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INTRQDUCTION

Z, L] -
In the review of his Konzert-ctuden nach Cavricen

von Paganini, COpr. 10, Schumann stated that music lovers

. - 1 3 -

would be free to compare the origin violin caprices with
his piano transcriptions, adding that " . . . the compari-
son would not be uninterestinv."1 Therein lies the major
purrzose of this thesis: to investigate the process by

which Schumann transcribed two sets of pianc etudes (Cpp. 3

£
fomd

an ) from Paganini's 24 Czpricci per Violino solo, Cp. 1.

’.Jo

This process will be explained by: (1) cdetermining voss

ble reasons for Schumann's choice and ordering of the twelve

aprices; (2) analyzing the relationship of each etude %o

0

its resvective caprice in terms of all relevant musical
parameters; and (3) deducing the overall principles of
Schumann's transcription technique., As a corollary to
this investigation, an evaluation of the technical features
of the etudes will emvhasize Schumann's successiul adaptation
of wviolinistic figuration to the keyboard.

Certain limitations have been imposed upon this

thesis., 3Biographical discussion will be confined, in

lRobert Schumann, On Music and Musicians, ed. by
Konrad Wolff and trans. by Paul Rosenfeld (New York: W, W.
Norton & Company, Inc., 1949), p. 256.
1
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cereral, to Schumann's early career and compositions to
1835, Detailed treatment will be given only to those violin
caprices that Schumann chose to transcribe. In collating
gach caprice with its respective transcription, emphasis
will be placed on those elements that Schumann introduced
to make the etudes his individual product. Ixamples of
his alterstions, additions, or deletions to the original
caprices will serve to illustrate each major point,

The question of editions in the works of both
Schumarnn and Paganini is a problematic one., On the whole,
Schumann's editions zre faithful tc his intentions. IMost

of his music was published during his lifetime, and after

“w

his death, a collected edition was supervised by his widow
Clara aznd Johannes Brahms., Despite their efforts, there
are minor inaccuracies in the collected edition that have
been perpetuzied in modern ecditions., ZEZEditions of Paganini's
compositions suffer from more serious problems. His desire
to protect his violinistic secrets restrained him from
publishing no more than a handful of his works before his
death, HNuch of his music exists today in a variety of
editions and arrangements, many of dubious quality. A4
critical collected edition of Pzganini's music has yet

to be undertaken.

An Urtext edition by Georg Schimemann of Paganini's

2L Capricci came into being as a by-product of the

first publication of Schumann's piano accompaniments to
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3
the caprices. Since Schumann did not copy the violin part
into his manuscript, Schiinemann edited Paganini's manuscript
and published it as the violin part to the accompaniments,
While this faithful rendering of the violinist's autograph
fills a gap in Paganini bibliography, it does not necessarily
present the exact text Schumann used when transcribing the
caprices. It will be shown that Schumann used either the
first edition of the caprices (Milan: G. Ricordi, 1817-20)

or a Breitkopf & Hartel reprint as his text. Both the

fode
-
-

Urtext and the first editicon have been referred tc
Considerable inconsistencies exist between the

two editions of Schumarn's Paganini etudes that were super-

vised by Clara Schumann, In general, the etudes appearing

in the collected edition, Robert Schumann's 'Werke (1881-93),

provide a literal presentation of Schumann®*s manuscripts
and first editions. In the other edition, SZmtliche

Klavierwerke, she freely added many versonzl ideas in

regard to tempos, fingering, expression, and pedaling.
Although other editions of these etudes are available (by
Adolf Ruthardt, Harold Bauer, and Emil Sauer), those of
Clara Schumann remain the most religble,

This thesis stems from the lack of interest shown
by many biographers and critics in these etudes and the
superficiality of research into the transcription protlems
presented by them. It is hoped that pianists will use these

etudes in their teaching and add them to their concert

repertoire.
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CHAFTER I

THE BIOGRAPHICAL BACKGROUNE

Paganini's Infiluence on Schumann's Life
and Comvositions

On Easter Sunday, 1830, Robert Schumann, with a
group of friends from Heidelberg, drove to Frankfurt am
Main to attend a concert given by Paganini, He had been
eager to hear the great viclinist, as a letter to Friedrich
Wieck (November &, 1829) reveals:

. . . You heard him four times, did you? Four times!

Good heavens,; the idez of you hearing him four times
makes me completely wild!l

There is no record of the selections Paganini
programmed in Frankfurt, In contradiction to Kathleen
Dale, who contends that he played the caprices, Geraldine
de Courcy argues that Paganini played conly his “popular
numbers”" on this occasion; furthermore, she doubts that
he ever performed the caprices in public.2 Whether or
not Schumann heard the caprices, however, is not of great
importance, Since they had been published since 1820, they
were accessible to Schumann, and he obvicusly knew them

very well, The effect this performance had on Schumann

lRobert Schumann, EZarlyv Letters, tr. by Mary Herbert
{(London: George Bell and Sons, 1888), p. 82,

2Geraldine de Courcy, Pagzanini the Genoese (Norman:
University of Oklzhoma Press, 1957), I, 7&.

4
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influenced the next few years of his life, Certainly it
made him all the more determined to give up his law studies
and to pursue a career as a virtuoso pianist. Unfortunately,
that career was denied him because of the self-inflicted
crippling of his right hand in 1832; as a result, he decided
to concentrate on composition,

Several of Schumann's earliest compositions (in
addition to the two sets of Paganini etudes, Opp. 3 and 10)
were based on or inspired by Paganini's music and personality.

.
vein was a set of four

AV Tn +h
- e Wa o

-
b
as -k

0}

variations for piano (with orchestra) based on the finale,

"Rondeau & la clochette,” to Paganini's Yiolin Concerio No, 2
in B Minor, Although these variations exist only as sketches,

Schumann adapted two of them in the Allegro, Cp. 8 (1831),

and the Intermezzi, Op. & (1832, originally Pi&éces fantas-
1

The Allegro, evidently the first movement

tigues, Op. 3).
of a proposed sonata in b minor, employs material in its
intreduction and coda derived from one of these variations.2
The sixth intermezzo (also in b minor) would seem to have

. 3
benefited from the same source.”

1. . ; . e«
Kathleen Dzle, "The Piano iusic," in Schumann:
A Svmpeosium, ed. by Gerald Abraham (London: Oxford University
Press, 1952), p. 17.

2

Ibid., ». 43,

“Gerald Abrgham, “"Modern Research on Schumann," '
groceedings of the Roval lusical Association, IXXV (1948-49),
7.
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While it is clear that Schumann used Paganini's
music as a point of devarture for the development of his
own compositions, the violinist's personzality alsc stimu-
lated his talent for musical characterization. In Carnavsal,
Op. 9 (1835), Schumann depicted Paganini with syncopated,
skipping figures reminiscent of spviccato bowing, Schauffler
voints out the resemblance of this section to the broken
octaves in the a-flat major caprice (No. 12).l Cccasionally,
certain figurations in Schumann's early piano music, such

as those found in the third etude of the Symphonische

Studen, Op. 13, take on a special significance when related

to Paganini. Schumann may well have been thinking of the

3

string-crossings in the ma jor caprice (No, 1),

[\
St

)

There is no doubt that Faganini's influence on
Schumann was an enduring one, In his last years (1853-55).
Schumann supplied piano accompaniments to all twenty-four
caprices (except the first, which was composed by Clara).

By comparing the Cpp. 3 and 10 etudes with their respective
accompaniments, one can trace significant interrelationshirps,
particularly in the ¢ minor caprice (No. &). To avoid the

impression that Schumann was completely under Paganini's

lRobert Haven Sch uffler. Plorestan: The ILife and
Work of Robert Schumann (New Yor Henry Holt and Company,

191"'5) sy D. 283.

2Niccolb Paganini, 24 Capricen fir Violine allein,
Op. 1: Klavierbegleitung von Robert Schumann, ed. by Georg
Schiinemann (Frankfurt: C. F. Peters, 1941), foreword.
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7
sway, however, two points neeéd to be made. While Schumann
held Faganini in high regard as an instrumentalist and artist,
he had reservaticns about the violinist's compositional
technique, which he found to be careless in many respects.
Also, even in his most difficult comprositions, Schumann
never adopted the more superficial aspects of Paganini's

virtuoso style.

Schumann and the Fiano Etude

By studyin d performing contemporary riano

(0]
5

etudes in his youth, Schumann soon recognized their vital

n cdeveloping a polished technigue. The etudes of

'...M

rele
Cramer, Clementi, and Voscheles, and to a lesser extent,

those of Czerny, Bertini, Herz, et al., were fundamental

w

in molding his conception of etude style and structure.

Summarizing his beliefs in this regard, Schumann wrote:
In a broad sense every piece of music is a study, and
the simplest is oftentimes the most difficult. In a
narrower sense we require a special purpose to the
study; it must develop technigue in a speciazl phase
and lead to the mastery of some particular difficulty

of technigue, rhythm, exvression, presentation, or
what not. Tl

Schumann's interest in the composition of piano etudes
can be traced to his sketch-books of 182%-33, particularly
the fifth book.2 This volume contains etudes and technical

exercises intended for a proposed Piano-Schule. It is a

fair assumption that this enterprise found at least a partial

1. . s
~Schumann, On Music, p. 67.

N

Dale, "Pianc Music," p. 15.
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realization in the preface to his Op. 3.1 Except for the

Studien fur den Fedalfliigel, Op. 56 (184&5), Schumann's pianc

etudes were composed during the years 1829-36. His first

. - L4 -
essay 1n this genre, Etude fantastigue en doubles-sons, has

a varied history. Planned in 1829 and completed in 1830,
this etude was revised and transposed from ¢ major to ¢ major
in 1832 to become the Toccata, Op. 7. Although F. E. Kirby
includes the Toccata in his discussion of Schumann's sonatas,
it is significant that the composer considered it an etude

~

. > . - < N —_ - o -
in double notes from its inception,” An Zxercice fantastiaue

(1832) was refused publication by both Haslinger and Breitkopf.

o~

ithough Schumann mentiors its publication in a letter to

b

Beethovensches Thema, one of four sets of wvariations based

on the theme of the second movement of the Seventh Svmvhony.

These remain unpublished except for the fifth varigtion,

which can be found as the second piece of the Albumbliatter,

Cp. 124 (1832-L5). These variations reflect many of the

1

Ibid., pp. 28-29.
ZF, E. Kirovy, A_Short History of Keyboard Music
(New York: The Free Press, 1966), p. 271,

3Gerald Abraham, "Schumann, Robert," Grove's
Dictionarv of Music and Musicians (5th ed.; New York:
St. Martin's Press, 1655), VII, 606,
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technical features found in both sets of the Faganini

etudes.l

The most successful collection of Schumann's etudes,

Z . .. . . . - . Lo e
Etuden in Form von Variationen (Svmphonische Etiiden), Op. 13

(1834-36), was published in two editions, the first in 1837

and the second in 18852, Except for radical alterations in

the last etude, the second edition differs only sliightly

from the first. Of the twelve etudes, nine are variations

on a theme by Hauptmann von Fricken (the guardian of Schumann's
early love, Ernestine). Three etudes are nct based on this
theme: the third etude has already been mentioned;2 the

ninth is a study in gstaccatc chords and octaves; and the
last etude (marked "Finale" in the second edition) is based

on a melody from H., A, Marschner's opera, Der Templer und

die Jﬁdin.B In the second edition Schumann clarified the
relationship of the individual movements to the theme by
entitling them either "etude" or "variation."4 Five more
etudes based on the same theme are included in the supplement

to the collected edition,

lDale, "Piano Nusic," po. 23-24,

2—\

See suprz, p. 6.

