
SCHUMANN CARNAVAL: A PRODUCT OF ROMANTICISM 
 
 
 
 
 
 
 
 
by 
 

Andrew Sohn 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Submitted to the faculty of the 
Jacobs School of Music in partial fulfillment 

of the requirements for the degree, 
Doctor of Music  
Indiana University 
December 2023 



 

ii 

Accepted by the faculty of the 
Indiana University Jacobs School of Music, 

in partial fulfillment of the requirements for the degree 
Doctor of Music  

 
 

Doctoral Committee  
 
 
 

 
 
 
 
 

_________________________________________ 
Emile Naoumoff, Chair 

 
 
 
 

_________________________________________ 
David Cartledge 

 
 
 
 

_________________________________________ 
Jean-Louis Haguenauer 

 
 

 
 
 



 

 iii 

Copyright © 2023 

Andrew Sohn 



 

iv 

 

To my dearest Professor Naoumoff



 

 v 

Acknowledgements 

I express my sincerest gratitude to all the remarkable people who have deeply influenced 

my growth as a musician and as a person.  

First and foremost, the life and education that I have are only possible because of the 

endless love and support that my parents have given me. I am eternally grateful to have such 

healthy, happy, and kind people as my life mentors.  

The last 7 years of my life have been an incredible journey of artistic growth thanks to 

my dearest Professor, Emile Naoumoff. You have taught me how to access my highest level of 

artistry and the truest way to respect the music that I love and treasure. Thank you, Professor 

Naoumoff.  

My prior piano teachers Natalya Antonova, Marina Lomazov, and Soomee Yoon are the 

pillars who have built a strong artistic foundation for me. Without you, the musician that I am 

today would be nonexistent. Thank you for always believing in me and showering me with your 

knowledge, skill, and love.  

I am grateful to my doctoral committee members. You are the current leaders of the 

music world, and I am honored to have received the highest quality of musical guidance from 

you. Thank you, Jean-Louis Haguenauer, Arnaldo Cohen, David Cartledge, Frank Samarotto, and 

Massimo Ossi for the time and energy you have generously given me to ensure my success in this 

degree.  

In addition to my committee members, I also want to thank Peter Burkholder and Halina 

Goldberg for being significant influences on my academic experience at IU. Your classes have 

truly enriched the depth of my research.  

Last but certainly not least, my most heartfelt thanks to my partner, Jeff Grant. You have 

been a crucial part of enhancing the quality of this paper. Thank you for your relentless support, 

encouragement, and love. 



 

vi 

Table of Contents 

List of Examples ............................................................................................................................ vii	

List of Figures .................................................................................................................................. ix	

List of Tables .................................................................................................................................... x	

Chapter 1 : Introduction .................................................................................................................... 1	

Chapter 2 : Carnaval as an Autobiography .................................................................................... 10	

Chapter 3 : Carnaval as a Piano Cycle ........................................................................................... 24	

Chapter 4 : Carnaval as an Artifact of Historicism ........................................................................ 38	

Chapter 5 : Conclusion ................................................................................................................... 51	

Bibliography ................................................................................................................................... 53	

 

 



 

 vii 

List of Examples 

Example 2-1 Schumann Carnaval, Estrella, mm. 1-4, mm. 13–16 ............................................... 12	

Example 2-2 Schumann Carnaval, Chiarina, mm. 1–5 ................................................................. 15	

Example 2-3 Schumann Carnaval, Eusebius, mm. 1–4 ................................................................. 17	

Example 2-4 Schumann Carnaval, Florestan, mm. 1–6 ................................................................ 18	

Example 2-5 Quotation of Schumann Papillions, op. 2 in Schumann Carnaval, Florestan, mm. 

19–22...................................................................................................................................... 18	

Example 2-6 Schumann Carnaval, Paganini, mm. 1–4 ................................................................. 21	

Example 2-7 Paganini Caprice no. 12, mm. 14–16 ........................................................................ 21	

Example 2-8 Schumann Carnaval, Pantalon et Columbine, mm. 1–4 .......................................... 23	

Example 3-1 Schumann Carnaval, Chopin, mm. 12–14 ................................................................ 27	

Example 3-2 Beethoven An Die Ferne Geliebte no. 1, mm. 1–4 ................................................... 29	

Example 3-3 Beethoven An Die Ferne Geliebte no. 6, mm. 38–42 ............................................... 29	

Example 3-4 Beethoven Sonata op. 101, movement 3, mm. 21–24 .............................................. 30	

Example 3-5 Schumann Carnaval, Pantalon et Columbine, mm. 9–17 ........................................ 33	

Example 3-6 Schumann Carnaval, Pantalon et Columbine, mm. 29–end ..................................... 33	

Example 3-7 Schumann Carnaval, transition from Chiarina to Chopin ....................................... 34	

Example 3-8 Schumann Carnaval, transition from Aveu to Promenade ....................................... 35	

Example 3-9 Schumann Carnaval, Chopin, mm. 11–end .............................................................. 35	

Example 3-10 Schumann Carnaval, Reconnaissance, mm. 55–end .............................................. 36	

Example 3-11 Schumann Carnaval, Eusebius, mm. 27–end ......................................................... 36	

Example 3-12 Schumann Carnaval, A.S.C.H. – S.C.H.A. (Lettres dansantes), mm. 17–24 .......... 37	

Example 4-1 Schubert Rondo in A major for four hands, Primo part, mm. 133–141 .................... 44	

Example 4-2 Schumann Carnaval, Reconnaissance, mm. 12–21 .................................................. 44	

Example 4-3 Schubert Rondo in A major for four hands, Primo part, mm. 233–244 .................... 45	



 

viii 

Example 4-4 Schumann Carnaval, Préambule, mm. 1–13 ............................................................ 45	

Example 4-5 Schubert Trauerwalzer in A-flat major, op. 9 no. 2 .................................................. 46	

Example 4-6 Schumann Carnaval, Préambule, mm. 25–26 .......................................................... 48	

Example 4-7 Beethoven Egmont Overture mm. 114–128 ............................................................. 49	

Example 4-8 Schumann Carnaval, Marche des Davidsbündler contre les Philistins, mm. 25–34

................................................................................................................................................ 50	

Example 4-9 Beethoven Piano Concerto no. 5, movement 3 mm. 11–14 ..................................... 50	

