attention of the _ 

Pianists, for they are more prosaic and are loose in emotional 

context. 

In conclusion, Schumann excelled most in theme and 

variations, and was weak in construction and symmetry in the 

sonatas. Yet, because of their lyricism and harmonic and 

rhythmic treatment, the sonatas have been played continually 

for nearly 150 years, in spite of their weaknesses. 

Programmatic Music of Robert Schumann 

As mentioned earlier, the relationship between music 

16Dale, "The Piano Music", Schumann: A Symposium, P• 67° 
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and literary aspects predominated during the Romantic era 

and music without poetic implication was unthinkable for many 

Romanticists. In his diary Schumann expressed his ideas on 

the relationship between music and literature as follows: 

I said to Wieck: people are accustomed to find in music 
either happiness or pain •••• Passionate moments pass 
by the less sensitive uncomprehended, indeed even des
pisedo I prove that with Schubert and Beethoven, Why 
should there not be an opera without text, that would 
be equally dramatic?l7 

Even though the musical content is of the primary 

importance in music, Schumann believed that the extramusical 

element, such as the literary idea, can stimulate the com

poser's musical inspiration. But rather than imitate program

matic content as founn in works such as Berlioz' Fantastic 

Symphony, Schumann tried instead to evoke a concrete story 

or tangible event by musical mood. Titles of his piano music 

often merely hint at the method of interpretation. Apparent

ly, Schumann often did not employ his melodies to tell a 

definite story or to paint a definite picture, but rather, 

he sought to bring his hearers into a condition of mind from 

which they could go on romancing for themselves. "Schu- 

mann refuses," says Brown, "to enchain the listener's mind 

by demanding adh~rence to a definite program. The imagination 

of the listener is at liberty to form any association appro-

17Robert Schumann, Robert Schumann, quoted in Hans 
J~achim Moser & Eberhard Rebling, (Leipzi~: Breitkopf und 
Hartel, 1956), p. 109, quoted in Brown, The Aesthetics of 
Rober t sch uma nn, p • 161. 
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pr ia te • " 18 

Programmatic tendencies are traced into most of 

Schumann's pieces to a certain degree, but these trends are 

remarkably noticeable in Papillons, Carnaval, and Kinderscenen, 

and Kreisleriana. 

Schumann received the inspiration for Papillons from 

Jean Paul Richter's Flegeliahre}9 especially from Chapter 63 1 

"Larventanz" (ttMasked Ball"). The masked ball was a symbol 

of illusion and inspiration for Schumann: 

Undoubtedly the masked ball, half real, half fantastic, 
in which people by their very dissimulation betray their 
inner natures, ·exerted a strang"e fascination for Schumann. 
It is of all the themes the most romantic, expressing as 
it coes the duality of human nature, the uncertainty of 
man concernin~ himself, and the haunting fear of the 

1~rown, The Aesthetics of Robert Schumann, p. 161. 

19schumann once told his frtend Simonin de Sire that 
he had learned more counterpoint from Jean Paul Richter than 
from Bach. Although this statement seems far-fetched, it shows 
how r;;:reat was Richter's lnfluence on Schumann. Rlchter•s 
infl~ence was significant on many other artists as well. 
Nowadays Richter is, at most, regarded as a sentimentalist, 
but in his days he was considered sensational. The reason 
may be that the style and the spirit of his works exactly 
concided with the nrevailing tendency of the Romanticic move
ment. It must hav~ been natural that his Fle~eliahre which 
was typical of his style, and full of sentimental, grotesque, 
Passionate, and humorous passa~es, could inspire Schurriann's 
~nillons. Here are some excerpts from the last chapter of 
Plerze 11 a hre: 
-'•nw~ITallowed ever more confused sound to escape him-

only the breath of speech--only stray butterflies blown 
to sea from far-off land. To Wina it sounded like a 
curious lark's song on a surmner night ••.• From a · 
distance Walt listened a rapture to the fleeting notes; 
for he did not realize that his brother was fleeting with 
them." (Dale, "The piano Music n, Schumann: A Synrnos ium, 
P:?. 38-39.) 
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Doppelganger, ••• 20 

As the story of Fler-eljahre continues, two brother, 

Walt and Vult, the begetters of Eusebius and Florestan, are 

both in love with Wina. They go to a masked ball, ~alt aa 

Hope and Vult as a coachman. They exchange disguises at a 

ball in order to discover which of them Wina really loves. 

Vult, pretending to be Walt, is able to win the admission of 

love from Wina. 

Schumann attempts to create the mood of a masked ball 

in Panillons, but does not aim to illustrate all the details 

of the story pictorlcally. Quick changes of mood throughout 

the piece illustrate the contrastlng moods of Richter's 

Fle~eliahre, but not its specific content. 

In Schumann's composition, one can trace the classic

romantic-classic pattern occuring within the general Romantic 

framework, observable in other arts and philosophy of his time 

as wel1.21 Carnaval has fewer literary associations than 

hnillons. "Whereas Panillons is related to a story and has no 

title but nevertheless programatic implication," says Brown, 

"Carnaval has captions which are not related to a story but to 

-·----------
20Marcel Brion, Schumann ~the Romantic Age, trans. 

Geoffrey Sainsbury (New York: The Macmillan Co., 1956), p. 134. 

21" ... English literature moves· from the measured 
couplets of Pope to the freedom of Wordsworth back to the 
discipline of Tennvson •••. Philosophy moves from the 
nationalism of Leibniz and Locke to the idealism of Kant and 
He gel and finallv to the pessimism of Schopenhauer, the posi
tivism of Comte,~and the atheism ·of Nietzsche. • • · .~ (Brown, 
!he Aesthetics of Robert Schumann, p. 10. 
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the mood of carnival time." 22 For these reasons, Carnaval may 

may seem less romantic in intent than Papillons. 

The motivic foundation of Carnaval is a set of varia

tions Schumann had composed on Schubert's Sehnsuchtswalzer, 

for which purpose Schumann drafted three sets of sketches and 

preserved only one single variation. It eventually assumed 

position as the first twenty-four measures of the "Fr~ambule" 

which opens the piece with majestic gesture by means of thick 

chords and loud dynamics, and passionate force of articulate 

accentuation. 