3Frederick Niecks, Rgbert Schumann, ed, by Christina
Niecks {(London and Toronto: dJ, M. Dent & Sons, Ltd., 1925),

p. 183.

QIn her edition Clara Schumann preferred to entitle
each piece "etude," with "variation," where applicable,
indicated only parenthetically.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
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The Composition of the Paganini Etudes

During the spring of 1832, Schumann had completed
the major portion of his first set of Paganini etudes, reaching
the final stages by early summer, Although this set was
published as Op. 3 by Friedrich Hofmeister of Leipzig in

1833, Schumamn had originally thought of it as Cp. 2.

[N
&)
b
|..l-
E
1]
(o)
]
3
"-la
]
=y
0
4
=]
[0}
ot
',»Jt
A
(1]
ot
'.Jc
ct
l‘...l
(]
ot
(]
"3

and Cerman:

Ztudes vour le Pianoforte d'aprds les Caprices de

D rasr ¥ mrran AAS ada Ao T A e -4 U N N
Jaganini, avel Loigver, eXxercices yrcuaxau.L.xa v
avant-propos sur le but gque 1'é&diteur s'y propose.
--Studien fur das Pianoforte nach Capricen von
Paganini bearbeitet, mit Fingersatz, vorbereitenden
Uebungen und einem Vorwort Gber ihren Zweck von

-

R. Schumann.?
At the time of its composition and for several years
afterward, Schumann menticned Op, 3 in his letters. On April

25, 183

+3 + Haj 3
ticn teacher, Heinrich

;.:.

2, he wrote tc his former compoes
Dern, "I have missed your help very much in adapting Paganini's
Caprices for the pianoforte, as the basses were often doubtful,

w3

but I overcame the difficulty by choosing the simplest.

lAbraham, "Schumann,"” p. €629. As is well known,
Papillons was assigned Op. 2 upon its publication in 1832,
a year before Op. 3 appeared. The chronological order of
Schumann's compositions does not necessarily coincide with
their published opus numbers, varticularly in his early
works. He habituslly juggled opus numbers from one work to
another or supplied different numbers to revisions of the
same work,

Thls title is drawn from a contemporary review of
Op. 3 by G. W. Fink. See infra, p. 12.

3f{oberb Schumann, The letiers of Robert Schumann,
ed. by Karl Storck and trans. by Hannah Bryant (London:
John Murray, 1907), p. 74.
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Evidently setting limits on his fertile imagination was
also a problem. Schumann told Friedrich Wieck, his piano
teacher: "I work easily and rapidly, but in working it
out I am always trying all sorts of experiments, which

1

almost make me despair."” In the same letter, Schumann

asked Wieck to negotiate the sale of some of his composi-
tions, including Cp. 3, to Hofmeister, apologizing: “I am
not good at that sort of thing, and am too shy to make

2

offers." That Schumamnn was particularly concerned with

nn the preface to Cp. 3 is shown

‘...lo

the preparatory exercises
in another letter to Wieck: "The preface will be finished

in about three days. I have got such a quantity of materials
for it that I cannot be slow and careful enough about making
my choice."3 This would seem to indicate that Schumann had
been composing and collecting technical exercises for some

time, probably dating back to his skeiches for z Pigno-Schule

of 1829.1‘L

Although he considered himself inexpert in financial
natters, Schumann did not hesitate to call his works to the
attention of the leading nmusic journals, In =z request for
a review of Op. 3 to Ludwig Rellstab, editor of Iris im

Gebiete der Tonkunsi (1830-41) in Berlin, Schumann summarized

his attitude toward his work:

Please give my work your kind consideration, and grant
me your powerful help. Though I am vleading for an

lschumann, Early Letters, p. 173. 21pid,
L
3Ibid., p. 174, "See supra, p. 7.
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adopted child, yet I have reared it with care and
rleasure, and not without some selfish interest either,
for it is to be a test for the critics of what I can
do in thecry. Seriously, the work was delightful, but
not altogether easy, as the harmonies are often vague
and ambiguous (and even incorrect), and many of the
caprices are by no means perfect in form and symmetry.
‘then one first plays through this sort of movement for
a single instrument, one feels as if one were in a
stuffy room, but afterwards, when one has grasped the
fine spiritual threads running through it, everything
grows light and beautiful, and the strange genius is
made clear., 32But I would rather write six o§ my own
than again arrange three of anybody else®s.-

He thus apologizes for his dependence on Paganini's music,
but rationalizes (verhaps with tongue in cheek) that the
transcription process was a challenge to his compositionzal

skill, His criticism of Paganini's "incorrect" harmonies

and formal imperfections betrays a redantic streax that

N

(NZf), Rellstab, a conservaiive journalist, chose not

to review Op. 3. At least two reviews appeared, however,

one in the Allgemeiner musikalischer Anzeicer of Vienna

(No. 10, 1833) and the other in G. W. Pink's Allzemeine

musikalische Zeitung (September, 1833). Schumann quotes

the conclusion of the Anzeiger's favorable review in
2 letter to his mother:

"The importance of the work must be the excuse for
this long rnotice. The prob1em was one of endless
I e o o~}

d: L8 T e Tmead S
LiaLlCUL LYy WUL LU was VTS UL w.t.u:. ::uu.c...:.. c..u.;.e\.;u.guu,

perseverance, and care, and now it is concluded in

fa

Schumann, Zarly Letters, p. 187.

N

The NZ{M was a music journal founded by Schumann
and a group of f other musicians in 1833 to advance the cause
of modern music. Schumann directed and contributed to the
journal until 1844,
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a way that will give all pianists true pleasure and
much enjoyment, and ought to make them feel very
grateful to the composer.":
Fink's review was much less enthusiastic, Belittling
Schumann's originality, he recalled a group of etudes

based on Paganini's caprices contained in Friedrich Kalk-

trenner’s Piano-Schule.Z He also took exception to Schumann's

suggestion that advanced players, rather than limiting
themselves to composed exercises, improvise technical
"fantasias.”> Although he had published Schumann's
famous review of Chepin‘s Op. 2, Fink carec 1iittle for
the progressive tendencies Schumann exhibited, OCne can

young composers;

(fq
Y
fred
}is
]
o]
{0
ot
1]
[o B
+
iy
[t
&

be sure that Fink's carpin
consequently, both Fink and Rellstab became objects of
Schumann's criticism in the NZIM for several years. In
addition to these reviews, Schumann received further recog-
nition by the inclusion of Cp. 3 in Karl Czerny's Art

moderne du doigter. The etudes appeared as No. 10 of

Czerny's collection with this title:

Six Amusemens en forme d'Etudes pour le Pianoforte
d'aprés les Caprices de Paganini, dédigés aux

l"c’rxumann,, Early Letters, p. 197,

2Mé‘thode pour apprendre le piano & l'aide du

Cuide-mains, Op. 108 (1830-31), 1In his “°v’°w (1842) of
Liszt's Paganini etudes, Schumann reminded the reader of

his own transcriptions, but conveniently forgot the arranger
cf " . several of them /Capricesg/ published in Paris . . .

* .

(Schumann, On Music, p. 1527.

3Leon B. Plantinga, Schumann as Critic (New Haven
and London: Yale University Press, 1967}, p. 37.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
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professeurs avec avant-propos et Exercices préparatifs
par Robert Schumann,l

Although Schumann had resolved not to arrange any
more caprices, he transcribed a second set of Paganini
etudes in 1833 (completed in July), which were published
by Hofmeister in 1835:

Six Etudes de Concert pour le Pianoforte d'aprés des
Caprices de Faganini, Op. 10, Sechs Konzert-=Ztuden
komponiert nach Capricen von Paganini fir das Piano-

forte, Op. 10. T T T e T

The assignment of Cp. 10 to this set was an afterthought

[o 5

<+ T W
Ve i:T ikl

~e Snknm..vw.t.-.. -
Ui Ildinuinasinn & gag

number to Scénes musicales, an unpublished set of vari-

. o v - . - . - 2 . . .
ations on Schubert®s Sehnsuchtswalzer. in a review {1836)

of the Konzert-étﬁden, Schumann explained his rather

unusual reasons for transferring the opus number:

I added an opus number to the . . . etudes because

the publisher told me they would “"go™ better; a reason
before which my manifold objections had to yileld., In
secret, however, I considered the tenth (for I have not
yet arrived at the ninth muse) as the symbol of an
unknown gquantity, and the composition as a genuine work
by Paganini except for the basses, the denser German
middle parts, the greater fullness of harmony in
general, and here and there the smoother finish of

the form,?~?

Since Carnaval, Op. 9, his "ninth muse," was not to be
published until 1837 (two years after Op. 10), Schumann

designated the Konzert-Etiiden as Cp. X, the better to

characterize the "unknown quantity" of his tenth work.
Beczuse Schumann did not include self-criticism in the

NZfM as a rule, the lengthy review of Op. 10 is unique,

lDale, "Piano Husic," p. 29. 2Ibid,, p. 40,

3Schumann, On Music, p. 254,
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Perhaps he rationalized its publication by considering it
a review of the Paganini caprices. To a limited extent,
this review serves the same purpose as the preface to Op. 3.
It is especially valuable as Schumann's retrospective
evaluation of both sets of etudes:

When once before I had published a book of studies
after Paganini, I copied--perhaps only to its detriment--
the original almost note for note, and merely enriched
the harmony a little., 3But in the present case I broke
loose from the pedantry of the literal transcription
and strove to give the impression of an original
pianoforte composition which, without sacrificing

the underlying poetic idea, permitted one to forget
its origin in the violin, It must be understood that
to accomplish this I was obliged to alter, entirely
eliminate, or add--especially in regard to harmony and
form; but it was all done with the consideration
demanded by sc powerful and honered a spirit as is
Paganini's, . . . With the epithet de concert I sought
to make a distinction between these etudes and those

I had formerly arranged: besides. because of their
brilliancy the present ones lend themselves to public
performance, 1

[

It would seem that Schumann considered Op. 3 to be a tria
essay in transcription, redeemed, however, by its pedagogical
merits and thus made appropriate toc the teaching studic and
the development ¢f piaro technigue. On the other hand, in
Op. 10 he felt that he had, in effect, recomposed Paganini‘s
caprices for the piano. Certainly Cp. 10 constitutes a

challenge to the virtuosity of any pianist and properly

Schumann mentioned Cpp. 3 and 10 in the NZfl¥ on
at least two other occasions. In a comprehensive review
(183€) that attempted to categorize significant etude

collections according to their technical features, he wrote:

l1pid., p. 256.
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" he who desires the most difficult will find it in