 

 



 

 ix 

List of Figures 

Figure 2-1 Sams’ collection of the “Clara” ciphers ........................................................................ 13	

Figure 2-2 “Clara” chord as seen in letter to Clara, 7/10/1834 ...................................................... 14	

Figure 3-1 Schumann Carnaval, Sphinxes ..................................................................................... 26	

 

 



 

x 

List of Tables 

Table 3-1 Kaminsky’s Tonal Organization of Carnaval ................................................................ 25	



 

 1 

Chapter 1: Introduction 

If Robert Schumann had the opportunity to look inside the 2023 concert hall, he most 

likely would be shocked and thrilled to hear the roaring applause to his early piano cycles. During 

their time, Schumann’s early piano cycles were difficult for large audiences of public recitals to 

appreciate due to their new and incomprehensible structure. Franz Liszt, a strong proponent of 

Schumann’s works, expressed his fear of introducing Schumann’s Kreisleriana (1838) to public 

audiences.1 Carnaval (1835) was often presented to music lovers and connoisseurs by Clara 

Wieck in private settings though in a letter, Clara mentioned that Carnaval was a piece unsuitable 

for a public recital.2 Clara’s reluctance resulted in a long delay of her first public performance of 

Carnaval, which was finally given in 1856.3 In addition to the public’s initial distaste for 

Schumann’s piano cycles, numerous music critics including Ludwig Rellstab (editor of Iris im 

Gebiete der Tonkunst) and G. W. Fink (editor of Allgemeine Musikalische Zeitung) criticized 

Schumann’s early piano cycles severely and derogatorily classified the style of Schumann and his 

musical peers as “Romantic”.4 A discussion about the multi-layered history and implications of 

the term Romantic, which is largely overlooked today, serves as an appropriate starting point 

towards understanding Schumann’s Carnaval as a product of Romanticism.  

As mentioned previously, the label “Romantic” was initially intended as a stamp of 

disapproval from German music critics. The initiation of Schumann’s music journal, the Neue 

Zeitschrift für Musik, was in large part Schumann’s defense against these critical attacks directed 

towards him and his peers whom he respected as similar-thinking progressive composers of his 

 

1 Judith Chernaik, Schumann: The Faces and the Masks (New York: Alfred A. Knoff, 2018), 134. 
2 Clara Schumann and Robert Schumann, The Complete Correspondence of Clara and Robert 

Schumann, ed. Eva Weissweiler, trans. Hildegard Fritsche and Ronald L. Crawford (New York: Peter 
Lang, 1994), 1:78. 

3 Alexander Stefaniak, Schumann's Virtuosity: Criticism, Composition, and Performance in 
Nineteenth-Century Germany (Bloomington: Indiana University Press, 2016), 238. 

4 Leon B. Plantinga, “Schumann's View of “Romantic”,” The Musical Quarterly 52, no. 2 (1966): 
221. 
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generation.5 Though initially resenting the term, Schumann slowly welcomed the Romantic label 

nominally without allowing his conservative enemies or as he called the Philistines to define the 

musical style of the Davidsbündler as ignorant or excessively unrestrained. In a retrospective 

view, the polemics thrown back and forth between Schumann and his opponents proved to be a 

crucial process towards defining the Romantic style in music.6 Thus, in some ways, the traits that 

distinguished selections of nineteenth century music as Romantic in style can be considered 

synonymous to the core ideals of the Davidsbündler that were directly expressed by Schumann 

himself. These ideals prioritized compositional egocentrism that linked a composer’s life to their 

work, the creation of new forms that were based on older classical models, and the precedence of 

compositional intention over superficial virtuosity.7 Despite the initial derogatory implication of 

the Romantic label, Schumann prevailed in the battle against his conservative opponents and 

succeeded by redefining Romantic music to mean progressive, genius, and heroic works of art.  

To further define the style of Romantic music and where to mark its emergence, the 

opinions of E.T.A. Hoffman, a Romantic writer, and composer, provide essential insight. In the 

early nineteenth century, Hoffman classified Haydn, Mozart, and Beethoven as the quintessential 

composers of Romanticism.8 Although nowadays these three composers are generally regarded as 

belonging to the style of Classicism, (thus drawing a strict imaginary division between 

“Classical” composers and “Romantic” composers), the Romantic mindset (as expressed in 

Schumann’s critical writings) was far from an attitude of autonomy but rather one that 

conglomerated the past, present, and future calling for the celebration of past greats and the 

 

5 Ibid. 
6 Sanna Pederson, “Romanticism/anti-romanticism,” in Aesthetics of Music: Musicological 

Perspectives, ed. Stephen Downes (New York: Routledge, 2014), 170. 
7 Andrew Fowler, “Robert Schumann and the “Real” Davidsbündler,” College Music Symposium 

30, no. 2 (1990): 19.  
8 Andrew Bowie, “Romanticism and Music,” In The Cambridge Companion to German 

Romanticism, ed. Nicholas Saul (Cambridge: Cambridge University Press, 2009), 244. 
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continuation of their legacy.9 The Romantics were particularly attracted to compositions by past 

greats that displayed an original method of emotional expression over the rules of convention. 

This is one of the reasons why Beethoven, more so than Haydn or Mozart, was regarded by 

Schumann and his peers as the representative Romantic hero as his genius allowed him to 

redefine numerous musical boundaries in the name of artistic expression. Specifically, 

Beethoven’s abandonment of strict musical forms inspired Schumann to continue innovating 

musical structures leading to his creation of the piano cycle.10 Additionally, Schumann frequently 

commended his fellow Romantic composers for emulating J. S. Bach in their compositions. 

Schumann implied that only composers who have a thorough knowledge of Bach’s oeuvre and 

style were worthy of the Romantics’ attention and glory.11 Bach is inevitably drafted into 

Schumann’s Davidsbündler and classified as an important source of the Romantic style. Thus, the 

Romantics’ praise of groundbreakingly expressive works and their scorn towards conventional 

mimetic music extended beyond the nineteenth century.12 Assumptions that a nineteenth century 

composer is Romantic or that the entire output of a “Romantic” composer is stylistically so is not 

an accurate method of classification since Schumann evaluated who and what was stylistically 

Romantic on a case-by-case basis.  