Schumann's biographies tell us that he amused his 

friends by characterizing them through improvization, and then 

asking them to guess the persons represented. This technique 

was transferred into his piano music, and is especially well

demonstrated in Carnaval. In the work, Schumann portrays not 

only his dual personalities, Florestan and Eusebius, but also 

his friends, the beloved Clara, and the carnival characters 

Pierrot, Arlequin, Colombine, and Pantalon. His characteriza

tion are vivid and personal. For example, after "Pr6ambule", 

we are first introduced to the character Pierrot and a world 

of fantasy quite different from that of the "Pr~ambule". In 

"Pierrot", the texture becomes cor.ipacted, the tempo slows 

down drastically and the dynamic level is.~reatly reduced from 

22 Brown, The Aesthetics of Robert Schumann, P• 174. 
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the fortissimo of the prior piece to a piano.23 Dynamic 

variety within a well refined phrase provides the piece with 

striking effect for the evocation of the sad clown Pierrot. 

Comparing the different moods between "Pierrot", and "Arlequin", 

one immediately senses the gaiety and cheerfulness of the lat

ter carnival character. Schumann uses agitated skips to mis

placed accents (sforzandos) coupled with an ostinato figure. 24 

Compared with "Pierrot", the phrases of "Arlequin" are shorter 

and staccati following a brief legato motive is effective in 

the depiction of the whimsicality of this clown. It rernains 

fascinating that Schumann was able to achieve such a striking 

effect of opposition between the two different fantasy worlds 

derived froM these carnival characters, within such a short 

span of musical time. 

Another example of Schumann's genius in characteriza

tion may be fotmd in the contrast of moods between "Florestan" 

and "Eusebius". In ''Florestan", Schumann reveals the passionate 

side of his personality by a soaring, restless theme which is 

set avainst thick, vibrant harmonies. 25 The method of drastic 

changes in tempo from M.M.J,=60 to Adagio, followed by a 

return to tempo primo is significant in the portrayal ·or the 

impassioned, relentless and full-blooded character of Flores-

23william Christ et al., Involvement with Music (New 
York: Harper & Row, Publishers, Inc., 1975), P• 383. 

24 Ibid. 

25Ibid., p. 386. 



71 

tan. The refreshing effect of sforzandi on the weak beats of 

the measure, and the indication of leggiero at the Adagio 

section before the resumption of the passionate soaring pas

sages with its loud dynamics and quick tempo are other indica

tions of Schumann's ability of perceptive musical characteri

zation. The beauty of "Florestan" derives largely from the 

fact that the soaring passages always reflect a humanitarian

ism and a personal lyricism which those of other composers, 

such as Richard Strauss, sometimes lack. 

After "Valse Noble", whose excellence emerges vividly 

when compared with the waltzes of Johann Strauss where depth of 

personal lyricism seems often contrived, the introspective 

character of Eusebius is introduced. He is protrayed by tran

quil pastel tones in a septulet which is for the most part, 

chromatically. Compared with the equally divided metrical 

l'hythm of "F'lorestan", the effect of metrical diversity in 

flEusebius" is so effective and thrilling that one can slip on 

beyond the imaginative world of mustc into a dream-like, 

Romantic state· of his owno 

Schumann's beloved Clara is portrayed in "Chiarina". 

Here the tempo markinf. is Eassionate and the theme, an~ular 

and sequential. Also used Schumann's favored dotted rhythms 

and the mood is loud and impassionea. 26 Not only for this 

Piece but for many others as well, the beloved Clara was a 

26christ et al., Involve~ent with Music, P• 386. 
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source of musical inspiration. 

In "Chopin" Schumann pays tribute to the Polish master 

whom he respected. He creates an expressive miniature which 

reminds us of Chopin's inclination toward smooth, flowing 

melodies set to wide-rangin~ arpeggiated chords in the left 

hands.27 We can easily recognize Schumann'p penetrating 

insight into the other composers' musical world if we compare 

the contrast between "Chopin" and "Paganini". 

Carnaval not only has the extramusical connotations 

associated with its individual pieces, but also those fermi

nated from the musical letters, A-S-C-H. Asch is the name of 

the home tow0 of Ernestine von Fricken with whom Schumann once 

28 fell rather boyishly in love. Carnaval may be regarded as 

a loose set of variations, in that many of the pieces utilize 

the germinal musical notes as a basic theme. · The letters 

ASCH probably do not have much deeper musical meaning, 29 but 

27christ et al., Involvement with Music, pp. J86,390. 

28schu.mann wrote:"• •• two gorgeous women have 
entered our circle, I told you [his mother] before of ~mllia. 
• •• The other is Ernestine, daughter of a rich Bohemian, 
Baron von Fricken--her mother was a Grafin Zettwitz--
wonderfully nure, childlike character, delicate and thoughtful. 
She is remarkably musical--everything, in a word, that I might 
Wish my wife to be. A whisper in my dearest mother's ear--
if the future asked me whom I would choose I would ans~er with 
decision 'This one'." (Chissell, Schumann Piano Music, p. 20.) 

29However "Asche'' in German translates "ashes" in 
English. This co~ld possibly be a play on words as regards 
Schumann's unrequited love for von Fricken. 
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"they form the basis of a soggetto cavato; they provide a 

cantus firmus for many of the pieces, and are the kernel for 

a net work of variations built on A-flat, E-flat, G, Band 

A-flat C, B.n30 

The prograrnmatic source of Carnaval is derived from 

the concept of a masked ball and is thus linked with Papillons. 

