Programme Note

Etudes Symphoniques | Opus 13

The Etudes Symphonigues owe thedr exis-
tence to Bagon von Fricken, a keen music
Jower, amateur flautist and aspiring com-
poser. In the summer of 1834 he sem
Schumann his own set of flute varistions
for approval, and shortly received a remark-
ably insighnful criticism of his efforts from
the great composer. But in additios 1o
assessing the work, Schumann was so
impressed by von Fricken’s theme that he
began 1o write bis own set of variations oa
it for the plano, resulting, after many revi-
stoas and alterations, in the Erudes as we
now have them (1837). Schumana’s original
manuscripes for the work indicate the
extent to which he changed his mind dus-
ing those three years imitially ehe theme
was entitled Tema quasi Marcia Funebre,
and of the ten variations that followed, only
two survived in the complesed versson. But
five others are also now familiar thanks to
Brahms’s decisions 10 salvage them as a
separate growp in the Breitkopd complete
edition. Schumann may well have decided
t0 excise these variations because their gen.
erally hrooding and introspective character

may have seemed to him to straln the rich-
ness and variability of the overall design,
especially given the lagubrious and reflec-
tive nature of von Fricken’s theme. Hence
the present recoeding does not include the
Opus Posthumous vanations, in acknowl-
edgement of Schumansa's straggle w
schiove the right transition from a funeral
march in the opening theme to a radiant
and trsumphal fnale: anything excised
from a grand design so carcfully and delib-
erately worked out should be left out of
performance, even if, as is the case with
the five variations Brahms saved, the
duscarded work is comprnised of individual
gemns which perhaps ought to be performed
independently

It seems likely that the cransformation
achieved in the finale was inspired by
Schumann's relationship, from 1834, with
the young English ptanist Willtam
Sterndale Bennett [1816-1875) — whaose
friendship embodied for Schumann the
anglophile sentiments in Heinrich August
Manschner's [1795-1861] Ivanhoe opera,
Die Ternpler und die Jidin (expressed by
the recurring phrase "Du srolzes England,

freue dich”). For all its scintillating exuber-
ance, the finale has nometheless incurred
criticism for its tendency towards repeti-
ton and the dotted rhythms throughout
its episodes. But this relentlessaess only
serves to emphasise the stroke of gesivs
which comes in the form of the dazzling
J1f B-flat major choed which occurs
twenty hars before the end, picrcing the
D.flat major tomality like a blaze of light.

Kinderszenen | Opus 15
& Krefsleriana | Opus 16

During the unhappy months in which
Friedrich Wieck's disappeoval of
Schumana's relaticmship with his daughter
kept the composer and Clara apart, music
was thelr chief means of communication.
As Schumann wrote to her at Easter 1538,
“It's very curious, but i | write much o
you, [ can't compose. The music goes all o
you.* His Op, 15 and Op, 16 were benh
cycles of picces inspired by her - in fact an
actual theme of hers may have been used in
the latter - although very different in their
style and inspiration. The former,
Kinderszenen, is a charming collection of
gonre pleces suggested by Clasa's remark
that Schumann sometimes seemed to her
Iike 2 child, the latter, Kreisleriana, is a
much mare claborate artistic self-porteaic
that takes its title and programmatic

nature from one of the eponymous Beroes
of E. T. A. Hoffmann's {1776-1822) The Life
and Opéajons of Tomcar Murs, Rogether
with a Fragmeatary Biography, on

Some Random Sheets of Scrap Paper, of
Kapellmeister Johannes Kredsler.

The Kinderszenen are so well known that
the skill with which they are composed
and linked into a series is often overlooked.
Schumann declared that the title came 10
him after the compaosition, indicating that
the musical ideas and contrasts between
the movements were more important in
his mind than the programmsatic content.
No. 1, “About foreign lands and peoples”,
conjures up an imaginative landscape ~
effectively the storyteller's “Once upon a
time..." - which is embellished through-
out the subsequent movements until the
conclusion, “The poet speaks”™, when

at last the storyteller himself, Schumann,
steps forward. Some, such as No. §,
“Happiness”, briefly explore a single
phrase and figuration; others, such as
No. 11, “Frightening”, deal in succinet
contrasts of mood and tempo. No. 3,
“Blindman's buff”, and No. 9, “Knight of
the hobby-horse”, are playful without
ever becoming archly roguish, some are
reflective without ever descending

into sugary sentimentality - here the
rsost famous example is the evergreen

No. 7, "Dreaming™