Although Romanticists were often unaware or wary of the Romantic label during their 

lives, the ideals of writing, music, and visual art were all nevertheless directly affected by the 

nineteenth century “new school of thought” 13 which later came to be known as the Romanticism 

movement. The term represents a vast and complex chain of history that can be understood as a 

 

9 Robert Schumann, Schumann on Music: A Selection from the Writings, ed. and trans. Henry 
Pleasants (Mineola, NY: Dover Publications, Inc., 1988), 28.  

10 Nicholas Marston, “Schumann’s Heroes: Schubert, Beethoven, Bach,” in The Cambridge 
Companion to Schumann, ed. Beate Perrey (Cambridge: Cambridge University Press: 2007), 54. 

11 Robert Schumann, Schumann: A Self-Portrait in His Own Words, Comp. David Whitwell 
(Northridge, California: Winds, 1986), 57. 

12 Sanna Pederson, “Romanticism/anti-romanticism,” in Aesthetics of Music: Musicological 
Perspectives, ed. Stephen Downes (New York: Routledge, 2014), 170. 

13 Azade Seyhan, “What Is Romanticism, and Where Did It Come From?” in The Cambridge 
Companion to German Romanticism, ed. Nicholas Saul (Cambridge: Cambridge University Press, 2009), 8.  



 

4 

reaction towards the political, social, cultural, philosophical, and technological reality of the late 

eighteenth and the early nineteenth centuries.  

The origin of the Romanticism movement can largely be understood as a philosophical 

amalgamation in response to numerous preceding movements including the Enlightenment (1685-

1815), Pietism (late seventeenth century-nineteenth century), Weimar Classicism (1772-1805), 

and Sturm und Drang (~1765~1785).14 A simplified assessment of Romanticism is often 

explained as an adverse reaction against the Enlightenment movement. While this may be true in 

some regards, there are also aspects of continuity between the Enlightenment and Romanticism. 

Thus, Romantic music must be viewed as both a continuation of and a reaction against the 

Enlightenment.15 While Romanticism was known to prioritize individuality, the Enlightenment 

emphasized universality. Romanticism adopted a backward-looking historicist mentality. In 

contrast, the Enlightenment thinkers looked forward for progress.16 These are some of the 

paradoxes that are evidently blurred in the Romantic compositions of Schumann, especially in a 

work like Carnaval, which emphasizes both individuality as well as universality and both 

historicism and progressiveness. However, in general, the strict adherence to reason and balance 

which were enforced by principles of the Enlightenment and Classicism, respectively, were 

slowly dissolving in Romanticism. As additional influences to Romanticism, Pietism was an 

attractive religious movement to the Romanticists due to its emphasis on the spiritual experience 

of the individual and the Sturm und Drang movement was perhaps the leading precursor to 

Romanticism in its artistic prerogative to express turbulent emotions rather than produce the same 

mimetic work.17  

 

14 Ibid., 7. 
15 Ibid., 8. 
16 Bernd Sponheuer, “Reconstructing Ideal Types of the “German” in Music,” in Music and 

German National Identity, eds. Celia Applegate and Pamela Potter (Chicago: University of Chicago Press, 
2002), 42. 

17 Azade Seyhan, “What Is Romanticism, and Where Did It Come From?” in The Cambridge 
Companion to German Romanticism, ed. Nicholas Saul (Cambridge: Cambridge University Press, 2009), 8. 
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The onset of the Romanticists’ need for individually subjective and transcendental art 

was enhanced by the harsh political and social climate during the end of the eighteenth century 

and the beginning of the nineteenth century. The violent consequences of the French revolution 

and Napoleon’s dictatorship induced an anxiety throughout Europe that created a desire to escape 

into a boundless, free, and ineffable world of subjectivity.18 During this period, the revolutionary 

ideas that spread through Europe like wildfire resulted in an uprising of liberalism among the 

bourgeoisie. The desire of the middle class to abolish the monarchies for a republican government 

and establish a classless society was growing. This is perhaps one of the reasons why the 

masquerade balls of Carnival, an event which tolerated the mockery of the upper class, were 

sought events among the lower classes19 and often served as inspiration to Romanticists as a 

common topic of depiction.  

Serving the desire to retreat into an individual world of fantasy, instrumental music 

proved to be one of the most significant artforms that was Romantic in essence due to its 

wordless nature and subjective expressibility. Therefore, instrumental composition and 

performance (particularly solo piano music) flourished during this time period. However, it is 

crucial to recognize that while instrumental music eventually became one of the representational 

mediums in which the aesthetic principles of Romanticism shone through, the Romantic 

movement began in literature decades before its appearance in music. Because of the historical 

progression, Romantic literature topics and structure must be taken into consideration when 

analyzing the innovations of Romantic music. Using Romantic literature as a model to understand 

Romantic music proves to be particularly useful regarding the piano cycles of Schumann.  

 

 
18 Ibid., 6. 
19 Judith Chernaik, Schumann: The Faces and the Masks (New York: Alfred A. Knoff, 2018), 36. 
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As the last child of a book dealer and publisher, Robert Schumann was raised with hyper 

literary awareness.20 It is commonly known that Schumann had an affinity towards the author 

Johann Paul Friedrich Richter. Jean Paul’s Flegeljahre served as inspiration for Schumann’s 

Papillons, op. 2 (1831) as the piece depicts the final chapter where the Harnisch brothers are 

attending a masked ball. Schumann further depicts the masquerade ball in a more personal and 

biographical way throughout Carnaval where characters both identified and masked are drafted 

into the Davidsbündler. The openly identified real-life figures include Frédéric Chopin, Niccolò 
Paganini, Clara Wieck (Chiarina) and Ernestine von Fricken (Estrella). In addition to these real-

life figures, Schumann features his imaginary doppelgängers, Eusebius and Florestan, and four 

Commedia dell’arte masks, Pierrot, Harlequin, Pantalon and Columbine. These figures hold 

biographical significance emphasizing the Davidsbündler ideal of compositional egocentricity. It 

is through Schumann’s writings in the Neue Zeitschrift für Musik as well as his letters and diaries 

that one can understand the inner workings of his artistry, the context of his life and how his life 

circumstances during the 1830’s influenced Carnaval. A chapter of this paper will explore the 

biographical details of Schumann’s life during the 1830’s including his brief romantic 

involvement with Ernastine von Fricken (1834-1835), his relationship with Clara, the influence of 

other Romantic virtuosos, the significance of his doppelgängers, and the possible metaphors that 

the Commedia dell’arte masks represent.  