1 In making this

the Paganini etudes of the undersigned.™
claim, Schumann included Chopin's études, Op. 10, along
with etudes by Clementi, Cramer, loscheles, Hummel, Czerny,
and a host of lesser-known composers. In another review
(1842) comparing his Faganini etudes to those of Liszt,
Schumann remarked: "If Schumann's arrangement was intended
to bring out the more poetic side of the composition, that
of Liszt, without having sacrificed the former, rather aims

. . .. . . . .2
to stress thne virtucso sice,®

Summary

Robert Schumann's piano etudes based on Paganini's
violin caprices were a product of his first five years of
serious composition. While he constantly scught a highly
personal style, he found discipline in the transcription
of pre-existing pieces that allowed him to develop his
compositional technique without being unduly concerned
with originality. The combination of several factors led
Schumann to compose these etudes: (1) his emulation of
the virtuoso pianists of the day; (2) his instinct for
piano pedagogy; (3) his desire to make a significant
contribution to the contemporary literature of the piano

etude; and (4) his admiration for Paganini,.

lRobert Schumann, Music and KMusicians, Essays and
Criticisms, trans. by Fanny Raymond Ritter (London: William
Reeves, n.d.), II, 360,

2

Schumann, On Music, p. 153.
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CHAPTER II

[#2]

THE TRANSCRIPTICON PROCES

Schumann's Selection of Pacanini's Caorices
for the Fiano Xtudes

From Paganini's 24 Cavpricci per Violino solo, Op. 1,

Schumann chose twelve caprices to transcribe for his two

et f pizno etudes, Opp. 3 and 10. In order to discover

0]

Ui
o}

nn's reasons for selecting certain caprices, it is

147}

)

chum

f=te

necessary Lo examine his writings as well as to draw con-
clusions from study of the compositions involved., Schumann's
oreface to Cp. 3, his review of Op. 10, and his critical
essays indicate that his choices hinged on the asdapiability
of each caprice as a potential piano etude. Certainly one

of his first considerations was to select caprices possessing
technical feztures that would be highly effective on the
piano. In the preface to Op. 3, Schumann's references to

the sczle passages in Paganini‘'s fifth caprice, the double
notes in Nos. 9@ and 13, the dynamic contrasts in No. 19, and
the sudden cross accents in No, 16 partially reveal the wvaried
criteria he used for his selection, The character and style
of certain caprices were also vital factors influencing his
decisions. The unpretentious lyricism of No., 11 captured

his interest, although he considered the fast middle section

17
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of the szme caprice unpianistic. O©f the fourth caprice,
which reminded him of the funeral march in Beethoven's
Third Svmphonyv, Op. 55, he remarked, "This entire number

is filled with romanticism."l

In regard %to No. €, a tremolo
study, he was most enthusiastic:

I consider this number especially tender and lovely
and sufficient in itself to assure Paganini‘'s position
as one of the first among modern Italian composers.
Florestan says: "Here he is an Italian river which

reaches the sea across Germany."2

Relationships of key, tempo, meter, and formal

o}
n
ot
O
I-h

e b lehtibal o v Fyymd
STTrRCTUrYre wWere I -svb

keys. The distribution of these keys indicates Schumann's
vreference for natural and flat keys, g minor being partic-
ularly favored. That Schumann desired variety of tempo and
mood can be seen in the parity of caprices in slow and mod-
erate tempos to those in fast tempos., Schumann chose six
caprices in either simple duple (ﬁ) or quadruple (C or i)
meters, and three caprices in simple triple (3) meter; he
selected only three caprices in compound duple (g) meter,
Several of these caprices incorporate changes of key, tempo,
meter, or combinations of these factors in their contrasting
sections (e.g., Nos, 3, 11, and 19). In terms of formal
structure, Schumann's selection reflects the predominance

of binary and ternary forms found in the twenty-four caprices,

1Schumann, On Music, p. 257.

2Ibid.
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TABLE 1

SCHUMANN'S SEUECTION OF PAGANINI'S CAPRICES FOR THE PIANO ETUDES

SCHUMANN  PAGANINI

0P, 3 OF. TEMPO METER FORM
1 5 Agitato C rounded binary with developmental
bridge (prelude and postlude)
2
2 9 Allegretto ﬁ five-part song
3 11 Andante 3.2
(Presto) _ﬂﬁ?ﬂﬂﬁ_ ternary
Iy 13 Allegro % compound song
5 19 Lento
Allegro assai- G ternary (with introduction)
Minore
6 16 Presto ﬁ binary
oP, 10
1 12 Allegro C binary
2 é Lento 2 rounded binary with codetta
3 10 Vivace g rounded binary
>
Iy b Maestoso H modified sonata
5 2 Moderato % rounded binary
6 3 Sostenuto 3 e
Prosto C-3 rounded binary (prelude y

and postlude) 0
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The binary forms ordinarily open with a repeated section
that presents the basic thematic material; in the second
section (not repeated), a developmental bridge genrnerally
leads to a concise return of the opening material followed
by a brief codetta. The ternary forms often involve a
prelude and a postlude enclosing a contrasting section in
binary form. Cther chosen caprices are cast in compound
song form (No. 13), five-part song form (No, 9), and a
modified sonata form (No. &) involving a recapitulation

2 return of the opening theme., Althougn

(Rl

that eliminate

/7]

he left Paganini's forms intact in most cases, Schumann
did not hesitate tc amend the structure of the caprices
as he saw fit.

It is conceivable that Schumann would not have
demanded that his etudes be performed in the manner of a
sonata, i.e., in a prescribed sequence at one sitting.
Nevertheless, he took pains to order the etudes so that
such a performance would not be impracticable, Severzl
factors unifying both sets of etudes can be cited. Etudes
in fast tempos generally alternate with those in slow to
moderate tempos., Metric variety is provided by the emphasis
on compound meter in Op. 10, as contrasted with the predomi-
nantly simple meters in Op. 3. While key relationships
from one etude to the next are not always close, they are
usually only a few accidentals apart. The progressiocn
from sharp to flat keys in Op, 3 and the converse progression

in Op. 10 procduce a sense of direction. This feeling is
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heightened by the fifth relationship existing between the
keys of several etudes (e.g., in Op. 3, the fifth caprice

in g minor is followed by the ninth caprice in I major).

The iethod of Comvparison

It speaks well for Schumann's integrity as a musi-
cian that, in transcribing Faganini's violin caprices for
the piano, he amplified and enriched the musical substance
without losing sight of the original conception., Generally,
those alterations Schumann did impose involved: (1) sclutions
to problems encountered in adapting the vielin lire to
rianc technigue; (2) formal and theoretical adjustments to
Faganini's roughhewn compositional procedures; and (3) sty-
listic suggestions to clarify performance of the music. bdany
of these alterations are readily appsrent., To look beyond
these superficial refinements and to discover the procedures
of transcription Schumann developed are the goals of this
study.

In order to reach the conclusions set forth in this
chapter, a detailed comparison was made of each caprice with
its respective transcription. The basic musical parameters
(melody, rhythm, harmony, form, etc.) were taken into account
as well as significant stylistic elements. 7To carry out this
comparison accurately, it was necessary to determine which
edition of the violin caprices Schumann used when he tran-
scribed them, In 21l likelihood, he used the first edition

3

of the caprices published in 1820 by &. Ricordi (hereinafter
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designated as 3).1 Evidence to suppert this claim can be
seen in the thirteenth measure ¢f Schumann‘'s Cp. 3, Neo, 5
(Fig. 1). The compound aproggiatura embellishing b-flat

has four notes in both Schumann's etude and in R (Fig, 2).

Schumann: Op. 3, No. 5, m, 13.

L2 ». .
, TTEe lte
L + — .
P AR P A
ST "
& - X
Fig. 2

llt is also possible that Schumann used a revprint
of the Ricordi edition published by Breitkopf & Hartel,
which was advertised in the November, 1820, issue c¢f the
Allsemeine musikalische Zeitung. In 1833, when G. ¥, Fink
reviewed Schumarn's Op. 3; he used this edition to make a
somewhat perfunctory comparison (see gupra, p. 12).

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



23
In the Urtext of the caprices,l the ornzment has three

notes and resembles an inverted turn (Fig. 3). This and other

Faganini: Op. 1, No, 19, m, 13.

N

- “aﬁ -
@é&ﬁ:@‘q
: = =]

27 X

Fig. 3

|
-

eccentricities of pitch, rhythm, etc., found only in

o]

and carried over into Schumann's transcriptions, would
seem to confirm R as the textual model., Further evidence
is found in Schumann's mention of R in his review of
Op. 10:
. « . the caprices were written at different hours
and places, and the MS, sent by Paganini to his
friends immediately. When Ricordi the publisher
proposed to have the whole set published together,
P. hastily wrote them down from memory.
The edition of Schumann‘*s piano etudes chosen

to be compared with R was that of the seventh series of

Rovert Schumann's Werke (RSW), which was found to be

more authentic than Clara Schumarn's Siamtliche Klavier=-

werke (SK). For its information regarding contemporary
performance practice, however, SK proved to be of

considerablie value,.

Isee su ra, p. 6.

2"! » o - » 3 -
Schumann, Music and Musicians, I, 359.
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The Transcrivtion of the Melodic Line

In this and subsequent discussions, it should be
vostulated that Schumann substantially retained Paganini's
melodic line in his transcriptions, Schumann's many alter-
ations, deletions, and elaborations will then be placed in
truer verspective, Four distinct categories of changes

ines:

t~a

arose from comparison of the respective melodic
pitch alterations, octave displacements, rhythmic alter-

ations, and structural changes. By determining Schumann's
procedures within each category, it will be unnecessary to
cite every instance of alteration. Examples illustrating

these procedures therefore represent many such instances

-

fode

involvin milar techniques,

(11¢]

s

ch Alterations

ge]

¢t

i

The most significant procedures Schumann used
involving pitch alteration are: (1) heightening voice-
leading tendencies by chromaticism and enharmonic re-
spelling; (2) strengthening harmonic progressions, often
with the intent of improving them; (3) facilitating tech-
nical execution by varving melodic contours; (4) elabcra-
g static and ssguential passages; and (5) creating
greater thematic and contrapuntal interest by slight
melodic adjustments.