Schumann himself designated Carnaval as a loftier version of 

Panlllons. The humor is "quaint, merry, and at tin:es play

fully mocking"31 and i-s harmonized beautifully in Schumann's 

warm humanity. His technical maturity as a writer of short 

pieces within the variation framework is ultimately noticeable 

in Carnaval: 

Apart from the similar connecting thread, there is the 
same spontaneous charm of materials, the same sense of 
proportion and directness in its presentation, but all at 
a more fully developed level. Significantly, however, 
Schumann displayed quite so many of his cards face 
upwards on the table again.32 

Schurnann was always fond of children and in his later 

years he turned his attention to the composition of music for 

young people. Thus came Kinderscenen and the Album for the 

I_oung_, not to mention many other single pieces. The thir

teen pieces of Kinderscenen are an adult's recollections of 

childhood for adult performers. •When the critic Rellstab 

said of the pif.:,ces that they were the "snapshots of childlif.e", 

JOBrown, The Aesthetics of Robert Schumann, p. 177. 

31Patterson, Schum~, p. 189. 

32chissell, Schumann Piano Music, p. 22. 
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which was exactly in opposition to what Schumann intendea,33 

he proclaimed that the titles of Kinderscenen are only indica

tive of a general mood, not definite pictorial events of 

childhood circumstances: 

Anything more inept and narrow-minded I have never easily 
come across, than what Rellstab has written about my 
Kinderscenen. He really thinks that I place a crying 
child before me and then search for tones accordingly. 
It is the other way around. However, I do not deny that 
while coMposing, some children's heads were hovering 

:around me, but of course the titles originated afterwards 
and are, indeed nothin8 but aeilcate directions for 
execution and interpreta tlon. 34 · 

Compared with Papillons and Carnaval, Kinderscenen 

moves a step away from the Romantic conception of a union of 

the arts: the literary implication of the musical piece. The 

pieces of Kincierscenen have titles, but unlike realistic 

pieces, they are not related to a definite story. The pieces 

of the Kinderscenen. achieve variety in musical unity, chiefly 

through Schumann's genius of uniting individual pieces together 

by the complementary and contrasting moods attributed to them. 

With Kreisleriana, Schumann drew further upon the 

classic tendency rather than the Romantic concept of music. 

Even though the work evolves through a process of elimination, 

Schumann abandoned titles and only loosely conne?ted the work 

to the literature from which he drew inspiration. Kreisleriana 

33Marcel Brion, Schumann and the RoEantic •\Pie, p. 46. 

34schumann Robert Schumann Brief~, ed. F. Gustav 
Jansen (Leipzig: B;eitkopf und HK'rtel, 1904), p. 170, quoted 
in Brown, The Aesthetics of Robert Schumann, P~ 178. 
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finds its source: in the Kappelmeister Kreisler portrayed in 

E.T. Hoffmann's Fantasistucke in Callott's Manier, Schumann's 

special interest in the character of Kreisler derived from 

his belief that Hoffmann's model was Ludwig Bohner (1787-1860), 

a real-life musical eccentric whom he described in a letter 

to Baron con Fricken in September, 1834: 

The latest and most important event is that old Ludwig 
Bohner 8ave a concert here yesterday. I suppose you are 
aware that in his palmy days he was celebrated as Beethoven, 
and was the original of Hoffmann's Kappelmeister Kreisler. 
But he looked so poverty-stricken that it quite depressed 
me. He was like an old lion with a thorn in his footo · 
The day before yesterdaJ, he lrr.pro~,ised at my house for a . 
few hours;.the old fire flashed out now and again, but on 
the whole it was very ~loamy and dull. His former life 
is now avenginf itself. He used to jeer at the world with 
infinite boldness and arrogance, and now and tables are 
turned upon him. If I had time, I should like one day 
to write 'Bohneriana' for our paper, as I have heard a 
great deal about him from his own lips. His life c.~on-
ta ins so much that is both humorous and pathetic. 3.:J 

From the tone of the above letter, it can easily be 

imagined that Schumann became sympathetic with that 1Bohneria

na'. Schumann wrote to Simonin de Sire, March 15, 1835, that 

there was much about that eccentric, wild, spirited Kappel

meistor which his friend would appreciate. Schumann apparently 

identified the personality of Kreisleriana with his own, and 

we sense that Schumann's suffer in!l soul, which was akin to 

that of Kreisler's, was ready to be tuned to the latter. In 

fact, this work may be considered to be the musical cosmos in 

Which the personalities of both Schumann and Kreisler are 

35chissell, Schumann Piano Musi£, P• 43. 



76 

sympathizing with, and responsive to, each other. 

It is interesting that quite often one can find a 

closer relationship between Schumann's compositional method 

as employed in his programmatic muslc when compared to the 

style of Romantic literature. Heine said that Classical art 

must portray only the finite and its form could only be iden

tical with the artist's rational idea. Romantic art, on the 

other hand, should represent, or typify, the infinite and the 

spiritual, and therefore was generally compelled to employ a 

system of traditional or parabolic symbols. The same theory 

held true in music and one of the most illustrating examples 

may be found in Schumann's programmatic music written for the 

piano. The tunes, always trembling on the verge of symbolism, 

express a generic type of emotion with which articulate thought 

and sympathy are combined.36 

36 Hadow, studies ·in Modern Music,. pp. 204-2050 



CHAPTER V 

AN ANALYSIS OF FANTASIA INC (Op. 17) 

As is commonly known, Robert Schumann wished despa

rately to marry Clara Wieck. But her father opposed the mar

riage so strongly and bitterly that the union of Clara and 

Schumann seemed to him almost impossible. In 1836, Clara was 

forced by her father to move from Leipzig to Dresden and Schu

mann I s despair and anxiety became tremendously grievous. It 

was in the first movement of the Fantasia that Schumann expres

sed this disappointment, detailing his yearning not only for 

Clara but also for the unattainable ideal that Clara symbolized. 

The Fantasia is typical of Schumannian Romanticism and fre

quently the suffering, yearnin~ and the disappointment of Schu

mann are so vividly portrayed in the great masterpiece for 

piano that to the author Schumann~s .presence often seems in

carnate. 

The piece consists of three movements in sonata form. 

Even though Schumann did not call the work a sonata, it never

theless progresses according t6 ~tructural methods of sonata 

form. In 1836, writing to the Leipzig published Kistner that 

he would like to contribute the profits ·or a composition by 

"Florestan and Eusebius" to the projected Beethoven monument 

in Bonn, Schumann explained that the three movements were 

entitled "Ruin", "Trophies", and "Psalms". However the work 

77 
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was published in 1839 without any subtitles and instead, 

Schumann quoted a motto from the poet Schlegel: 

Durch alle Tone tonet 
Im bunten Erdentraum 
e;n leiser Ton gezogen 
fur den, der heimlich lauschet. 