Not only does Schumann’s personal life play a significant role in the composition of 

Carnaval, but also his lifelong fondness for German literature. It is impossible to separate his 

music from the German writers that molded his philosophical and aesthetic principles. Although 

scholars fully acknowledge the dangers of drawing parallels between Romantic literature and 

 

20 John Daverio, Robert Schumann: Herald of a “New Poetic Age” (New York: Oxford University 
Press, 1997), 21. 
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Romantic music,21 it is too conspicuous to deny that the narrative and linguistic structures of 

Romantic literature was one of Schumann’s major models for the creation of his piano cycles. 

Understanding the parallels between Schumann’s fragmentary musical syntax in Carnaval and 

the sentence structures in German Romantic literature, particularly those of Jean Paul, allow for 

greater appreciation of Carnaval as a work that extends its Romantic identity beyond musical 

traits and reaches into the realm of literature.  

 By tracing collections of pieces and cyclic form within music literature that precede 

Carnaval, Romantic literature was not the only influence on Schumann’s stylistic form. Some of 

the important musical precedents of the piano cycle structure include the cyclic works of 

Beethoven and Schubert. One of the ideals of the Davidsbündler was to create new forms that 

were based on older forms; Carnaval fulfils the Romantic ideal of progressing musical form and 

places itself among the historical landmarks. A chapter of this paper will investigate some of the 

musical precedents of the piano cycle and explore the parallel between linguistic structures in 

Romantic literature and the fragmentary musical syntax of Schumann’s Carnaval. 

Schumann scholars of today are fortunate to have access to an abundance of Schumann’s 

literary output that make his opinions about other composers quite clear. In his writings, 

Schumann repeatedly glorified certain composers such as Bach, Schubert and Beethoven.22 These 

three composers were central influences on Schumann as a composer and their musical influences 

can be identified throughout Schumann’s entire compositional output. While Schumann’s 

reverence for these composers likely came from a place of impartial evaluation, his devotion to 

German composers allowed him to further a German legacy and his historicism (or emulation of 

the past) is often interpreted as a monument to his German heritage. Analyzing his German 

 

21 John Daverio, “Reading Schumann by way of Jean Paul and his Contemporaries,” College 
Music Symposium 30, no. 2 (1990): 30. 

22 Nicholas Marston, “Schumann’s Heroes: Schubert, Beethoven, Bach,” in The Cambridge 
Companion to Schumann, ed. Beate Perrey (Cambridge: Cambridge University Press: 2007), 48, 56.  
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identity is not unreasonable when considering the political context of Europe during the 

nineteenth century where geographic fragments were slowly reaching a point of consolidation and 

national unity. Notably, Johann Gottfried Herder’s ideas of national identity through shared 

language and folk culture became a crucial element that was inevitably chained to Romantic 

arts.23  

Within this political background, the connection between the emerging trends of 

historicism and the Romanticism movement becomes clarified. From the nineteenth century 

onwards, political demagogues have played a large role in glorifying the German people as the 

leading musical people.24 This nationalistic identity lead German Romantics to create a canon 

specifically of German composers that they regarded as the classics.25 Emulating the classics 

demonstrated the nineteenth century Romantic ideal of historicism. Locating specific instances 

where Romantic composers emulated their predecessors became an attractive method of 

musicological analysis to understand the nationalistic influences on composers and their 

compositions from the nineteenth century onwards. However, Carnaval is rarely analyzed from 

the point of view of a German identity due to the seemingly cosmopolitan traits that the piece 

exhibits. By including the Polish Chopin and the Italian Paganini, German national characteristics 

are not recognizable at first glance, but a detailed scrutiny of the piece and its history illuminates 

the towering presence of Bach, Schubert and Beethoven in Carnaval. The final chapter of this 

paper will provide specific instances of Schumann’s historicism in Carnaval and discuss how this 

historicism is governed by the European search for national identity. 

 

23 Hans Kohn, “Romanticism and the Rise of German Nationalism,” The Review of Politics 12, no. 
4 (1950): 446. 

24 Celia Applegate and Pamela Potter, “Germans as the ‘People of Music’: Genealogy of an 
Identity,” in Music and German National Identity, eds. Celia Applegate and Pamela Potter (Chicago: 
University of Chicago Press, 2002), 23. 

25 Ibid., 14. 
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This paper aims to examine the details that clarify the Romantic identity of Carnaval. It 

is upon understanding the deep pervasiveness of Romanticism in Carnaval that one may develop 

a clearer interpretation, guiding a more thoughtful execution of this beloved masterpiece. 



10 

Chapter 2: Carnaval as an Autobiography 

“I love not the men whose lives are not in unison with their works.” 

Robert Schumann, diary (1833)1 

 

Romanticists prioritized subjective and egocentric expression. Following this Romantic 

priority, Schumann valued compositions that were personally significant and aligned with the 

composer's life events.2 This compositional egocentrism became one of the ideals of the 

Davidsbündler.3 By studying the history of Schumann’s compositions, particularly during his 

prolific period of piano compositions (1830–1839), one will find that his works often run parallel 

with the circumstances of his life making many of his works autobiographical. Exploring 

Schumann’s relationships with the various characters that he includes in Carnaval is particularly 

useful in decoding the biographical significance of the piece.  

 

Ernestine von Fricken and Clara Wieck 

Ernestine von Fricken emerges as the first and foremost inspiration for Carnaval as she 

was briefly engaged to Schumann during the time Carnaval was written (1834-1835). Although it 

is well-documented that the majority of Schumann’s compositional inspiration came from his 

great love for Clara Wieck (Schumann), Schumann’s early adult life portrays an easily infatuated 

and romantically ambivalent character. During the summer of 1834, Schumann was engaged to 

Ernestine von Fricken and appeared to have had only the sincerest affection for her.4 Schumann 

amorously mentions Ernestine in numerous letters during this period. The clearest expression of 

 

1 Robert Schumann, Schumann: A Self-Portrait in His Own Words, Comp. David Whitwell 
(Northridge, California: Winds, 1986), 99. 