A clear example of chromaticism used to heighten

voice-leading tendencies as well as to add harmonic color
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can be found in S:10/1,11 (Fig. 4).1 Schumann raised the
e-=flat in the violin line to e-nztural, thereby implyirg
a secondary dominant-seventh chord embellishing the suc-

ceeding chord. A similar voice-leading effect can be

s s 2
Paganini: Op., 1, No, 12, m, 11,
===
S Sersamsameea D
W- .,I -g.—ﬂ—‘r‘qw-ww
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Schumann: Op., 10, No. 1, m, 11,

]

Fig, B

2

produced (at least theoretically) by enharmonic resvelling.
Schumann respelled many individual pitches in the caprices,
particularly those included in diminished-seventh chords

(e.g., S:3/1,12), A somewhat more involved process occurs

lAn abbreviated form of reference to the many pieces
under consideration has been adopted. For example, the
symbol S:10/1,11 refers to the eleventh measure of the first
etude in Schumann‘'s Op. 10, As a rule, each reference to
a Schumann etude will correspond to the identical location
in the Paganini caprice transcribed., Because of Schumann's
structural changes, however, certain sections of an etude
will have varying locatiocns in the corresponding caprice,
To indicate this, the following symbol will be used:
S:10/5,67 = P:1/2,58. This signifies that the sixty-seventh
measure of Schumann's Cp. 10, No. 5, ccincides with the
fifty-eighth measure of Paganini's Op. 1, No. 2.

2 - s . - -
The Uriext edition will be used for all Paganini
examples unless otherwise noted,
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at the end of S:10/1,31 = P:1/12,33. Schumann respells
the last two pitches of the measure to imply the dominant
chord of B major (Fig. 5). Schumann then proceeds to
substitute five sharps for the prevailing key of A-flat

majer. These alterations should be construed as efforts

T v vm 2 w3 o

*
r

on the part of the transcriber to correct minor errors o
Paganini's part, thus improving the notation and, con-
ceivably, the performance of the music.

The care that Schumann took to correct small details
can be shown in S:10/2,14 (Fig. 6). 1In the violin line,
a harmonic sequence of regularly resolving secondar
inant-seventh chords beginning in m, 13 is halted momen-
tarily by a deceptive resolution in m. 14%. Schumann avoids

this interruption to the pattern by retaining the & on the

second beat, thus carrying the sequence to its logical

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



27
conclusion. It could be szid that Schumann overstepped
the boundaries of proper adherence to the original conception
in such cases., On the other hand, Schumann may have felt

the need to strengthen the harmonic framework of the passage.

Paganini: Op, 1, No, &, meas. 13-1&,

4.

R ~ T ¥

SNCERE K

e

Such a situation exists in 5:10/6,26 (Fig. 7), wherein
Schumann clarifies the dominant harmony of the two-voice

counterpoint by replacing the f-double sharp in the orig-

inal with f-sharp. Schumann made a special point of the

difficulty he had in harmonizing this entire section.l

Alterations of this kind perhaps eased his task.
While conceding that he made changes in adapting

the violin line to the keyboard, Schumann stated that he

lSchumann, On Music, p. 257.
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" never sacrificed an ingenious or characteristic
3

Y -~

e

turn to fachieve/ a difficult or freer fingering,
Although Schumann should generally be taken at his word,

the seemingly contradictory examples that follow are in-
cluded to point out Schumann's understanding of the pianist's
technical problems, By substituting an octave at the end of
the violin's ascending arveggio in S:3/1,39, the pianist is
spared from negotiating a two-octave leap (Fig. &). The
replacement of an e-natursl by a sixteenth rest in S:3/6,18
produces a similar result. In S:10/4,25, a thorny double
note passage 1s rendered more playable by substituting a
g=fiat for the violin's repeated f (Fig. 9), thus con-

forming to the prevailing fingering pattern (g—i).

lRobert Schumann, Studien fir das Pignoforie nach
Capricen von Paganini, Op. 3, Vorwort, in Complete Works
for Piano Solo, trans. by lievanwy Roberts and ed. by

I

Clara Schumann, I (New York: Edwin F., Kalmus, n.d.), 24.
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Schumann: Op. 3, No. 1, meas. 39-40C,

Fig, 8

Paganini: Op, 1, No, #, m. 25,

Schumann did not fail to overlook the slightest
redundancy in the caprices. To add variety in S:10/5,9,

he enlivened the repeated twelfths in the violin by
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arpeggiating the dominant-seventh harmony (Fig. 10),.

Schumann: Op. 10, No. 5, m, 9.

Pig. 10

Irregular sequentizl patterns were zlso unwelcome to

=

Schumann, and he often adjusted Paganini's patterns to

liking. This inclination can be illustrated by Schu-

:10/3,46 = P:1/10,42 (Fig. 11), By

isg

o

mann's treatment of S

Faganini: Op. 1, No. 10, m, %42,
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v jSIam e

P

) _ ’—\\go*— .
. : ’H Nﬂ g'o, - am., -
£ ”'f —— ‘ 0! -ﬁ'—( RDARA u
€ P o e =

s

= i

p *g ee

y- 2.2
—_— — — e T
r’,tg;.::_r - -(:‘1‘__ VEE‘_._.!‘!— T —

]

Schumann: Op. 10, No. 3, m, &5,

Fig. 11
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causing the right hand in the second half of the measure
to move in exact sequence with the first hzlf, Schumann
corrects Paganini's inconsistencies. The half-measure
motive is usually found in a sequential pattern through-
out this caprice, but occasionally Paganini disrupted
the pattern with intervallic compression or expansion,

The next example reveals Schumann’'s ability to
create textural interest by vitch alteration. An adjust-
ment to the melodic contour in S:10/5,73-74 produces a
display of contrary meiion, which is contrapuntally
more desirable than the violin's parzallel motion in

compound thirds (Fig. 12).

t Paganini: Op, 1, No, 2, meas. 6L-65,
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Schumann: Op., 10, No. 5, meas. 73=-74,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Qctave Displacement

Schumann's pitch alterations subtly enhanced
Paganini's melodic line in g manner that is apparent
only after careful examination. More easily perceived,
perhaps, is Schumann's use of octave displacement., By
shifting the octave position of individual pitches,

ons ©

ves, and sect

|
|

Jrd

ine, Schumann cre-

e as
Yiclilin

HHy
o

Th

[
2

pote

7
QG

™

4

3

ated a variety of coloristic effects (especially in the
pianc's low register), distributed technical demands
more equltably between the hands, and reduced precip-
itous leaps and wide intervals to within manageable
limits,

Two of many possible examprles will serve to
illustrate Schumann's keen ear for piano color., In
S:3/5,5f., the octave position of the righit-hand ostinato
figure is alternated for greater variety, thus rroducing

F 3

a brilliant, bell-like sonority (Fig. 13). Similarly,

in S:10/L,33-3L, the two-octave displacement downward
suggests divisi cellos (Fig. 14)., Although, as might
be expected, the right hand assumes a dominant role

in these etudes, Schumann was careful not to neglect

o) +3n R C IR Y
m T vii€ Qoucie

~ - S
. At eittl i8S Suan Ii¢

A 3
andapoin

[ )

the left han R

b

in this example offer a rewarding technical challenge to
the left hand., Schumann's itreatment of violin passages
invelving leaps and compound intervals is especially

interesting. MNet only do these passages contribute to
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the acrobatic nature of many of the caprices, but they often
imply a duet between an upper voice and its lower coun-
terpart. Schumann adopted three basic procedures in
dealing with this problem. By retaining the leaps in
S:10/5,14-15 verbatim, Schumann raised a formidable

hurdle for the pianist to cross (Fig, 15). Cccasionally

Paganini: Op. 1, No. 2, meas. 14-13,
e

" B 2

,‘--mnh,/.\’-\

Schumann: Op, 10, No, 5, meas. 1%-15,

Fig. 15
he kept the size of the compound intervals exact (also
usually an octave lower than the original), but divided

the pitches between the hands, as in S:3/6,25-26 (Fig. 16).

n

‘D

by reducing compound intervals to within
octave, e.g., in S:3/6,45, he often tempered the potential

difficulties of such passages (Fig. 17).
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Paganini: Op. 1, No. 16, meas, 25-2¢,
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Rhythmic Alterations

When compared with the quantity of pitch alter-
ations and octave displacements of the melodic line that
Schumann included in these etudes, the number of rhythmic
alterations is relatively small. Although there are more

Op. 3

3

of the latter type in Cp. 10, those appearing i
are somewhat more consvicuous by their placement at begin-
nings or ends of phrases, sections, etc. In S:3/4,28,

the revetition of the double upbeat found at the begin-
ning of the preceding phrase (m. 2&) reinforces the par-
allel struciture which Schumann evidently theught was
necessary. As a consequence, Paganini's hemiola pattern

is distorted {(Fig. 18). Schumann often used rests 1o mark

Paganini: Op. 1, No, 13, m. 28,
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rauses or phrase endings clearly. The eighth rest in
the right hand of S:10/2,11 (the first rest in the me-
lodic line of this etude) ends the preceding phrase and
allows the following phrase to enter with more weight

and definition (Fig. 19). Mention should also be made

254 S T
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Schumann: GCp, 10, No., 2, m, 11.

Fig., 19
of the cadence found in S:3/6,52-53, Here Schumann ex-
panded the violin's arpeggiated chord on the first beat
of the last measure into a feminine cadence on the second

beat (Fig. 20). Several other rhythmic features which are

at variance with the Urtext, but in accord with 2, could
be cited, While these features add further support to the

contention that Schumann used R as his textual model,
they will not be construed as alterations in this thesis.,

Schumann could hardly have regarded them as such.
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Structural Changes

The foregoing discussion has demonstrated that
Schumarn made numerous zlteraztions in Paganini's me-
lodic line for various reasons., Schumann also made
substantial structural changes in many of the caprices
he chose to transcribe. In doing so, he endeavered to
attain clarity and symmetry of form where he felt these
attrivutes were deficient or missing altogether., These
changes range from the elimination of a measure or two
to the addition of entire sections,

The only major structural change in Op. 3 is
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found in S:3/3 = P:1/11, wherein Schumann omitted both

the caprice’s presto middle section and the return to the
andante., The revisions in S:10/1 = P:1/12 represent his
more refined procedures in several of the Op. 10 etudes.
Two measures oI somewhat repetitious material (P:1/12,
12-13) are absent from the etude., Furthermore, in order
to round off the caprice's binary form, Schumamn re-
placed P:1/12,52-57 with a bridge vassage (S:10/1,50-51)
leading to a restatement of the etude's copening section
(3:10/1,52-63). From m. &4 %o the end of the etude, Schu-
mann adhered to Paganini's text (S:10/1,64-75 = P:1/12,
58-69). In S:i0/6 = P:1/3, the restatement of the allecro's
cpening materizl in meas. 93-100 serves z similar rounding
function, Certainly the most involved example of restruc-
turing avpears in S:10/5 = P:1/2, After deleting P:1/2,
51-57, Schumann interpolated a develormental section

based on the two motives found in S:10/5,49-50, The vio-
lin motive (from P:1/2,46-50) in the left hand is accom-
panied by a new countermotive in the right hand., At the
beginning of this section (S:10/5,51-66), these roles

are reversed in double counterpoint at the octave, The
section then continues with severazal phrases of modulatory
sequential activity based on these motives and a variation

in double thirds of the countermotive.
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¥Modifications Invelving Stylistic Elements
and Performance Fractices