(Through all the tones in Earth's many-colored dream, there 
sounds for the secret listener one soft, long-drawn note.) 

Years later, Schumann said that Clara was the "Ton". He wrote 

to Clara, "Don't you think that soft-drawn note is you? I 

could a 1 mo s t be 1 i eve it • " 1 

Of the three movements, the first is the most compact 

and condensed emotionally and its dramatic driving effect is 

quite breath-taking. In 1839, Schumann remarked to his friend 

Herman Kirschbach that in the first movement he achieved the 

highest artistic dimension.2 

A Formal Analysis of the First Movement of Fantasia 

Exposition (Measures 1-128) 

Measure s 1-19 

Over G dominant seventh chords in various inversions 

in the left hand, Theme (I) begins on the third beat of the 

second measure. The Theme is highly chromatic, consists of 

a double period, and is first stated in octave intervals. 

-----------
lRobert Schumann, Fantasia, ed. Harold Bauer (New York: 

G. Shirmer, 1946), p. 2o 

2 Ib id. 



Phrases 

A 

B 

A 

C 

C, -?:•

79 

TABLE 1 

FORMAL DIAGRAM OF THEME (I) 

Harmonic 
Structures 

G dom. 7th 

E maj.
G dom. 7th 

G dom. 7th 
maj. 7th 

C-sharp dim.
G maj. 7th 
F-sharp ½dim.

C-sharp ½dim.
G maj. 7th 
D dom. 7th 

7th 

7th 

7th 

Dynamics, 
Tempo 

ff 

ff 

p 

p 

p, pp 
ritard. 

-::- c' is rhythmically a :lminished compared with c. 

Measure 
· Numbers

2- 5

6- 9

10-13

14-16

17-18

The ritardando at the end of c' section combined with the re

ductlon of the dynamic level to a pianissimo gives the feeling 

that the end of one emotional thought process has been com

pleted 0

Several ingenious artistic devices of Schumann can be 

seen in the treatment of melody and harmony. Instead of 

overlayed melody upon left hand arpeggio, he fuses the harmony

of both hands into one, and therefore, th� sparkling dissonan

ces which occur have a tremendous effect in heightening Schu

mann•s desparate anxiety. The left hand arpeggio is not mere

accompaniment, but becomes an important factor in the harmonic
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progression, promoting a feeling a tenseness and relentless

ness. Below is an excerpt from the opening section: (Measures 
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1-9)3 

Schumann was fond of using dominant seventh chords, 

and the Fantasia's first movement opens with a G dominant 

arpeggio which lasts for eleven measures. Employing an in

teresting harmonic device, . the music shifts smoothly from the 

G dominant seventh chord of the eleventh measure to an F major 

seventh in the thirteenth measure by a single passing tone, 

G-sharp, which is the last note of the twelfth measure. Its 

dramatic effect is seemingly unimportant;, but on closer analy

sis, its psychological effect becomes significant since it 

causes a rapid fluctuation of the emotional stream. Its effect 

is increased by releasing the pedal at the above-mentioned 

G-sharp: (Measures 10-15)4 

3 Ibid., p. 3 o 

4rbid., PPo 3-4. 
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Measures 19-28 

Theme (I) is stated in single notes instead of octaves. 

It is rhythmlcally dimtnished and dynamically reduced cor1pared 

with the previous statement of the Theme. The immediate deve

lopment of Theme (I) prior to the statement of Theme (II) may 

imply that Schumann's impassioned emotion needed another 

statement, and that within the previous nineteen measures he 

could not express the struggle of his soulo 

In the measures 19-23, the first part of Theme (I), 

A + B, is developed with rests and trills. Harmonic structure 

becomes a bit varied; C-sharp diminished seventh and D minor 

seventh occur, which we can not find in the previous statement 

of measures 1-9. In measures 23-28, the A section is inter

vall:tcally expanded and employed sequentially (3 times) and 

each sequence is an octave lower than the previous one. This 

A' section ends with a B diminished seventh chord. 

~~1.res. 29-1.il 

This section has a further development of Theme (r)· 

With rhythi.11ic a 1 tera tion ( J..+ J>i instead of J .. + ,J) ) • 



Phrases 

A 

B 

c' 

83 

TABLE 2 

FORMAL DIAGRAM OF MEASURES 29-33 

Harmonic 
Structure · 

D ½dtm. 7th 
B-flat dom. 7th 

B-flat dom. 7th 

B-flat dom. 7th 
E-flat majo 

Measure 
Numbers 

29-30 

31 

32-33 

Measures 33-41 is sequential. Theme (II) is briefly 

hinted here and emphatically stated later at measures 82-83 

in the inner voice played by right hand. As the sequence 

unfolds, the dynamic level increases and the range widens with 

the left hand melody chromatically descending. These devices 

iniply the growth of impassioned anx:tety and add to the passage's 

driving force. Measures 33-ul consists of two sequences which 

are derived from Theme (II). The harmonic progression of 

Sequence I (Measures 33-37) ls as follows: C minor large seventh 

to F-sharp diminished seventh chord. The harmonic progression 

of Sequence II (Measures 37-41) is a G minor large seventh, 

C-sharp diminished seventh chord and ends with a D minor 

triad. 

J:1easures l.t.1-48 

The dynamic level suddenly reduced to piano, the melody 



is still reminiscent of A section of Theme (I). 

Phrases 

A'' 

TABLE 3 

FORMAL DIAGRAM OF MEASURES 41-47 

Harmonic 
Structures 

D min. 
B-flat maj. 
G maj o 

B min. 
E ½dim. 7th 

C-sharp 
d lm. 7th 

E -½aim. 7th 
A majo 

Other Measure 
Characteristics Numbers 

In the left hand 41-41-~ 
arpeggio; the first 
two notes parallel 
the melody of the 
right hand at the 
octave ·and double 
octave. 