2 Andrew Fowler, “Robert Schumann and the “Real” Davidsbündler,” College Music Symposium 
30, no. 2 (1990): 26. 

3 Ibid., 19. 
4 Judith Chernaik, Schumann: The Faces and the Masks (New York: Alfred A. Knoff, 2018), 34. 



 

 11 

his affection can be found in a letter to his mother in July of 1834 which says, “Ernestine, 

daughter of the rich Bohemian Baron von Fricken has a delightfully pure, childlike mind, is 

delicate and thoughtful, deeply attached to me and everything artistic, and uncommonly musical 

— in short just such a one as I might wish to have for a wife.”5 However sincere Schumann’s 

affection for Ernestine may have been, Schumann eventually broke off the engagement in August 

of 1835 soon after he found out that Ernestine was an illegitimate daughter of the baron.6 This 

debacle has invited writers to speculate that Schumann was perhaps purely interested in 

Ernestine’s family wealth without having much true affection towards her. As tempting as this 

interpretation is in justifying Schumann’s exclusive love for Clara, only assumptions can be made 

regarding the sincerity of Schumann’s affection towards Ernestine. Ernestine’s hometown village, 

Asch, is used as the motivic code that largely unifies Carnaval. It was Schumann’s conscious 

decision to use ASCH as Carnaval’s musical cipher and its main unifying factor. In a letter to 

Moscheles in September of 1837, Schumann confirmed that Asch was indeed “the name of the 

village from which his ‘musical girlfriend’ hailed, and the only musical letters in Schumann’s 

own name.”7  

Other than the widespread use the musical cipher, ASCH, Ernestine makes a brief 

appearance in Carnaval as the movement Estrella. As several writers have similarly expressed, 

the character of the outer sections marked con affeto (with feeling or tenderness) portrays 

Schumann’s perception of Ernestine’s nobility and the sudden character shift in the faster middle 

section depicts Ernestine’s “pure and childlike” personality.8  

 

 

5 Robert Schumann, Early Letters of Robert Schumann, trans. May Herbert (London: George Bell 
and Sons, 1888), 245. 

6 John Daverio, Robert Schumann: Herald of a “New Poetic Age” (New York: Oxford University 
Press, 1997), 140. 

7 Ibid. 
8 Judith Chernaik, Schumann: The Faces and the Masks (New York: Alfred A. Knoff, 2018), 38. 
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Example 2-1 Schumann Carnaval, Estrella, mm. 1-4, mm. 13–169 

 

Due to the timeline following the separation of Schumann and Ernestine Von Fricken, 

Clara is often regarded as the inspiration for Carnaval. In Daverio’s account of the exact timeline, 

Schumann and Clara shared their first kiss as early as November 1835 and declared their mutual 

love for each other in the following month.10 Although musicologists disagree on a definitive 

timeline, Schumann and Clara’s declaration of love hastily following Schumann’s breakup with 

Ernestine is plausible since several letters as early as 1833 reveal Schumann’s unique affection 

for Clara. In July 1833, Schumann wrote a letter to Clara while suffering from a malarial fever, 

which was heightened by his excessive alcohol consumption.11 In this letter, Schumann wrote, 

“doctor has forbidden me to pine away too much for you because it affects me too much… with 

all my heart, Robert Schumann.”12 Also in this same letter, Schumann suggests Clara and himself 

play the Adagio of Chopin’s variations at exactly 11:00 the next day so the two could be 

spiritually connected. This letter is one of many documented and published letters that display 

Schumann’s affection for Clara.  

 

9 Robert Schumann, Robert Schumann’s Werke, Series 7 No. 47, Carnaval: Scènes Mignonnes sur 
Quatre Notes, ed. Clara Schumann (Leipzig: Breitkopf & Härtel, 1837): 15. 

10 John Daverio, Robert Schumann: Herald of a “New Poetic Age” (New York: Oxford University 
Press, 1997), 144. 

11 Ibid., 110. 
12 Clara Schumann and Robert Schumann, The Complete Correspondence of Clara and Robert 

Schumann, ed. Eva Weissweiler, trans. Hildegard Fritsche and Ronald L. Crawford (New York: Peter 
Lang, 1994), 1:5. 
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During the mid-1960’s, an interesting hypothesis was made by Eric Sams that Schumann 

may have used a musical cryptography system that he had found in Klüber’s Kryptographik 

(1805) with the intention of creating a cipher that concealed the name “Clara” in his 

compositions. Sams’ argument is supported by Robert Schauffler, Roger Fiske and Erwin Bodky 

who previously hypothesized various “Clara” motifs. Bodky believed that the pitch collection C-

B-A-G-sharp-A represented the name, Clara. Through examples in Davidsbündlertänze, op. 6, 

Fiske identified pitch collections that begin with a stepwise descent followed by four ascending 

steps as another “Clara” motif (essentially the inversion of Fiske’s idea). Schauffler identified the 

stepwise five-note descending motif explicitly stated in the opening of Fantasie in C major, op. 

17 as the “Clara” motif.13 Sams compiled these three ideas into a single collection identifying the 

“Clara” motifs in their complete or fragmentary forms throughout Schumann’s oeuvre.     

 

Figure 2-1 Sams’ collection of the “Clara” ciphers14 

 

Referencing the exact locations of the “Clara” ciphers throughout Schumann’s oeuvres is 

beyond the topic of this paper; however, the recurrence of a stepwise four-note descent (a 

fragmentary “Clara” motif) can be observed throughout Carnaval. Summer believed that the 

occurrence of the four-note descending motif occurred frequently enough in Carnaval to consider 

 

13 Eric Sams, “The Schumann Ciphers,” The Musical Times 107, no. 1479 (1966): 395. 
14 Ibid. 

This content downloaded from 
            140.182.176.13 on Fri, 03 Feb 2023 14:26:19 UTC              

All use subject to https://about.jstor.org/terms



 

14 

it as a unifying motif.15 While Sams’ idea about Schumann’s use of cryptography to support his 

argument of Clara’s presence throughout Schumann’s oeuvre is striking and amusing, one of the 

leading Schumann scholars, Daverio, argued against this idea stating that too many leaps of faith 

are required for its legitimacy.16 All conjectures aside, Schumann does portrays Clara in Carnaval 

as the movement titled Chiarina. This movement is full of “ninth chords and the familiar 

thirteenth” that Schumann once mentioned in a letter to Clara. In this letter, written in July 1834, 

Schumann is explicit about the direct link between Clara and the ninth/thirteenth chords and 

provides a sketched-out example as seen below.17  

 

Figure 2-2 “Clara” chord as seen in letter to Clara, 7/10/183418 

 

The appogiaturic nature of the dissonant ninth chords in the movement Chiarina require 

downward stepwise resolutions which Schumann provides only briefly before the next figure 

appears in a series of interruptions. As a result, the music of Chiarina produces a sense of longing 

 

15 Averill Summer, “A Discussion and Analysis of Selected Unifying Elements in Robert 
Schumann's Carnaval, Opus 9” (PhD diss., Indiana University, 1979), 52. 