The fecllowing discussion will treat those factors
that guide the pianist to a stylistic interpretation of
these etudes: tempo markings; dynamic, expression, and
accent markings: articulation and phrasing indications;
ornamentation; and pedaling. As will be seen, Paganini
provided only a bare outline which Schumann used as a
point of departure, deleting, altering, or ausmenting
as he saw fit. Not only ¢do Schumann's interpretive

suggestions vastly increase the interest of the music,

fede

but they also portray in vivid detzail the customs that

characterized early-nineteenth century verformance vractice,
Tempo Farkings

With a few notable exceptions, Schumann retained
Paganini's indicaticns of tempo in both sets of etudes.
Cf those tempo alterations Schumann made, several involved
considerations of degree, For example, in S:10/1 = P:1/12,

Schumann increased Paganini's gllezro to allegro molto;

in S:10/2 = P:1/€, the caprice's lento is qualified by

the cautionary non troppo lento. Schumann was explicit

in justifying his reduction in tempo of S:3/6 = P:1/16

to allegro molto: "Although Paganini marked the time

Presto, a too quick tempo would be detrimental to the

"l

grandeur of the whole, 0f even greater interest are

lSchumann, Studien, Op, 3. Vorwort, ». 30.
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Schumann's suggestions regarding tempo relationships
within the individual etudes. Without altering the

original agitato marking in S:3/1 = P:1/5, Schumann

pointed out: "“The tempo, already quick, may be somewhat

increased in the middle of the movement but must return
1

very gradually to the tempo 1™° towards the end . . .
Schumann probably intended that the tempc should begin

to stabilize as the truncated return {m. 48) of the open-
ing material is approached, In regard to S:3/2 = P:1/9,
Schumann made this statement: “The ‘Minore' (A-minor)

. . . as in all Faganini Caprices, goes about one half
slower than the 'Majore' . . .“2 When this generalization
is put into practice, however, it results in a heavy-
handed performance that denies the section its requisite

rilliasnce. Schumann must have realized this shoricoming

when he carefully designated un poco il lente for the
“liinore" of S:3/4 = P:1/13., On the other hand, the internal
tempo modifications of S:10/1 = P:1/12 contribute a great
deal to the effectiveness of the etude. The many indica-

tions of ritardando and a_tempo help clarify the phrase

structure, varticularly in the developmental section begin-

ning in m, 25, A unique interpretive effect is suggested

in this etude by the markings un poco ritenente and un

poco ritenuto (in meas, 18-21 and 69-72, respectively),

which create a sense of relaxation that is suddenly dis~

rupted by agitated vivace passagework (meas., 22-24 and

1 Tvid., p. 27.

™

ibid., p. 25.
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a2
and 73-75). Such interpretive gestures give indisputable
evidence of Schumann's affinity for the character of the

caprice.

DOynamic, Expression, and Accent iarkings

In the twelve caprices Schumann transcribed, Paga-

ndications for dynamics, expression, and accent

pdv

nini's

+

are limited both in variety ané frequency. Dynamic mark-
ings are usually found only at the beginning of movements
or sections; they are more conspicuous, however, in pas-

sages featuring terraced or echo effects (e.g., P:11/9 and

).

intermediate shadings of these levels (mf and mp) are

|-
\0

'T_]

orte (f£) and pianc (p) are used mest frequently:;

absent. Fortissimo (ff) is used only once, and piznissimo

(pp) only twice. The symbols for crescendo (=T )} and

diminuendo (=== ) are found only in P:1/12, Paganini's

expression markings in these caprices include dolce,

smorzando, crescendo, and morendo. Dolce appyears at the

beginning of several caprices; the other markings are
found internally with more topical relevance, By relaxing
the tempo and lowering the dynamic level, gmorzando is
useé to prepare returns of previous material (F:1/€) or

to herald new sections (P:1/2)., Crescendo is used in the

traditional manner, i.e., to increase dynamic intensity
and to initiate forward motion. dorendo is found zt the
end of P:1/f in preparation for the mutated tonic chord,

Paganini employed two markings in these caprices o indicate
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accentuation. Light marcato accents ( > ) appear frequently
on both strong and weak beats. In P:1/16, forzato accents
(£) on individual notes are used to produce subtle metric
variety (see Fig. 39).

While Schumann did not extend the dynamic range

of these caprices, he utilized the intermediate shadings

Y

aganini left out (e.g., mf, mezza voce, sotic_voce) and

made liberal use of the extreme dynamic levels (ff and pp).
Although he included expression markings freauently, Schu-
mann did net coniribute greatly to their variety. Smor-

zando appears often, but markings nct found in the caprices

(e.g.. scherzando) appear only occasionally, Schumann

developed 2 broad and well-defined system of accentuation,
In descending order of strength, Schumann's accent mark-

ings include rinforzande (rf), sforzando (sf), heavy

marcate ( A )}, light marcato, and tenuto.

By offering only general suggestions, Paganini's
markings provide the performer with a basis upon which a
personal interpretation can be developed. ZEecause of this
freedom of interpretation Faganini zllowed to the vperformer,
Schumann felt constrained, on the one hand, to retain the
original markings, and on the other, to amplify them in
great detail. For example, while preserving virtuaily
all the dynamic, expression, and accent markings in S:3/4
= P:1/13, Schumann contributed many other indications.

The most significant of these are: (1) the strengthening

of the light marcato accent in m. 12 by a gforzando accent;
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(2) the inclusion of crescendo and diminuende swells in

meas. 19-23; (3) the elevation of the dynamic level from
f to If at the end (m, 38) of the middle section; and (4)

the indication of delicatamente for the harmonic sequence

in m, 1%, Schumann's inclusion of interpretive markings
runs the gamut between two extremes. In S:3/1 = P:1/5,
there is hardly a measure without some indication of dy-
namic shading, heavy marcato and sforzando accents, or

various expression markings. Since Paganini made no mark-

Jtv

ings {(except for articulation} in this caprice, Schumann
undoubtedly felt at liberty to suggest a highly detailed

te extreme, Schumarm used

[ ad

interpretation. At the oppos
only one marking (smorzando in m. 50) in S:10/5 = P:1/2,
which is actually fewer than Paganini used in the caprice.
Schumann's reason for this seeming inconsistency is zas
follows:
In No, 5, I intentionally omitted the expression marks,
leaving students to seek out for themselves its heights
and depths, This will afford a good opportunity for
testing the pupil's perceptive faculty.l
Other indications Schumann added involved balancing the
dynamic level between the hands. In S5:3/5 = P:1/19 (see
Fig, 13), Schumann emphasized the double sixths (f) and

B =)
L% (283

(]

3 3 V' Aamsada
n the right hand (E/ agains

e

o'

alanc the ostinaitc

o
-~

{2

bass octaves (pp). In this way, the textural hierarchy
is made clear. That Schumann purposely ignored Paganini's

indications on occasion can be seen in S:10/6,39-41, By

lSchumann, Cn Music, p. 257.
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means of light marcato accents, Paganinl superimposed a
duple meter on the prevailing triple meter. Schumann
disregarded this subtle effect znd accented the beat di-
visions instead, thus offering a rewarding technical prob-

lem (Fig. 21).

. =
.

*—‘- ey — —,—1—?1__[,_.6_,
s —‘—Ojfg,:ag__;: E o

}QJ > = Y > “““r':g
=

Schumann: Ov. 10, No., 6, meas. 3%¢-41.

———

Fig, 21

Articulation and Phrasing

Paganini was as mercurial in his indications of
articulation and phrasing as he was in his dynamic, expres-
sion, and accent markings. In many of the caprices Schu-
mann transcribed, Paganini provided a model in the opening

measures to indicate the articulation for the rest of the

movement, In those caprices with several contrasting

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Lé
sections, e.g., P:1/4, Paganini was more explicit. For
its detailed articulation patterns invelving practically
every note, P:1/10 is remarkable, To the violinist, these
patterns imply the bow technique proper tc each passage

(e.g., détaché, spiccato, flying staccato, jetf). vwhen

rerformed on the piano, these patterns can only be sug-
gested by legzato and gstaccato touches and the fine gra-
dations that lie between them., Coherent phrasing is
largely a product of the musician's instinct and intellect.
Inmately aware of this, Paganini did not attempt to indi-
cate phrasing in most of these caprices. Schumann pre-

ferred to be more svecific, In conjunction with his

(]

many other indications, Schumann's vhrasing siurs def-
initely make the music more intelligible. The following
will compare significant examples of articulation and

hrasing in these caprices with Schumann's rendering in

‘g

the piano etudes,

As part of the transcription process; Schumann
found it necessary to change ". . . long continued, semi-
legato violin passages into strictly legato ones."l
in excellent example of this procedure can be seen in
S:3/1. Pazanini required that three detached notes in
each group be played on a single bow, with the last

detached note played on another bow, This difficult

bowing continues through the rest of the ggitato section.2

lSchumann, Studien, Op. 3, Yorwort, p. 24.

2. . o X
iiany modern performers play gpiccato for the
entire movement,
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Although Schumann specified legato in this etude as the

preferred touch (tutto legato is marked in m. 20), he also

indicated non legato occasionally (in meas. 2, 3, and 18),

in deference to the original articulation (Fig. 22).

Paganini: Op, 1, No., S5, m., 2,
- Agitato

o e e e s

P e

8= TR T simile

T vt W

e e e R s e =

A -2
NEEINEEINEE 4

Schumann: Op. 3, No., 1, m. 2.

txf

Flg., 22

A corollary to the above procedure is found in S:3/5,29,
As could be expected, Paganini's staccato notes on the
second beat are rendered lezzto; the original two-note
slurs on the first and third beats, however, are given

staccato and non_legato articulations, respectively. One

can surmise that Schumann had a pedagogical reason for
making such an extensive revision (Fig. 23). By placing
phrasing slurs throughout most of S:3/3, Schumann under-
scored the broad line inherent in the caprice (P:1/11),.

Even though Paganini's slurs imply legato, the long slur
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Paganini: Op. 1, No., 19, m, 29 (from R

I},

y
Y
wf
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ol ba i i & }
' -5 g 1%
— > [y ey »
- v g./ =
L TS *

in the etude defezts the temptaticon ¢ make a caesura after

the suspended resolution in the second measure (Fig, 24).

Paganini: Cp. 1, No. 11, meas. 19-22.

Schumann: Op. 3, No. 3, meas. 19-22,.

trj

ig, 24
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Schumann also gave attention to minor details of phrasing.

