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Robert Schumann (1810-1856): Kinderscenen, op.15nos. 1,3 and 11.
Background

On asupeficid chronologicd leve, Schumann's output can be divided into periodsin which

he concentrated on specific genres of compostion. The set of thirteen piano miniatures that
comprise Kinder scenen were written in early 1838 in a cregtive spurt that aso produced
Novelletten op.21 and Kreideriana op.16. From a broader viewpoint this comes towards the
end of the period 1833-39, when he concentrated on writing keyboard music. Two women
feature prominently in the compositions produced during these years. Firdly, his rlationship
with Ernestine von Fricken was the driving force behind the early important works Carnaval
0p.9 and the Etudes symphoniques o0p.13. In Carnaval Schumann's fascination with enigmes,
musica quotaions and veiled dlusons may be obsarved in the way the generating matifs
derive from the name of Ernegtineé's home town, Asch.

By the end of 1835 Schumann had broken off the rdlationship with Ernestine and dedlared
romantic intentions towards Clara Wieck, a brilliant sixteen year-old pianist with whose
father Schumann had sudied afew years earlier. She provided amusicd dimulusto the
extent that he incorporated amotif from her composition Scéne fantastique: Ballet de
revenantsinto the firs movement of hisf-sharp minor sonata, which was completed that year
(he often quoted her themes in subsequent works for piano). Unfortunately, Claras father
was st againg their union and banned them from mesting; despite this she remained the
primary source of ingpiration for many of hisworks of this period.

Towards the end of the 1830s, sarting around the time that the Fantasi estlicke op.12 was
composed, there is anoticegble shift from large-scde forms (eg. sonatas) to smpler, small-
scae pieces; looking a his output as awhoale, it ssems that Schumann was more a home
writing miniature forms. In this respect apardld can be drawn between his smdler piano
pieces and song accompaniments (Lieder was the next genre to which he turned after piano
music), Snce the two are S0 closdy rdaed that they are hardly more than two facets of the
same. The song accompaniments on their own often have the qudlities of sdf-suffident piano
pieces, and the piano works are reciprocaly infused with asinging and meodic lyriciam, or
invoke literary idees Thisrdationship ismog explict in Schumann's use of podtiudesin his
songs, where the piano consolidates or reflects upon the text of the poem. Perhagps the best
example of thisis the long postlude thet dloses the song-cyde Frauenliebe und -Leben,
written in 1840.

The 13 pieces that make up Kinder scenen (meaning 'scenes of childhood) were sdlected from
an origind group of thirty. Despite ther rdative Smplicity, it isinteresting to note that they

were not conceived for children, but, as he remarked in aletter to Carl Reineckein 1848, as
'reflections of an adult for other adults.

Schumann gands in the front rank of German nineteenth-century composars and istypica of
them through his embodiment of a Romantic spirit thet reies heavily on literary reference.
Thisis perhgps epitomised by hisaluson to two sdf-projections, the heroicaly-aspiring
Horestan and the dreamily introspective Eusebius, with whom Schumann andysed hisown
character and upon which he drew in his critica writings and much of hismusic.



Analyses

Schumann: Von Fremden Landern und Menschen (Of Foreign Lands and Peoples)

Key: G mgor
Number of bars: 22 (44 with repeets)
Sructure ABA (AABABA with repeats)
Bar What Happens Comment
1-2 RH presents the main matif of the
piece over the progresson G mgor -
C-shap dim7th - D mgor dominant
7th
3-4 Exact repeet of bars 1-2
5-6 The matif from bars 1-2 is presented
with the second bar transposed
down atone. The chord progresson
ischanged to G mgor - C mgor
7-8 Perfect cadence (V7sus4 - V7-1)in  |End of section A
tonic key of G mgor
9 The matif frombars1-2 canbeseen || Schumann hasturned the
inthe LH in amodified form, with texture of the A section upside
theinitid legp upwards of asxth down with the motivic meteria
replaced by afdling fifth. in the bass and crotchet pulses
inthe treble. The arpeggiated
middle textureissmilar in both
sections. The music appearsto
have moved to the relative

minor (€) in bar 9, but bar 10
showsa D mgor - G mgor
progresson thet confirs G as
dill being thetond centre.

11-12 Repesat of bars 9-10 transposed
down aminor third.