16 John Daverio, “Piano Works I: A World of Images,” in The Cambridge Companion to 
Schumann, ed. Beate Perrey (Cambridge: Cambridge University Press: 2007), 80. 

17 Clara Schumann and Robert Schumann, The Complete Correspondence of Clara and Robert 
Schumann, ed. Eva Weissweiler, trans. Hildegard Fritsche and Ronald L. Crawford (New York: Peter 
Lang, 1994), 1:12. 

18 Ibid. 
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(“sehnsucht”) which is one of the most prominent and thoroughly discussed topics of 

Romanticism.  

 

Example 2-2 Schumann Carnaval, Chiarina, mm. 1–519 

 

 When examining the music of Estrella and Chiarina, it becomes clear that Schumann’s 

portrayal of Clara is far more personal compared to the music of Ernestine. In addition to the 

appogiaturic dissonances of the 9th chords, Chiarina is written in the key of C minor. Schumann 

designated the tonal area of C to demonstrate his affectionate portrayal of Clara as C major was 

Clara’s favorite key.20 Schumann frequently uses the key of C major throughout his oeuvre such 

as in Davidsbündlertänze, the Fantasie in C major, and many more. Schumann’s use of C minor 

is less common, but a striking appearance of this key is in the seventh movement of Kreisleriana; 

a piece that was written during the period when Schumann passionately longed for Clara as they 

were separated due to Friedrich Wieck’s intense opposition towards the lovers’ union.21 By 

writing in the keys of C major and minor, Schumann was essentially sending musical love letters 

to Clara.22 Though Chiarina is only a brief fragment, it is because of Schumann’s unique and 

personal way of portraying Clara in Carnaval that Clara’s presence in this piece is significant. 

 

19 Robert Schumann, Robert Schumann’s Werke, Series 7 No. 47, Carnaval: Scènes Mignonnes 
sur Quatre Notes, ed. Clara Schumann (Leipzig: Breitkopf & Härtel, 1837): 13. 

20 Judith Chernaik, “Schumann's Doppelgängers: Florestan and Eusebius revisited,” The Musical 
Times 152, no. 1917 (2011): 50.  

21 Judith Chernaik, “Schumann and Chopin: from “Carnaval” to “Kreisleriana”,” The Musical 
Times 157, no. 1934 (2016): 72. 

22 Ibid., 54. 
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The music of Chiarina is the seed of Schumann’s more passionate and longing later works that 

uses Clara as the main inspirational source of emotion.   

 

The Doppelgängers: Florestan and Eusebius  

The exceptionally vivid and starkly contrasting quality of Robert Schumann’s music runs 

parallel with the opposing personalities of his imaginary doppelgängers: Florestan and Eusebius.  

The original inspiration for Schumann’s doppelgängers is the twin brothers, Vult and Walt 

Harnisch, in Jean Paul’s Flegeljahre.23 Vult’s traits are in alliance with Florestan’s extrovertive, 

passionate, and intellectual qualities while Walt’s traits correspond to Eusebius’s introvertive, 

dreamy, and poetic traits. In 1831, Florestan and Eusebius publicly emerged as figures with 

critical authority partaking in philosophical discussions shining a multi-perspective light on 

music.24 The mystical characters were confirmed as imaginary personalities in Schumann’s 

introduction to the Neue Zeitschrift für Musik in 1854, several years after his resignation as 

editor.25 As a tool to battle against his critics, Schumann wrote a collection of literary aphorisms 

which are largely written in the perspectives of Florestan and Eusebius.26 These aphorisms are 

written from the perspectives of Florestan and Eusebius, yet indicate the strong opinions and 

artistic philosophies of Schumann himself.27  

The presence of Florestan and Eusebius extend beyond Schumann’s literary work and 

likely span his entire compositional output as Schumann noted their existence as early as 1829 in 

his diaries.28 The presence of their opposing personalities is evident throughout the contrasting 

 

23 Ibid., 45. 
24 John Daverio, Robert Schumann: Herald of a “New Poetic Age” (New York: Oxford University 

Press, 1997), 113. 
25 Robert Schumann, Music and Musicians: Essays and Criticisms by Robert Schumann, ed. and 

trans. Fanny Raymond Ritter (London: William Reeves, 1891), 2. 
26 Robert Schumann, Robert Schumann: On music and musicians, ed. Konrad Wolff, trans. Paul 

Rosenfeld (London: Dennis Dobson LTD., 1947), 38. 
27 Ibid.  
28 Judith Chernaik, “Schumann's Doppelgängers: Florestan and Eusebius revisited,” The Musical 

Times 152, no. 1917 (2011): 45. 
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moods of Carnaval; however, they are only featured in the brief fragments, Eusebius and 

Florestan. Examining Davidsbündlertänze, a neighboring piano cycle and wedding gift to Clara, 

provides a deeper understanding of these character’s traits as Schumann’s inscriptions in the 

Davidsbündlertänze manuscript suggests the entire piece was written by the duo.  

In general, Eusebius prefers slow tempos, softer dynamics, and the pitches/keys “E” and 

“Eb” while Florestan prefers fast tempos, larger dynamics, and the pitches/keys “F” and “F#”.29 

The movement, Eusebius, in Carnaval is in the key of Eb major and marked “adagio” and “sotto 

voce”. The septuplet rhythms within the time signature 2/4 is strikingly uninhibited allowing each 

performer to wander in their own subjective feelings.   

 

Example 2-3 Schumann Carnaval, Eusebius, mm. 1–430 

 

The movement Florestan in Carnaval repetitively slams the pitches “F#” and “F” on the 

weak second beats each time it occurs. Florestan’s impulsive personality is portrayed through the 

copious amount of articulation markings within the movement which include accents, sforzandos, 

and staccatos.  