In S:10/1,49 = P:1/12,51, the

more than diminuendo. In the

hand, reinferced by an accent,

line into a highly expressive

violin line suggests little
etude, the slur in the right
transforms the descending

upbezt (Fig. 25),

Ornamentation

Although many of these caprices have little or no

ornamentation, several (P:1/3, 4, 10, and 19) contain a

great deal.

giaturas, turns, and combinati

The various ornaments include trills,

appog-

ons of the three types. It

is generally implied that trills should begin on the upper

auxiliary; occasionally the lower auxiliary 1s indicated
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to begin trills. In most cases, afterbeats to trills are
not specified, with the exception of the trills appearing
in P:1/10. The trilled octaves and unisons, unique to
P:1/3, should not have afterbeats.l Paganini distinguished
between the long and short forms of appoggiaturas in P:1/1¢

by using an eighth note for the former (Fig. 26) and a

Paganini: Op. 1, No. 19, meas, 1-4 (from

>

e -
aniy gl \3-36 J_p?(:t)rda
. L :E ti -Qa \ ~
@,ég EB A" = "%;L ]
ej 2
r PO e
Fig. 26

sixteenth note for the latter (see Fig. 13). The inverted

turn appears both as an elaboration of single notes (ses

}

Ly

ig, 3) and as a prefix to trills (Fig. 27).

Paganini: Op. 1, No. 11, m. 13.

Fig., 27

lIn the copy of R used in this thesis (from the
Hirsch Library, British lMuseum), the admonition Triller
ohne Nachschlag appears in handwriting at the beginning
of P:1/3.
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In his transcriptions, Schumann seldom deleted
any of the original embellishments, but mcre often either
clarified or added to them., OCne significant omission
is notable, however, In S:10/6, Schumann substituted
arpveggiated chords for the octave and unison trills in

the vielin (Fig., 28), To insure his conception of sty-

Paganini: Op, 1, No. 3, meas, 22-24,
~
g & & £ & & e
Bt =
= 2 v z [
P r
—_ —
fal) i . X - .
A = e
1< pa— P il
¢ ¥ ipp B | !
Z 725 i
;= LV A bt L)
= 3 s
IJ jﬁ :9 EPF L. -
? t ip‘.
&/

Schumann: Op, 10, No. 6, meas. 22-24,

Fig, 28

iistic performance, Schumann usually provided trills with
afterbeats (see Fig. €é). When necessary, he wrote out
the trills completely (Fig. 29). From this example it
can be seen that, in accordance with earliy-nineteenth-
century fashion, Schumann was accustomed to beginning
trills on the main note., Trills also play a significant
role in the accompaniment to the melodic line, 2y adding
a descending series of trills in S:10/2,16, for example,

Schumann created an avalanche of sonority (Fig. 30).
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Paganini: Op. 1, No, 10, m. 17,
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Senymann: Op., 10, No., 2, m., 15,
Fig, 30
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Although he suggested that the appoggiaturas in S:3/5
(see Fig. 13) should be played as short trills in the
da cano,l Schumann cautioned against overelaboration:
"It is hardly advisable to add any more ornaments than
those indicated . . . But . . . no limitations need be

directed to a cultivated taste."?
Pedaling

The markings for the damper pedal are more de-
tailed in the Paganini etudes than in any of Schumann's
other piano music through Op. 10. OCne reason for this
special attention was to increase the etudes’ pedagogical

™, > -
Even in the etude designed to test students'

e

assistance., Schumann's pedaling achieved twc basic geals,
First, as an aid to fluency, the pedal facilitates legato,
especially in passages involving wide leaps. Second, the
pedal vermits exploration of the piano's coloristic pos-
sibilities., When wide-ranged, arpeggiated passages are
sustained by the pedal, for example, the resulting sonority
is truly massive., Two unusual examples of pedaling should
be mentioned, At the final return of the main theme in
S:3/2, the pedal is directed to hold through each measure,

thereby negating the indicated articulation (Fig. 31).

1Schumann, Studien, Op. 3, Vorwert, p. 30.

2Ibid., p. 28.
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At the beginning of 5:3/5, a quasi-impressionistic effect

o]

f distant bells is produced by sustaining the echo-like

-z
I

octave passage until the allegro assal (Fig. 32). Although

5

Schumann: Op. 3, No. 5, meas. 1-%,
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Fig. 32

una_corda is never specified, it probably should be used, for
example, in densely scored pianissimo passages in the low
register (see Fig, 28). Schumann's pedal markings should
be modified somewhat in performance, owing to the greater

sustaining power of the modern grand piano.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



55

The Construction of the Accompaniment

A primary point of comparison in this thesis has
been between the melodic line in Paganini‘s caprices and
Schumann's treatment of it in the piano etudes. It is
also necessary to focus attention on the accompanimental
material found in the works under discussion, It would
be well to recall here that Paganini's caprices are self-
contained units; that is, they combine both melody and
accompaniment in a single line. In those caprices that
Schumann transcribed, the accompaniment patterns usually
involve chords in multiple stops, arpeggiated figures,
pedal points, and scale passages. In constructing the
accompaniment to the etudes, Schumann hzad a2 challenging
task. Certainly his first decision concerned the preser-
vation and possible enrichment of the original accompani-
ments, Further deliberztion led him to include additional
material based on the original accompaniments and to com-
rose entirely new accompanimental material.

There is hardly an aspect of Paganini's caprices

that dces not bear Schumann's mark in the etudes. It

should not be surprising, therefore, that in retaining

as

W

the original accompaniments, Schumann enriched them
he gsaw fit., To achieve this, he not only doubled chord
tones for increased sonority, but alsc distributed them
in various registers between the hands. Both procedures
can be seen in S5:3/2., Although the melodic line is pre-

served, the accompanying chords appear an octave lower
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in the left hand, with doublings that increase each chord's
density. Attention should also be called to Schumann's
successful mimicry of the violin's bow-crossings in the

arpeggiated chords (Fig. 33)., With some harmonic coloration

Paganini: Op. 1, No. ¢, meas. 17-1%,
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Schumann: Op. 3, No, 2, meas, 17-13

added; a similar procedure, involving doubling and re-
distribution of chord tones, is found in S:3/3 (see Fig.
24), In S:10/2, Schumann provicded another perspective
to the accompaniment: "In No, 2, I selected a different
accompaniment, as I thought the tremolo of the original

s
would too greatly fatigue player a

-~ J
out this etude, the repeated triplet sixteenths in the
right hand are remarkably faithful to Paganini's harmonies

(Fig. 34),

lSchumann, On_Music, p. 257.
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Paganini: Cp. 1, No. &6, m, 1.
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Schumann: Cp. 10, No, 2, m. 1.
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g. 34

fote

Schumann's additional accompaniments are either
derived from the violin line or composed to complement it,
Such z derived accompaniment can be seen in the prelude
of S:3/1. The melodic line (placed an octave lower than
the original) is doubled at the octave below, thus increas-
ing sonority and taking advantage of nearly the entire
range of the piano (Fig. 35). A similar doubling at the
sixth below occurs in S:3/2,70-72. Octave doubling often
influences the technique of the etude (e.g., S:10/3).
Ancther type of derived accompaniment is achieved by sus-
taining some melodic tones so that a new voice emerges,
In S:3/6,30-31, this technique performs the simultaneous

function of emphasizing structural melodic motives and cre-

ating heterophonic countervoint between the two interrelated
g T
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techniques, such as imitation and canon., For example,
the beginning of S5:10/4 has a canonic dizalogue over a
tonic pedal voint. Here the left hand anticipates the
melodic line's sixteenth-note motion in the right hand

by one beat (Fig. 37). The two-voice counterpoint

=S Y= 1 B -
Maestoso : [
pe— e
J £ ; ) =T
» —
r
. Maestoso. o

e — gl L -

B ) S p—i ey Se—— s:p:ﬂ_____._ﬁ ;_‘,__}_-.._L,_;E r

};_ _i%,:,z,;:.:;;,;’:;,,,‘ S 54,52:;, I ‘—r_w,__,.__"_*.sh,_,gq.,q,

Schumann: Cp. 10, No, 4, meas. 1-4,

in S:10/€ (see Fig. 7) bezins in imitative fashion, but

suffers later from too much dependency on the melodic

[
i

+

e,
The composed accomvaniments to the wviolin line

range from a skipping bass line with chordal afterbeats

well-defined and extended countermelodies, An example

of the skipping-bass accompaniment can be seen in the

left hand of 3:10/5; an added feature is the doubling

of the melodic line an octave lower by the top notes of

=

the chords (Fig, 38). Countermelodies are another
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Figp, 38

3

significant tyce of composed accompaniments, The most

\O

important of these are found throuzheut S:3/€ (Figz, 39)

and S:10/2 (see Fig, 34)., Less extended countermelodies
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are often encountered in Cpu. 10, particularly in S:10/1,

Harmonic NMaterials

Faganini's harmonic vecabulary in these capri
includes a full rosver of diatonic triads and seventh
chords (dominant, non-dominant, and diminished types).
Chromatic chords include embellishing dominant/diminished
triads and seventh chords, several augmented sixth chords,

1

tan sixth, harmonic succession

’..u

and arnn occasional Neapol

is tenally oriented, although nonfuncitional vrogressions

of passing chords and chromatic sequentizl activity are
not infrequent, Hodulations usually remain within one

or itwo accidentals of the tonic key. The distant mod-
ulztions that do occur are generally transitory in nature,
For example, in $:10/3, the long series of modulations

vy third relation is notable: g--BD/ (2P ¢ 4P £ BP u®

G e” 2 ¢ A f7 b) G--g. Although this tonality scheme
is unique to this cavprice, it should be stated that Faga-
nini, likxe llozart, was more adventurous in minor keys,

the etudes, Schumann had to decide whether <o

In

}-Jo

implied or to superimpose

'-M

retain the harmonies FPaganin
new harmonies on the originagl framework. When the harmony
wzs clearly expressed by chordal writing, Schumann used it
as a point of departure, adding chromaticism, altering
inversions (usually to root position), and expanding

individual chords (e.z., from trizd to seventh chord or
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2
from seventh to ninth chord;. ‘hen the harmony was ambig-
wous (for instance, in vessages of linear activity), he
often supplied vedal points to provide a harmonic found-
ation. Schumann mentioned several problems he had in

harmonizing the etudes. In regard to S:10/4,17, he stated

'

"The chords . , . are in the original merely the runs in

ew of no other solution

'
Y
*
o

thirds of the upper voices,

1 _ .
to make them presentable."”™ The result is a textbook

dominant-seventh chords (Fig, 40C}. He took vride in his

treztment of a distant modulation later on in the same

etude: "The gudden transition from B to C . . . cannot

but have a striking effect."2 Paganini effected the

Robert Schumann, Neue Zeitschrift fir Musik, IV
35, cited and trans., by Plantinga, Schumann, p. 261.
Ibi

=

(\)

d.
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modulation by chromatic inflection of ¢-sharv to ¢-nat-

nished-seventh chord, Schumann ex-

(Sad
fte

cim

n

ural, producing

Y]

panded the latter into z ninth chord by placing a trilled

S

2 in the bass to function as the chord's rcot (Fig. &1

Paganini: Op, 1, To. &, meas. $0-91.
= T

o & e Pl | : }p’ L o
.
N

t
bt

R et BB

e
Pig., 41

by

Cne nust marvel at Schumann's sensitivity to his task, for

in most cases his harmonizaztions give a lasting impression

=

Pal

of immutable rightness.