Thechordsat 11.2 and 12.1
uggest all-V progressonine
minor but the B mgor chord
resolves surprisngly ontoaG
magor chord.

13-14 Contrary motion between treble and
basslinesleadsto apauseon G
mgor using the dotted rhythm found
intheinitid matif in ber 2

Section B comesto adose

15-22 Repest of bars 1-8, ending the piece
in thetonic key of G mgor




Schumann: Hasche-Mann (Catch-me-if-you-can)
Number of bars. 20 (32 with repest)

Key: b minor

Structure AABA (AABABA with repegt)

Bar What Happens Comment

1-2 Main matif of the pieceis presented in Theuse of sfp, accents and
the RH staccatoaticulation hep

purvey the dashing mischief
of thetitle

3-4 The matif in bars 1-2 is trangposed up
aperfect fourth and shortened by a
crotchet.

5-8 Exact repeet of bars 1-4, dosing the
firgt section in the tonic key of b minor.

9-12 The man matif is developed further;
theinitid movement of a mgjor second
riseisinverted to afdling saventh in
bar 9 and afdling semitonein bar 11.

At bar 9 themusic legpsinto G mgor
and thenin bar 12 the D-sharpinthe
RH suggests amove to e minor
dthough thisisinterrupted by aC
major chord at 13.1.

13-14 These bars consst of arepested perfect
cadence on C mgor (over aC pedal
note in the bass).

15 The C mgor chord isfollowed by a Schumann has reinterpreted
tritonal harmonic legp onto asforzando | the chord of C mgjor asthe
dominant seventh chord of F-sharp Neapolitan chord (the
magor a 15.2. This chord together with | flattened second) of b minor
arisng chromatic line herddsthe (thetonic), meking the
return of the tonic key. urprisng tritond legp more

logicdl thenit initidly
seams.

17 The arigind mativic materid is

presented exactly asit occurred in bars

1-4to provide an aesthetic baanceto
the piece.




Schumeann: Frchtenmachen (Frightening)

Key: eminor

Number of bars: 48

Structures ABACABA

Bar What Happens Comment

1-4 Méody in RH isaccompanied by a | The chromatic movement in both

5-8

descending LH, initidly chrometic.
The music quickly didesout of e
minor and into the relaive mgor
(G mgor) withal-V imperfect
cadencein bar 4.

LH takes over the mdodic materid
which isreated closdy in shapeto
the opening RH melody. Bars 7-8
areidenticd to bars 3-4, leading
the section to end on a dominant
chord.

hands together with the tritone legp
inthe RH at 2.1 evokesthetitle of

the piece.

Thetexture of thefirg four barsis
inverted.

9-12

Themdodic interes isin the LH,
with offbeat semiquaversinthe RH
cregting abuser texture. Inbar 9
the musicisback in e minor, but
bar 11 seesamoveto C mgor. The
impact of the perfect cadencein C
in bar 12 is lessened by the bass
note diding off thetonicand onto a
B, credting an e minor chord thet
prepares for the return of the'A’
section (bars 1-8).

The sudden change to afaster tempo
(schneller ) and the urgency of the
offbeat semiquavers add to the
melodrama of the piece.

13-20

Repeat of bars 1-8

21-24

The dynamics suddenly increese
from p tof and sforzando chords
are used extensvely on offbests.
Tondly the passageisin G mgor
athough there are passing
modulations with perfect cadences
inaminor & 21.2-22.1 and b minor
at 23.2-24.1

Offbeeat accented chords and the
sudden change in volume are for

dramatic purposes.

25-28

Dynamics drop suddenly back
downto p. The RH melody
consgs of atwo bar cdl made up
of apar of samitones Thiscdl is
repeated in atransposed verson

The samitone feature in the RH hes
the same function as the chrometic
featuresin bars 1-2. The wandering
tondity dso crestesan air of
uncertaintv. The cadence onto aB




with theinitid semitonefal
increased to atone Thefirg cdl

magor chord dlowsareturnto e
minor in bar 29 through its

folowsal-11b-V-VI progressonin | reinterpretation as a dominant
eminor but the second, seeming chord.
initidly to hint & G mgor,
cadencesin B mgor.
29-36 | Repest of bars 1-8
37-40 | Repest of bars9-12
41-48 | Repeat of bars 1-8, except thefind

imperfect cadenceis replaced with
a perfect cadence (dill in G mgor)
to close the piece.