The emphasized first 45-48 
note of the left hand 
arpeggio (Ms. 43-44) 
is repeated by the 
right hand (Ms. 45-46) 
similarly to inver-
tible counterpoint 
technique. 

~~_es 49--52 
The melody is reminiscent of the C section of Theme 

(I). This section consists of two c" sections. Again, inver

tible counterpoint is prominent. The melody is set against 

chromatic passages of the inner voice of the right hand, which 

is one of Schumann's favorite devices. 

tl§~sures 53-60 

Repetition of the measures 53-54 at the octave higher 

occurs in the measures 55-56, and then follows a one measure 
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sequence. Three measures of repetitive passage derived from 

the previous sequence follows. The melody is concealed in. 

the inner voice (Measures 54, 55 and 57) with syncopation. 

Below is the example:5 

:t-!easures 62-68 

This section has the same structure as measures 41-

47, but is a minor third lower, and the left hand has chords

instead of arpeggios� The tempo is slower. 

Measures 69-70 

It is reminiscent of measures 49-50, though a minor

third lower. 

5Ibid., p. 6. 
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Measures 70-72 

The left hand has an ostinato bass. The right hand 

has the melody in the top voice in measure 71 and then in 

the inner voice in measure 72. 

Measures 71-76 

The chromatic melody {A - Bb - B - C - D - Eb) begins 

in the bottom notes of the right hand chords, and on the weak 

beat with accent. Then partly superimposed with it the pas

sage, F - F# - G - A - Bb - C - c# - c# - D - D, occurs in 

the top voice of the right hand. During this procedure, one 

feels a sense of broadening within the piano level, and the 

Adagio section is reached by means of ritardando. 

Measures 77-81 

Adagio with ritardando. The chords played by the 

left hand in measures 77-79 are interestin9 harmonically. 

(Mirror) 

(Retrograde) 

Here is an excerpt from measures 77-81: 6 

6 Ibid., p. 7. 

I 

(With different inver
sion from th~ previous 
Bb+ - A- - Gf progres-
s ion.) 
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Adagio 

-
rita.rd. 

In measures 80-81, there is an interesting phenomena 

which the author believes needs to be mentioned. Following 

the resolution of the suspension F, the two tritones (augmen

ted fourth, diminished fifth) give a feeling of unsteadiness 

and conflict. Later, F becomes important in two respects. 

First, it ends the section with a pianissimo perfect fifth. 

Secondly, it acts as a connecting note which leads into the 

next section in a psycholoczical manner. After the sound of 

F ceases, its sound nevertheless lingers in our mind and sus-

gests a sense of relief, however small in degree. 

Measures 82-96 
In this sequential section, Theme (II) ls presented 

in a more complete statement. It has an arch form. 

Measures 97-105 
Although Theme (I) ls used, the section implies a 

closing theme by nature. The c-sharp dim,lnlshed .seventh chord 

at the end of the previous section seemingly resolves into D 



Phrases 

Introduction 

Sequence I,
II 

Sequence III, 
IV 

Codetta 
Extension 

88 

TABLE 4

FORMAL DIAGRAM OF MEASURES 82-96 

Melodic Line, 
Counterpoint 

Wide leaps. 
Each voice 
moving in 
same direction. 

R •. H.: Wide leaps 
L. H.: Chromatic
Ascending

L. H.: Wide leaps
R. H.: Chromatic
Descending

Chromatic 
Contrary motion 

Harmonic 
Structures 

D maj. 7th 

D maj � 
G min. 
C mino 

F maj. 
D min$ 
E-flat maj.
C min.

C-sharp
dim. 7th

Measure 
Numbers 

82-83

84-90

90-94

94-96

minor; yet, it is basically G dominant seventh. The loud 

dynamic of the previous sequence is reduced to a piano. The 

whole section reminiscent of measures 19-27. Measures 97-101 

arc exactly the same as measures 19-23. Measures 102-105 

are the same as measures 2�-27 with the exception that the

left hand arpeggios of measures 21+-27 are now changed to homo

phonic chords. 

Measures 106-118

This section is an example of Schumann's unabashed

fondness for sequential passages as we can see from table 5.

The section is not only intervallically, but also dynamically, 
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sequential. 

TABLE 5 

FORMAL DIAGRAM OF I"LEASURES 106-118 

Phrases Cadential Dynamics, Measure 
Chords Tempo Numbers 

Sequence I G dom. 7th p-===== f 106-107 

Sequence II B dim. 7th p ----.::.f 107-109 

Sequence III G domo 7th p-====== f 109-111 

Sequence IV B di.m. 7th p 111-113 

Sequence V B-flat dom. 7th mf·~ 113-115 

Bridge Amino f, -sf 115-118 
cresc. 

The two voice lines of the left hand, and also 

tho right hand, move to the bridge in parallel intervals of 

the octave • 

.lli:_9-sures 119-127 

Theme (I) is developed and is reminiscent of measures 

19-27. 

11,easure 128 

A short cadenza leads to the pas~oral development 

section. The effective use of dynamics and ritardando bring 

the exposition to a relaxed conclusiono 
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Development (Measures 128-227) 

T~easures 128-153 

"In the style .of a legend", the development section 

begins on measure 129. For the first time in the first move

ment, Theme (II) is clear1y and completely stated. 

Phrases 

D 

D 

E 

TABLE 6 

FORMAL DIAGRAM OF THEME (II) 

Cadendial 
Chords 

D maj o 

C rnino 

C min. 

Counterpoint 

Contrary Motion 

Parallel Motion 

Contrary Motion 

Measure 
Numbers 

128-132 

132-136 

136-139 

After the complete statement of Theme {II), Schumann 

immediately develops D section of the Theme in measures U~0-

148 with ostinato basses and thicker texture. In measures 

148-154 melodic imitation of D section occurs in the top note 

of the right hand. Sequence is prominent in the ri?-ht hand 

of measures 150-153. The left hand weak beat accent gives 

rhythmic variety, but yet its overuse falls into mannerism. 