Sumnmarv

1e procedures Schumann
used in transcribing twelve of Fagzanini's vielin caprices
for the piano., These procedures involved Schumann's choice

and ordering of the caprices, his treatment of the melody

and accompaniment of each caprice, and his influence on the
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etudes' interpretation based on his understanding of con-
temporary verformance practices, Although Schumann men-

tioned some of these procedures in his writings, most of

them had to be deduced from study of the music., No spe-

cial effort has been made in this chapter to isolate the

two sets of etudes, Roughly an egual numnber of examples

are cited from each set. It is true that Schumann made

much of the differences between the two sets, emphasizing

the liberties he took in Cp. 10 in regard to harmony and

f-dv

e

b 3 ~ i ] 7 3 *
Tormal structure.,” +hile it is agreed that the second

set does show evidence of Schumann's greater maturity and

-

, 1t does not zlter our contention that

t
}“J

ocntro

Q

echnical

The transcrivtion procedures discussed in this chanter

{

are essentizlly aporopriate to both seits of

1
See supra, p. 15.
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CHAPTER III
THE TECHNICAL FEATURES

Several examples ir the preceding chapter have

T gy !
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mann made for reasons invelving piano technique (e.z.,
fingering, articulation, and ornamentation). In this
chapter, detailed treatment of these and other technical
features will be undertaken. Discussion will center on
what Schumann expressed in his writings to be the primary
technical demands in both sets of etudes. Other signifi-
cant features that were not mentioned by Schumann will

also be discussed, along with remarks on studying, teaching,

and performing these etudes.

The Op. 3 Etudes

The first technical problems that apvear in Op. 3,
No., 1, are arpeggios and scales (see Fig, 35). The arpeg-

T the

o]

gios are all in root position; the fourth finger

left hand is wisely indicated o take the third of the chord,
In regard to the scales, Schumann recommended that ", . . the

same fingering should be used both in ascending and descend-

: l L1 ) . s -~ 'R ~e 3 -
ing.” He also made specilal note of the fingering for the

lSchumann, tudien, Op. 3, Vorwort, p. 26.

65
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chromatic scale:

The rule is easy: the third finger on F# and CiF in
the richt hand, and on EP and 2B in the left hand.

In such matters, the student should decide for himself
on the one or the other method as soon as possible, as
otherwise his progress would be checked later on.l

This fingering avoids the fourth finger, and thus has the

advantage of control and strength (Fig. 42), The alter-

Schumann: Cp., 3, No, 1, m, 1,

™ “‘. Y :A 3
I P s ,__;Fro ;_g_,,.,,v.,i ‘_":_ i LA AP !;!- -
- ..‘...._;' y-{-*”—:

nate (or "Chopin®") fingering, which uses the fourth finger,
can be recommended more for speed and lighitness. The
agitato of this etude involves broken-chord figuration
(see Fig, 22), for which Schumann insisted on ", . . the

2

correct raising of the fingers.' Whereas such finger

the broken thirds in meas, 56-57

joF
’.ﬁ

R

0]

f=to
2o
i

action is reqguired

R

I

= 2 ud
S TV

F y gJud us use of

w
<

Ci0

o~
tde
~—
|..n

on the whole, to be less taxing throughout the etude,
To insure steadiness, Schumannr alsc suggested an incon-
spicuous stress on the strong veats of the measure,

The preparatory exercises Schumann appended provide useful

1 , 2Tbid., p. 25.
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Schumann: 0Op. 3, No. 1, meas., 56-57,

==
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2 1 R ——] 2148 [ s
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Fig., &

3
scale practice in contrary motion, with crossed hands,

and with accompanying figures.
Schumann emphasized

o]

3

s 3

the second etude of O

In th
ght hand, with the left hand dealing

s

i..h

double notes for the r

with wide skips (Fig. &4). He urged that care be taken to

ARl M e e Ty 2 N y 1 -
i PRy . ? - . o
Schumann: Cp. 3, Mo. 2, meas, 2,

Alie;gretto. 58 4
P é;j %;rq ;ww‘

- - & g 3

.—‘Etf%fﬁ:‘::l"“ e S

-y 2 -
5

Fig. 4b
play the intervals cleanly together, without allowing the

fingers to become rigid: "This is learnt more easlily and

comfortably by continuous playing, than by overpracticing
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different groups."l In this case, he evidently favored
a total approach to practicing over an approach empha-
sizing fragmentary repetition. At the e minor section
(see Fig, 33), Schumann pointed out that the urper notes
cf the left-hand arveggios should be connected to the
lower notes of the right hand to produce a countermelody.
The thick doublings in the left hand also provide
extension practice between the fourth and fifth fingers.

The g minor section (meas, 53-94) contains such con-

fetv

n

trasting technical features as scales and trills

hallenging section in this

Q

sixths (Fig. 45)., The most

Schumann: Cp. 3. Ko, 2. meas, 74-76,

dizlogue (Fig, L6), For scales in double notes, Schumann

385

suggested repeated groups of the fingering pattern 17273

n the right hend, and g-ﬁ-% in the left hand,
The third etude of the first set is a study in

[ ad

Ibid., p. 27.
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ght hand,
involves adjacent vairs of

-Lk-5 used once, Schumann pointed ou

produces a beautiful eff
alsc intimated that

Baroque

etude (Fig. 47).

fingers (2-3, 4-5), with

ect in adagio movements,"

Bebung) is less successful in the andarte of

O
O

This ordinarily

the

this

While leaving the pedaling in general

s
243 L5121

‘} i~+ s g e ___-—:@zg_‘-_:g
e T — s A - - [ <>
) vy ‘3/_,\ i —/":T:j\\ 3

s £ e —
é s -—‘l:'zl:-‘“'*'-—_—"’f'“&—:?‘*h’r Y Chmi e + 2 .;;E- . = ;}—7 2n
L'} 10 G et —

> A
! ! ]
Fig, 47
1.
Ivid.,, p. 28,
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" . tc the discretion of the thoughtful player."l

Schumann carefully marked the pedaling for the left-hand
arpeggios in meas., 16-17. In m. 1%, the violin's detached

notes on one bow are suggested by a portamento articula-

tion by using only the third finger on the last six notes

(Fig. &48),

Paganini: 0Op. 1, No, 11, m. 18 (R).

i
e
|
X b Y :
Y 1 -
v f R — Y "/4‘
=
- . /
gk §
3
7. 53 337
4 Ay s i E el

Schumann: Ov. 3, No., 3, m, 18,

Pig, 48

Among the appended exercises are examples substituting
ad jacent fingers in scales, changing hands silently on
the same chord, and reducing a chord distributed vetween
the hands note by note until a single note remains (cf,
the end of Pzpillons, Cp. 2).

The fourth etude of On. 3 is another study in
double notes. The descending chromatic thirds in the

right hand are indicated to be played only by g (Fig., 49),

ibid.
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Schumann: Op. 3, No. 4, meas., 1-3.

Allegro.
3

a 3% 1
| S e

. + 1 - - r - ’--t—_—_'
dolce - . . - 2

diminuendo i 2 2l 2 i

T > - i el s> ¢ ® o ko
SR e e VT : e i et s S S e
P B SR T R ] e e i

0'1-]

ig. 4o
Schumann advised that these dcocuble notes should be bdroken
rather than played together (as was counseled in Op. 3,
No., 2). This arveggiation is marked only at the return of

n m, 45 and probably should not be exaggerated

je

the agllegro

elsewhere, In the contrasting “Minore,” Schumann rec-
ommencded slow practice to differentiate well between

legato and staccato. He stated further: “The effect

of the G-minor movement will be greatly enhanced if both
hands vplay in exactly the same gradations of tone colour."l
The mirroring effect produced by the wide leaps in the
right hand, vis-3-vis the simultaneous leaps in the left
hand in contrary motion, clearly calls for such an inter-
pretation (Fig. 50). The exercises for this etude provide
double-rnote practice in intervals of the third, fourth,

and sixth, Two spvecial exercises incorporate sequential

double notes of varied sizes, for which Schumann suggested

11pid., . 29.
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Schumann: Op. 3, No. &4, m, 17.

Un poco_ piu lento.
v s 1t 5

Minore, i
-y Minore, T =

Fig, 50

\n
|
N

the same fingering for each repeated group (Fig.

Schumann: Studien, Op., 3, Vorwort, ». 30,

R hgb o ¥
‘ B - "N.l LR -. P 100

The allegro of Op. 3, No. 5, involves leaping

Srouns AL saavaAabaA \ﬂo-i-na 3
Erdoups Cx Trepegaveld neTes in

Schumann emphasized the structural importance of the
three levels of dynamics (f, s, a2nd pv), adding that these

levels * in crescendo or diminuendo, must increase or

. . .
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decrease in proportion,"l The "kinore," with its leaps
of up to a twelfth in the right hand, accompanied by
narrower leaps in the left hand, is an especially hazardous
section (Fig, 52). Schumann &id not include any exercises

for this etude,

Schumann: Op. 3, No. 5, meas. 27-28,

Minore.

L, | Spa—
E;a’_!’
—v ) S

Fig. 52
The sixth etude of Op. 3 bears a certain resem-
blance to Chopin's E}ggg, Cp. 10, No, 12, with its arpveg-
giated figures in the left hand and the doitted rhythms
of the chordal right hand (see Fig. 39). This etude
has a wide variety of technical problems: Dbroken tenths,

chromatic scales, crossed-hand passages, and repeated

notes, Schumann stated that this "extremely difficult"

Hy

etude demands careful fingering in order to be performed

l\)

with the necessary virtuosity,. He also insisted that
legato be maintained in spite of the many sforzando

accents, To help overcome the difficulties this entails,

Ibid., p. 30. Ibid.
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he included scale exercises with accents on different
parts of the beat and on different scale tones (e.g., the
dominant). Other exercises involve sustained tones within
busy accompanimental figures. Certainly this is the most
strenuous etude oI Op. 3 and, although brief, could be

classed with the concert etudes of Cp, 10,

The Op, 10 Etudes

Although he did not supply a preface to or exer-
cises for the Op. 1C eiudes, Schumann offered valuable
insizghts concerning their performance and study in the

-

[ o e o s . o s s
MZ N, The first etude of this set is unigue in that

broken intervals, mainly in octaves, and often in wider
intervals up tec a twelfth. As such, it provides an
excellent opportunity to develop endurance in forearm
rotation (Fiz, 53). Some variety is afforded by hand-
crossing in meas. 40-41 and by the intricate melodic
web in the right hand of meas. 73-75. Special mention
should be made of the rowerful ccuntermelody in the
left hand of meas, 13-1%4, which invites a trombone~like

declamation (Fig. 54),

1see supra, pp. 1k=-16,
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Schumann: Cp. 10, MNo. 1, meas. 1-2.