 

29 Ibid., 53. 
30 Robert Schumann, Robert Schumann’s Werke, Series 7 No. 47, Carnaval: Scènes Mignonnes 

sur Quatre Notes, ed. Clara Schumann (Leipzig: Breitkopf & Härtel, 1837): 7. 
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Example 2-4 Schumann Carnaval, Florestan, mm. 1–631 

 

Florestan serves as a representative example where Schumman makes an allusion to 

another composition through direct quotation. In this particular case, the quotation included in 

Florestan is one of Schumann’s own compositions, Papillons (1831). In m. 9 and m. 19 of 

Florestan, Schumann recalls the opening theme of his earlier piano cycle, Papillons, which 

inevitably connects this movement of Carnaval to Jean Paul’s Flegeljahre. By placing a 

quotation of Papillons in Florestan, Schumann links his doppelgängers to Jean Paul’s Harnisch 

brothers.  

 

Example 2-5 Quotation of Schumann Papillions, op. 2 in Schumann Carnaval, Florestan, 
mm. 19–2232 

 

With the inclusion of Florestan and Eusebius in Carnaval, Schumann placed the 

doppelgängers that represented himself into the Davidsbündler.  

 

 

31 Ibid., 8. 
32 Ibid.  
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The Virtuosos: Chopin and Paganini 

In accordance with the Davidsbündler ideal of prioritizing compositional intention over 

superficial virtuosity, Robert Schumann was actively involved in what is now referred to as the 

“virtuosity discourse” of the nineteenth century. As Stefaniak describes, the virtuosity discourse 

stemmed from an anxiety that aimed to protect “serious” music and its status among the arts.33 As 

music gained cultural and intellectual significance during the nineteenth century, Romantic 

composers and critics feared that the trend of frivolous virtuosity threatened the integrity and 

merit of music. The protectors of serious music were diligent about articulating the distinctions 

between “transcendent” and “superficial” virtuosity.34 Schumann and his Davidsbündler were 

some of the representatives that defended the integrity of serious music.  

In Carnaval, the two internationally renowned composers that Schumann drafts into the 

Davidsbündler are Frédéric Chopin and Niccolò Paganini. Schumann was immediately enamored 

by Chopin upon his first encounter with the Polish composer’s work. Schumann’s diaries reveal 

that in 1831, he was intensely practicing Chopin’s op. 2 Variations on “Là ci darem la mano”. 

The op. 2 Variations by Chopin is also the piece that Schumann reviewed and famously 

exclaimed, “hats off gentlemen – A genius!” in an essay published in the Allgemeine 

Musikalische Zeitung.35 Although Chopin’s opinions about Schumann’s music were often 

unfavorable, Schumann continued to praise the majority of Chopin’s works and embraced Chopin 

as a member of the Davidsbündler in Carnaval. The movement Chopin in Carnaval features a 

lyrical melody accompanied by wavy arpeggiations evoking the style of Chopin’s nocturnes. 

 

33 Alexander Stefaniak, Schumann's Virtuosity: Criticism, Composition, and Performance in 
Nineteenth-Century Germany (Bloomington: Indiana University Press, 2016), 2. 

34 Ibid. 
35 Judith Chernaik, “Schumann and Chopin: from “Carnaval” to “Kreisleriana”,” The Musical 

Times 157, no. 1934 (2016): 67. 
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Subtle similarities between Chopin’s Nocturne in Bb minor, op. 9 no. 1 and Chopin in Carnaval 

have been noted in previous analyses.36  

In 1830, Schumann witnessed the groundbreaking virtuosity of Niccolò Paganini, a figure 

who revolutionized the whole musical sphere with his “demonic” feats of unprecedented violin 

technique.37 Although Schumann had his doubts that Paganini’s virtuosity may not have been 

entirely “transcendent” or in adherence to the ideals of the Davidsbündler, Paganini’s virtuosity 

nevertheless made a remarkable impact on Schumann during his early adult life.38 In an aphorism 

written from the perspective of Florestan, Schumann remarked that “Paganini is the turning point 

of virtuosity.”39 As so many composers had done during and after the Italian virtuoso’s concert 

reign, Schumann wrote a few sets of etudes for piano (op. 3 and op. 10) that were transcriptions 

of Paganini’s Violin Caprices. Despite Schumann’s mild skepticism against the Italian virtuoso, 

he included Paganini in Carnaval thus welcoming the Italian virtuoso as part of the 

Davidsbündler. The movement Paganini in Carnaval features a type of rhythmic technique that 

has been labeled as “metric displacement dissonance” by theorist Harald Krebs.40 In Paganini, the 

right-hand figure is metrically displaced against the left-hand figure by one sixteenth note and as 

a result the metric pattern of the two hands proceeds in constant dissonance. Featuring a similar 

pattern of metric displacement dissonance as Paganini in Carnaval is Paganini’s Caprice for solo 

violin, op. 1 no. 12.41 The resemblance between the rhythmic effects of Paganini in Carnaval and 

 

36 Ibid., 70. 
37 Alexander Stefaniak, Schumann's Virtuosity: Criticism, Composition, and Performance in 

Nineteenth-Century Germany (Bloomington: Indiana University Press, 2016), 4. 
38 John Daverio, “Piano Works I: A World of Images,” in The Cambridge Companion to 

Schumann, ed. Beate Perrey (Cambridge: Cambridge University Press: 2007), 75. 
39 Robert Schumann, Robert Schumann: On Music and Musicians, ed. Konrad Wolff, trans. Paul 

Rosenfeld (London: Dennis Dobson LTD., 1947), 45. 
40 John Daverio, “Piano Works I: A World of Images,” in The Cambridge Companion to 

Schumann, ed. Beate Perrey (Cambridge: Cambridge University Press: 2007), 76. 
41 Alexander Stefaniak, Schumann's Virtuosity: Criticism, Composition, and Performance in 

Nineteenth-Century Germany (Bloomington: Indiana University Press, 2016), 163. 
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Paganini’s Caprice no. 12 is striking and highly plausible that Schumann modeled his portrayal 

of Paganini based on the twelfth Caprice.  