The harmonic diversity (measure 150; C minor, measure 151; F 

small seventh to D half diminished seventh, measure 152; E

flat major seventh to C minor, measure 153; F small seventh 

to A-flat major, measure 154; F-sharp diminished seventh) 

compensates for the tedious overemphasis of the sequential 
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passages. 

Measures 154-155 

This section is chromatically ascending, in parallel 

motion, and accelerates. 

Measure 156 

The melodic line consists of skips, the ritardando 

combined with sforzando. These devices provide contrast with 

the previous two measures. The section ends on a fermata in 

measure 157 with an F-sharp diminished seventh. 

Measures 158-182 

After a brief pastoral passage with ritardando, an 

accelerando staccato passage follows. Basically founded on 

the sequential device, it moves in parallel motion. (In mea

sures 165-170, soprano and bass are in the intervals of the 

third or the sixth, while alto and.tenor in the intervals of 

the octave. In measures 170-182, soprano and tenor are in the 

intervals of the octave and alto and bass are also in the same 

intervals.) A brief implication of Theme (II) occurs in mea-

sures 174-177. 

Measures 183-195 

The melody is stated three times (measures 182-186, 

measures 186-190, measures 190-195). It does not move in 

exactly the same intervals at each appearance, but the con-

tours remain highly similar. 
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The first statement of the melody is based essentially 

on a D major chord, and the second one on an E small seventh 

chord. On the other hand, the third statement abounds in fre

quent changes of chords, while gradually ritarding until set

tling on a G dominant chord in measure 196. 

Measures 196-213 

TABLE 7 

FORYAL DIAGRAM OF MEASURES 196-213 

Measures 

196-203 

204 

205-213 

Form 

Sequence I 
+ 

(Repetition) 
+ 

Sequence II 
+ 

(Repetition) 

Extension 

Sequence III 

Melody 

Characteristics 

L. H.: staccato 
R.H.: framgentary two

note motive 

Within a two measure sequence, 
dynamic changes from piano to 
forte beginning with sforzando. 

Arch form: 
1. First half of the sequence 

L. H. : skips 
R.H.: ascending chromatic 

2. Second half of the sequence 
R. H.: skips 
L. H.: descending chromatic 

Crescendo is effective for con
necting different moods of mea
sures 196-203 and measures 205-
213. 

Devices such as legato, sustained 
bass, and dynamics of fortissimo 
and accented melody provide 
nobleness and broadening pro-
fundity. 
Short development of Theme (II) _ 
occurs in measures 205-212. 
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Measures 211+-217 

The section functions as a brid~e between the previous 

section and the following one. In measures 213-215, every 

sixteenth note is accented. The section may possibly be an 

allusion to measure 128. Measures 216-217 may be regarded as 

repose and preparation for the followin~ pastoral passage. 

Measures 218-226 

The dynamic level is reduced from a fortissimo to a 

piano and continues abating to the end of the section piani

ssimo. In measures 218-221, the melody is simply stated in 

single notes, while in measures 222-226, it is stated in two 

voices and is also varied rhythmically and intervallically. 

Harmonically these two phrases are identical with the excep

tion of measure 214 (F-sharp diminished seventh) as compared 

to measure 210 {D dominant seventh). 

Recapitulation (Measures 227-332) 

~asures 22?-276 

This section is the same as measures 28-81. The only 

exception is that sequence (D) is repeated twice in the 

exposition, but is stated only once in the recapitulation. 

(See measures 33-l~O and measures 222-235.) Both sections 

begin with a D half diminished seventh, but the recapitulation 

enas on a G ma,jor in measure 236 unlike that of measure 41 
(D major). This section of the recapitulation is a whole step 

lower than 1.ts equivalent in the exposition. -
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Measures 277-288 

Sequential passages. It is the recapitulation of mea

sures 82-96 in C major rather than D major. This time the 

ascending sequence occurs only once instead of twice. By 

means of harmonic devices in the section (Sequence I: C major 

to C minor, Sequence II: F minor to B-flat major, Sequence 

III: G minor to A-flat major seventh, Extension: F minor to 

D dominant seventh), measures 289-294 are again in C major 

as were measures 97-102. 

Measures 289:~ 

The section is exactly the same as measures 97-102, 

with the except ion that the rhythmic figure.,{+,~ is here used 

instead of 1/ + j) . (See measure 291.) 

Measures 295-?98 

The melody (in the top of the right hand) is set 

against an alto arpeggio combined with contrary motion in the 

left hand. 

Measures 299-302 - -
The melody is an augmentation with some variation of 

measures 157-159. It could be a retrograde implication of 

Theme (II) as well. 

Quite often, melody in Schumann's music expands O"rer 

lengthy periods of time in unresolving dissonances. Anxiously 

and curiously one waits to hear each unfolding note of the 
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melodic line. This trait is shown outstandingly in the last 

six measures of the movement, in which all six measures are 

needed to unfold the f ina 1 three notes (E-D-C) of the phrase ·
0 

After a lone:, spiritual, and emotional voyage, Schumann 

anchors his desparate ship at the harbour of a C major chord. 