Allegro_molto.

odtodef |

Schumann: Cvp. 10, No, 1, meas., 13-1%&,

a tempo
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P

g
both melody and accompaniment in the right hand. The
melody is ordinarily played by the upper fingers (3, &4,
and 5), with the accompaniment played by the lower fingers

(1, 2, and 3). The hand is thus divided into two parts,
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each with a distinct function. Throughout most of the
etude, the left hand has a wide-ranging arpeggiated accom-

paniment that is often punctuated by syncopration and trills

(see Figs. 30 and 34). At the Un voco pili moto (beginning
in m, 19), both hands have broken octaves and smaller
intervals, which call for a well-controlled forearm
rotation. In meas. 32-3%, the left hand has sitaccato
leaping sixteenths that lead to a climax of rapid repeated

octaves (Fig. 55).

Schumann: OCp, 10, No., 2, meas. 35-36.

E | pase

Fig. 5%
Referring to Op. 10, No. 3, Schumann said:

The effectiveness of No., 3 does not appear to be in
proportion to its difficulty; but he who hsas yanquished
this has conguered many things along with it.-

The ificant technical demands in thig etude are

two sign
the fast staccatec octaves in the right hand and the many
trills with afterbeats for both hands. Especially difficult

are the trills in the left hand, which are preceded by

lSchumann, On Fusic, p. 257.
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octave leaps. At the rarid tempo indicated, the grace
note and the first note of the trill should be played
simultaneously, folleowed by a rapid contraction of the

hand to pverform the trill (Fig. 56). Such demands on

Schumann: Op. 106, No. 3, meas. 13-1&,

Fig., 56

e left hand are typicail of the care Schumann took in

d.
D«

. °

capabiiities of voth

O
&)

(£

g

. 10 to develop the tschnica
hands. This can also be seen in the first two measures
of this etude, wherein the violin line is divided
between the hands (Fig. 57).

Besides being the most dramatic of both sets of

etudes, the fourth etude of Op. 10 contains a wide variety

of technical feztures., In addition to Schumann's statement

|.n
=

that it requires a "full grasp and quick char
(see Fig. 40), one could also point to the abundance of
doutle notes for both hands (mainly in intervals of thirds
and sixths) throughout the etude. Legato octaves and

passages of leaping octaves are also fregquently encountered,

1 s . < s P
Schumann, Music and lMusicians, II, 322,
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aganini: OCp. 1, No., 10, meas. 1-2.
Vivace ‘

STy Lk T Pl
bééﬂé et 4

Schumann: Op. 10, No., 3, meas., 1-2.

|1J

ig. 57

In the develorment section (beginning in m, 57), the hands
are divided into various functional levels by means of
hand-crossing, octave doubling, and trills, thereby creatin
an impressive orchestral texture (see Fig, 41). Other
technical features include trills with accompanying figures
in the same hand, which are usually found at important
cadence points (e.g., m, 106), The gquiet codetta makes
subtle demands on the performer's skill in balancing
several lines, An arpeggiated figure in the left hand
provides a foundation for two lines in the right hand,

one the melodic line, and above it, an accompanyin
chromatic line {Fig. 58).

T4t will be recalled that the fifth etude of Op. 10
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Schumann: Op. 10, No, 4, meas. 113-14,
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was considered by Schumann ass a test for the student.
Other than an occasional accent., there are practically
no guides for interpretation or fingering. The omission

of fingering should not, however, be considered unusuzl.
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In sharp contrast tc th
Op. 3, there are virtually no such indications in Cp. 10,
with the excevption of a 5-~5 slide in the left hand of

Op. 10, No. 2 (see Fig, 3%). This etude, in company with
many of the other etudes, is a study in forearm rotation
for voth hands, with broken intervals ranging from minor
seconds 1o two-octzve leaps. At the begimming of this
etude, the leavs in the left hand often exceed two octaves
(see Fig, 38). Passages of double notes in thirds in

the left hand often act as a foil to the broken intervals
in the right hand (Fig. 59J). In this etude, Schumann

advocated a "delicate touch," with quiet finger action to
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Schumann: Cp. 10, No., 5, meas. 57-58,
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develop "rapidity and lightness."

In Cp, 10, No, #é, there are itwo basic technical
problems: arpeggiated chords and itwo-voice counterveoint.
Cf the chords in the Sostenuto, Schumann wrote:

T

I may mention that the left hand, crossing the right
(excepting the twenty-fourth bar), has but one key
to strike--that of the highest upward-pointing note.
The chords sound fullest when the crossing finger of
the left hand sharply meets the fifth of the right
hand, 2

It should also be pointed out that the chords are most

effective when arpegsgiated in ascending order from the

lowest tone to the highest, rather than arpeggiated
simultaneously in both hands. The legato octaves in the
right hand of this section demand considerable skill in

distributing the weight of the hand and arm in order %o

lzbid. po 3600

2Schumann, Cn Music, v. 257.
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preduce the indicated cross accents (Fig. €0). Schumann

Schumann: Op. 10, No. 6, meas. 1-5.

‘Sostenuto. R
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characterized the technical features of the contrapuntal

aliegro as "difficult contrary motion, interlacing the
o

fingers; and crossing the hands.™

L=

’

3

. - - P
are double-note vassages reminiscent of Chopin's Etude,

Cp. 10, No, 3 (Fig. 61). The cadence in e major at the

Schumann: Cp. 10, No, 4, meas. 46-48,

Fig, 61
end of this etude provides a peaceful conclusion to the

entire get,
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lSchumann, Music and ¥
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On Studving, Teaching, and Ferforming
the Pacanini Etudes

At the end of the preface to Cp. 3, Schumann
cautioned:

The EZditor does not consider it adviseable to study
these Caprices,; or indeed, any lengthy pieces, one
after the other, It is better to lay them zside
frem time to time; to work on svecial passages
selected from them, then to play these connectedly:
then to begin again, gradually filing away the
difficulties, until it is felt that the moment

has come for applying the finishing touches to

the work.l.

It is clezr that Schumann was aware ¢of the problems that
could result from prolonged study of the Cp, 3 etudes,
Assuming that he would have had similar reservations
avout the Cp. 10 etudes, it could be saia that such

concentrated study of both sets would probably not be

T

as fruitful as the study of individual etudes. Reczuse

t

many of the etudes have similar technical features (e.z.,
double notes and broken intervals), it might be suggested
that study should begin with those etudes that have

uniaue techniczl features (e.z., Op. 10, F¥o. 3, with its
octaves and trills; and Op. 3, No. 1, with its energetic
passagework), Other etudes could then be studied, depend-

inz on the particular needs and resources of the pianist.

[

n spite of the wealth of musical gqualities these etudes

contain, it would probably be wise to follow Schumann's

counsel of moderation in the choice and study of these etudes.

lSchumann, Studien, Op. 3, Yorwort, p. 32.
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Piano instructors would cdo well %o consider Schu-
mann's Paganini etudes as possible alternatives to the
better-known studies of Chopin, Liszt, and Brazhms. In fact,
several pieces in Op. 3 are well within the reach of those
students who might not be ready to study these more difficult
etudes., Students on the intermediate level, for example,
could benefit from the third etude of Ov. 3. Although it
avoids technical display, this etude requires well con-
ceived and expressive pvlaying (see Fig. 47). The fourth
and fifth etudes of Op. 3 demand some azgility, especially
in their central sections; on the whole, they could be
1, 2, ané 2} sh
given to more advanced students. The etudes of Op. 10
shoulé be reserved for pilanisis possessing the maturity

to perform such large Schumann werks as Carnaval, Cp. &,

and the Symphonische étﬁden, Op. 13.

¥hether these etudes should be performed on re-
cital rrograms is znother important considerstion, Although
Schumann evidently had some doubts zbout the Op. 3 etudes
in this regard,l it would seem that the more interesting
and demanding pieces of this set (Nos., 1, 2, and &) would
not be out of place in the concert hall; the remaining
etudes probably should be used only as teaching pieces.

As for Op. 10, there is no guestion of Schumann's intent,.
i

1o ;
See supra, p. 15.
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By calling them Zonzert-ctuden, he testified to their

suitability for public presentation., It would probably
not be necessary, or even desirable, however, to present
Cp. 10 in its entirety on one recital. A well-chosen
group of three etudes would perhaps be more effective,

A lyrical or dramatic grouping could include Nos., 1, 2,

and 4; for a brilliant grouping, Nes. 3, 5, and € could

l’—ﬁ

be suggested., Depending on the nature and scope of the
program, other combinations are certainly possible., In

ntriguing remark Schumann made on the

O
o
13
0
i.-J
[+
A
}.Jo
5
)]
s
l-J-

performance of the Op. 10 etudes should be cited:
+ + « as most of /the euudes7 begin quite brusquely
in the middle of thlncs-—somethlh: to which a mixed

concert audience is unaccustomea—-they had best be ;

introduced with a free, brief, avppropriate prelude.-~

.D

uch preliminary improvisation would probably be unac-
ceptable to modern audiences. If, however, a pianist
would feel more at ease by doing so before essaying a
difficult etude, he would be justified by historiczl

rrecedent.

Summary

In describing the technical features of the two
sets of Paganini etudes, Schumann's assessment of the
basic goals of each etude has been assigned first priority.

0f secondary interest were those features that provide

1Schumann, On Music, pp. 256~57.
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further challenges to the pianist, but upon which Schumann
did not comment., Taken as a whole, these etudes dec not
represent a compendium of piano technique; instead, they
involve similar technical problems approached from various
perspectives. The pianist is thus allowed considerable
latitude in choosing studies to meet his individual needs.
while Schumann's advice on studying and performing these
etudes is excellent, further guidance has been included
in this chapter tc aid the modern verformer,

It has not been within the scopve of this chapter
to detall fully the relationships existing between the
techniques of violin and piano playing, Although several

cbvious correlations come to mind {(e.z., viclin double

be admitted that the technique for verforming even the
most fundamental operations, such as scales and arpeggios,

is basically gquite different on the two instruments.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



SUMMARY

ho P

In this thesis, the two sets of Paganini etudes
have been placed in persvective in relation to their
position in Schumann's piano works: in relation to his

aspirations as a composer, critic, teacher, and pianist;
st

and in relation to his intere in Paganini zs a nmusician

andé artist. A systematic presentation has been made of
the principles that guided Schumann in transcribing

)

aganini's violin caprices for the piano. These principles

-

were deduced Ifrom Schumann‘s writings and irom detailed

ie
“.—J
@
u
g
<
@

comparison of the works involved., ilany exam

(o8

-

iliustrated the varied facets of Schumann's transcription

process, 1In addition, a discussion of the techniczl fea-
tures contained in both sets of etudes has been included
to clarify Schumann‘'s vedagogical goals. This discussion
also provides assisitance in studying, teaching, and per
forming these etudes.

Although the process that culminated in Schumann's
transcriptions has been at least partially revealed, it
is still difficult to determine exactly how Schumann

regarded his own actions. It may well be asked: VWas his

hand guided by inspiration or by craftsmanship alone? This
i1l perhaps never be known or understood. Nevertheless

03}
ON
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it is hoped that, through the dissemination of the infor-
mation presented in this thesis, these etudes will become

of interest to many students of the piano.
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