Here is an excerpt from measures 296-302.7 

:~~J=-.FT"'J 
r ~v r 

_J_ r--' icl -e-

~~~~ o: _ :--··--···- - -- _-_-_ --~c=====--=--=--=-+-r,'l--=--=---=i 
----·-··-· •·----- __ _________ =r::===-::------~0-----i 

Thus, the analysis of the first movement is concluded. 

Although the title of the piece is commonly known as the 

Fantasia inc. one cannot observe a definite C major resolu

tion until the end of the recapitulation. Furthermore, the 

resolution continues to struggle even at the very end, and 

one might view the entire movement as a fantasy trying to 

resolve to c major. Sona ta form is strongly implied, but is 

7Ibid., p. 19. 
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intruded upon by emotional developments of the music. For 

example, the development section seems to be more of an imp

romptu fantasy nature rather than specific development of the 

themes. There are brief indications of Theme (II), but these 

are negligible in the light of the "development" which occurs 

in the expositiono 

In summarization, Schumann 1 s Fantasla was written to 

resolve Schumann's own mental conflict, possibly to discover 

its own indicated "secret tone" on the final concrete C major 

tonality. 

TABLE 8 

FORMAL DIAGRAM OF THE FIRST MOVEMENT 

Exposition Development Recapitulation 

Form Measures Form Measures Form Measures 

Theme I 1- 19 Theme II 128-U~o 
(A+B ,A+C+C 1 ) {D+D+E) 

A+B+A 1 20- 28 

A+B+C1 D+D 140-153 
A+B+C 1 29- 33 227-232 

Episode 154-182 
233-235 Theme II 31+- 41 III (IY ) Theme II 

(D+D) (D) 
Episode 183-213 

A" +A'' 236-242 A11 +A'' 1+2- 48 IV (D' ) 

c'' +c'' t~ 9- 52 Episode 214-226 C II +C II 243-247 
V 

Episode I 248-276 Episode I 53- 81 

Theme II 82- 96 Theme II 277-288 
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TABLE 8 - Continued 

Exposition Development Recapitulation 

Form Measures Form Measures Form Measures 

A+B+A 97-105 A+B+A 289-294 

Episode II 106-118 Episode II 295-332. 

A+B+A 110-128 

A Formal Analvsis of the Second Movement of Fantasia 

The second movement, "Maestoso sempre con energia", 

is replete with triumphant feeling as the title "Trophies" 

suggests. Compared with the despair of the first movement, 

the second movement evokes a positive and energetic sensation. 

The movement was composed after Schumann had defeated Wieck's 

bitter and cruel opposition to the proposed marriage of Robert 

and Clara, and the entire movement is a manifesto of glorious 

victory. The author also contends that the victorious nature 

of this movement expresses a symbolic triumph over the Philis

tines, or over trivial, desparate and earthly anxieties of the 

hu111an soul. 

Measures 1-8 

Theme (I) is stated with thick chords and wide leaps 

in both hands. It consists of A and B phrases, and the 

phrases end with semicadences {B-flat major). 



98 

Measures 9-21 

This sequential section ends on E-flat major and has . 

a rhythmic driving force. A small melodic motive is heard in 

the inner voice of the right hand. Syncopation, occuring in 

all the voices, seems overused. 

Measures 22-1=J:O 

In this sequential section, frequently the rhythmic 

patter J) + J~ occurs. Schumann's genius did not allow these 

rhythmic sequences to become merely conventional and tedious, 

but rather, spiced them with fragmentary melodic motives or 

with contrapuntal textures, in which each voice line inter

twines with one another as on can see in measures 26-29, and 

30-34. 

Measures 26-29:0 

8 Ibid • , p. 21. 



99 

Measures 30-34:9 

Measures 41-!i 9 

Schumann uses syncopation to add driving force to the 

passages. In measures 41-50, a motive is derived from mea-

9 Ib 1 d • , p • 21 0 
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sures 22-25 and extended. Measures 58-74 consist of _two se

quential passages: the first passage (measures 58-66) moves 

from C minor to G minor, while the second passage (measures 

66-74) moves from G minor back to C minor. Thus the entire 

sequence may be regarded to move from tonic to dominant and 

back to tonic. 

Phrases 

a + b 

a + b 

a + b + b 

Bridge 

treasures 92-11~ 

TABLE 9 

FORMAL DIAGRAM OF MEASURES 74-91 

Cadential Chords 

G dim. + F min. 

C dim. + Bb min. 

F min. + Bb dom. 
7th + gb dom. 7th 

Eb maj o 

Measure 
Numbers 

74-78 

78-82 

82-88 

88-91 

The section is the same as measures 1-22 except that 

the opening eight measures of the previous section are altered 

here to dotted rhythms. 

Measures 114-192 

An interlude which begins meno mosso. Pastoral lyricism 

previals. Later it assumes more whimsicality and very short 

staccato motives occur frequently • . The interlude begins wi th 
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A-flat major and ends with E-flat major. It is abundant with 

sequences and repetitions of melodic patterns. Measures 157-

189 is the same as measures 54-86 with the exception that it 

is one whole step lower than the pr~vious section. A similar 

device was discussed in the key relationship between the ex

position and the recapitulation of the first movement. 

Measures 193-232 

The section is the same. as measures 1-37 with the 

addition of a two measure bridge leading to the Coda. 

~easures 232-279 

Coda. 

Phrases 

a + a 

b + b 

C 

d + d 

a'+ a' 

Endings 

TABLE 10 

FORMAL DIAGRAM OF THE CODA 

Cadential Chords 

G maj o 

E-fla t maj. 

E-flat maj. 

E-fla t maj. 

B-fla t dam. 7th 

E-flat maj. 

Measure Numbers 

232-247 

248-262 

263-269 

270-274 

275-276 

277-279 

The second movement is basically built on an arch form 

as one can see from table 11. 
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TABLE 11 

FORMAL DIAGRAM OF THE SECOND MOVEMENT 

{ Section A (Ms. 1- 21) 
A+B 

Section B (Ms. 22- 40) 

Section C (Ms. ~-1- 91) 

Section A (Ms. 92-113) (Extension) 

Center Section D (Ms. 114-156) (Interlude} 

Section C (Ms. 157-192) 

Section A+B (Ms. 193-231) 

Coda (Ms. 232-279) 

A Formal Analvsis of the Third Movement of Fantasia 

The third movement is serene and meditative. After 

the stormy anxiety of the first movement and the triumphant 

victory over misery in the second movement, the music now 

enters the stage of spiritual meditation. In the third move

ment, this author often received the impression that she could 

visualize an ol~ man sittinf at the porch of his house, 

watching the sun set. below the far horizon. The old man, after 

the vicissitudes of life, meditates on the meaning of life 

and the universe and on the re.lationship between trivial human 

beings and the magnificent universe. Lost in his deep 

thinking, the old man gradually becomes one with nature. 

Measures l-ll.1; 

Section A. 
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Before Theme (I) begins in the alto at measure 5, 
there are four measures of introduction. Note the effective 

use of superimposition of the melodic motive (A-G) in measure 

Phrases 

A + A1 + 
Extension 

B + B 

TABLE 12 

FORY~L DIAGRAM OF THEME (I) 

Harmonic Structures 

C maj. + Bb dom. 7th+ 
E maj o 

C ma j. + A min o 

Measure Numbers 

5-10 

11-14 

With the exception of A1 section where the left hand and melody 

are basically in the interval of the third, the rest of the 

section proceeds in contrary motion. The left hand is chroma

tic with the exception of A1 section, while the right hand 

melody generally moves in skips. 

Measures 15-71 

Section B. 

TABLE 13 

FORMAL DIAGRAM OF MEASURES 15-71 

Phrases Harmonic Structures Measure Numbers 

a + a' G dom. 7th+ C dom. 7th 15-23 
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TABLE 13 - Continued 

Phrases Harmonic Structures 

b + b' D min. lar. 7th, G 
+ 

C maj. 7th, F min. 

Bridge A min. lar. 7th, A 
G-sharp dim. 7th, 
B dim. 
G dom. 

C + c1 A-flat 

D-flat 

d + e E-flat 

d I+ I 
C dom. e 

d " D com. 

e C dom. 

f D com. 

~ F maj., 

h F ma j., 

Measures 72-122 

Section B1 • 

7th, C-sharp 
7th 

ma j., F min. 
+ 

maj., E-flat 

dom. 7th+ C 

7th+ D maj. 

7th, B-flat 

7th, A maj. 

7th, D ½dim. 

C dom. 7th 

A maj. 

sm. 7th 

lar. 7th 

maj. · 

dim. 

dom. 7th 

maj. 

dom. 7th 

7th 

Measure Numbers 

23-26 

27-29 

30-33 

34-37 

38-41 

42-1.~3 

lL4-51 

52-59 
60-67 

68-71 

Exactly the same as Section B, with the exception that 

Section B 1 does not have the "Bridge" and only half of "e". 

The key relationship between these two sections is that Sec

tion B' is the fourth higher or the fifth lower than Section 

B. 

Measures 123-142 
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Coda. 

In measures 123-126, the melody lies in the soprano, 

while in measures 127-130, it is in the tenor. The last 

sixteen measures of the 6oda are quite interesting. With the 

exception of measures 140-142, the harmony changes twice in 

each measure. The dynamic level ranges from forte to piani

ssimo, while the tempo accelerates, then ritards, ending with 

adagio. This trait of the coda is significant, for it sym

bolizes the never-ceasing wanderinp: of Schumann's soul. His 

soul could not negate the trivial earthly emotional conflict. 

Furthermore, it predicts the possibility that Schumann's 

soul may again begin another emotional voyage similar to the 

one he has just completed. Perhaps the next journey will 

lie in a higher dimension than the previous one, but the im

portant fact is that Schumann's soul could never learn to be 

peaceful. In the right hand, we hear the fragmentary melody 

echoing meditatively that long-passin~ emotional experience. 

Only after many harmonic changes does the coda come to rest 

on C major, whose tonality may be symbolically interpreted 

as the "secret tone". · The general impression one senses from 

the third movement is more or less tranquil, but an ominous 

sky predicting thunder and lightening. This dualism reminds 

us of the Hegelian dialectic. 

The construction and symmetry of the formation of the 

Fantasia is not perfect from the traditional Classical point 
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of view as we have found. The author does not think Schumann 

had the ability and/or the wish to "develop" his musical 

thought within the context of traditional Classical sonata 

form. It was his nemesis. Furthermore, traditional sonata 

form was not adequate for Schumann to express his musical 

ideas and emotion. It may, thus, be more reasonable to say 

that Schumann did not want to follow strictly traditional 

Classical sonata form so that to criticize him for its lack 

is moot. Since the Greek period (or even before that), 

culture and the arts have seemingly progressed step by step 

due to people who were considered as modernists or revolu

tionists in their time. In every period, however, there have 

been those who have not been satisfied with the older means 

of expression, and one could argue that modernism is actually 

tradition. It is natural that Schumann could or would not 

follow Classical symmetry of form to pour forth his Romantic 

soul and spirit in his music. Thus, the author contends that 

the so-called weakness of construction in Schumann's work 

should be understood from the viewpoint that it was hi~ 

characteristic aesthetic rather than a stumbling block. This 

divergence from -strict sonata form effectively expresses the 

irresistible despair and longinf-s of Schumann's soul. 

Unlike traditional sonatas, the Fantasia follows a 

somewhat unique process. The energetic second movement fol

lows the tumultuous first movement without any pause or rela-
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xation, the work culminating in meditative tranquility. At 

flrst the process may seem strange; however, the author con

tends that this device provides an effective representation 

of innermost being and projects his wandering soul into music. 

Schumann seems to have been more concerned with the 

emotional content within and between the movements rather than 

symmetrical construction of Classical form. 

The Fantasia is a most difficult piano work from the 

standpoint of interpretation as well as from a technical point 

of view. The performer needs a. high degree of technique in 

order to play the very rapid left hand arpeggios and the wide 

skips and chords of the tenth and twelfth with facility. Dif

ficulty is increased by the wide leaps appearing in both hands 

in contrary motion as in the coda of the second movement. If 

the performer does not possess a certain mastery of piano 

playin~, he can not expect adequately to interpret this piece 

musically and technically. The emotion and spirit of the 

piece fluctuate so rapidly and drastically that the performer 

needs a total involvement with the emotional context of the 

piece and should try to maintain musical empathy with the com

poser. Together with Schumann's use of ritard to half-speed, 

every shade of his emotion appears unexp~ctedly and drastically 

making interpretation of the Fantasia quite difficult. 

But what is more important is that the performer's 

emotional involvement with the music must also be detached and 
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refined in order to maintain control of emotion and desirable 

musical interpretation. If the performer becomes simply over

whelmed by the overflowing ~ewer, the Fantasia rendered by him 

may not be persuasive enough to impart to the audience the 

true meaning of Schumann ,·s spiritual and emotional voyage. 

The author believes that the performer needs a higher dimen

sion of controlled and detached interpretative attitude toward 

the Fantasia than most other works in the standard piano re

pertoire. Hence, the real problem in performing the piece is 

that it requires of the performer a spiritual maturity, in 

addition to mastery of technique. 
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