 

Example 2-6 Schumann Carnaval, Paganini, mm. 1–442 

 

 

Example 2-7 Paganini Caprice no. 12, mm. 14–1643 

 

Commedia dell’arte 

Except for the fact that people often dressed up as commedia dell’arte characters during 

Carnaval festivities in the nineteenth century, any potential significance of Schumann’s choice to 

include four specific commedia dell’arte masks in his Carnaval are not clarified in his writings. 

However, since Schumann was somewhat of a prankster and puzzler, especially regarding 

Carnaval, the characters Pierrot, Arlequin, Pantalon and Columbine are possible metaphors that 

portray figures in Schumann’s life. In the commedia dell’arte theater tradition, these four masks 

were all stock characters that performed their assigned personalities in similar circumstances each 

time they appeared. Pierrot was often the sad and timid character that fought against the lively 

 

42 Robert Schumann, Robert Schumann’s Werke, Series 7 No. 47, Carnaval: Scènes Mignonnes 
sur Quatre Notes, ed. Clara Schumann (Leipzig: Breitkopf & Härtel, 1837): 20. 

43 Niccolò Paganini, Caprices for Solo Violin, ed. Carl Flesch (Leipzig: C. F. Peters, 1900): 23. 
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and comedic Arlequin for Columbine’s affection. Pantalon often portrayed the rich and greedy 

role of Columbine’s father who tried to keep his daughter and potential lovers apart. In Carnaval, 

the movement Pantalon et Columbine features fast staccato sixteenth notes in both hands that 

represents the overbearing Pantalon chasing after Columbine on stage.  

 In her dissertation, Summer considers it a possibility that Pierrot and Arlequin could be 

the hidden masks of Schumann’s doppelgängers, Eusebius and Florestan, respectively, and 

Pantalon and Columbine may be the masks of Schumann’s mentor Friedrich Wieck and his 

daughter Clara Wieck, respectively.44 The historical detail that Summer uses to support her 

hypothesis is that Schumann and Friedrich Wieck were engaged in a turbulent battle that began at 

the end of 1835 when Friedrich Wieck realized that Schumann was romantically pursuing his 

then fifteen-year-old daughter, Clara. Upon catching an evening meeting between Schumann and 

Clara, Friedrich Wieck began his mission to separate the lovers.45 Schumann’s history with Clara 

and Friedrich Wieck runs parallel to the frequently portrayed dynamic between Arlequin, 

Columbine, and Pantalon in commedia dell’arte. However, Summer’s hypothesis about Pantalon 

and Columbine cannot be justified since Carnaval was already completed by the time Friedrich 

Wieck caught the lovers’ evening meetings. Though unjustified, understanding the personalities 

of the commedia dell’arte stock characters and how their narrative relates to Schumann’s history 

with Clara and Friedrich Wieck after 1835 can serve as a useful tool for the imagination that may 

influence performative choices that one makes regarding the movements Pierrot, Arlequin and, 

Pantalon et Columbine. The task of evoking the specific traits and storylines of these four stock 

characters will guide the performer’s choice of various musical elements such as articulation, 

tempi, rhythm, and balance. For example, in Pantalon et Columbine, a specific performative 

 

44 Averill Summer, “A Discussion and Analysis of Selected Unifying Elements in Robert 
Schumann's Carnaval, Opus 9” (PhD diss., Indiana University, 1979), 39. 

45 John Daverio, Robert Schumann: Herald of a “New Poetic Age” (New York: Oxford University 
Press, 1997), 144. 
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choice that effectively evokes Pantalon’s frantic chase after Columbine is to equalize the sound 

balance of the sixteenth notes between the two hands as the coordination of the two hands 

represents Pantalon and Columbine colliding back and forth in contrary and parallel directions.  

 

 

Example 2-8 Schumann Carnaval, Pantalon et Columbine, mm. 1–446 

 

46 Robert Schumann, Robert Schumann’s Werke, Series 7 No. 47, Carnaval: Scènes Mignonnes 
sur Quatre Notes, ed. Clara Schumann (Leipzig: Breitkopf & Härtel, 1837): 18. 
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Chapter 3: Carnaval as a Piano Cycle 

“How endlessly great is the kingdom of form! How much it leads us to expect and to accomplish 

for centuries to come!” 

Robert Schumann, “Etudes for the Pianoforte” in Neue Zeitschrift für Musik (1839)1 

 

“The Romantic element does not depend upon figures and forms; it will always appear if the 

composer is anything of a poet.” 

Robert Schumann, letter to Clara Wieck (1834)2 

 

 Consisting of twenty-one short movements for piano, Carnaval is labeled as a piano 

cycle. A piano cycle is distinguished from a collection of piano pieces in that a cycle must be 

tonally, thematically, or motivically unified.3 Kaminsky uses the term “cross-reference” to 

describe the recurrence of thematic material across movements.4 In Carnaval, musical material in 

the first movement (Préambule) returns in the final two movements (Pause and Marche des 

Davidsbündler contre les Philistins) and two of the middle movements (Coquette and Replique) 

are thematically linked. Kaminsky also emphasizes tonal coherence as a necessary cyclic 

characteristic. Carnaval begins and ends in the key of Ab major emphasizing tonal unity and 

Kaminsky presents an analysis of the tonal scheme of Carnaval using the Schenkerian method.5 

Kaminsky’s organization of the key ordering clarifies a tonal narrative that does not stray far 

from the home key of Ab major. Kaminsky points out that all the appearing minor keys are 

relative to the three central major keys: Ab, Eb and Bb. Kaminsky’s tonal chart is as follows.  

 

1 Robert Schumann, Schumann: A Self-Portrait in His Own Words, Comp. David Whitwell 
(Northridge, California: Winds, 1986), 10. 

2 Ibid., 11. 
3 Peter Kaminsky, “Aspects of Harmony, Rhythm and Form in Schumann's Papillons, Carnaval 

and Davidsbündlertänze” (PhD diss., University of Rochester, 1989), 129-130. 
4 Ibid., 129. 
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Table 3-1 Kaminsky’s Tonal Organization of Carnaval6 

 

Motivic Unity 

In 1840, Robert Schumann referred to his Carnaval as a “game”.7 The movements of 

Carnaval are motivically unified through a musical cryptogram that is laid out in the movement 

titled, Sphinxes; The locations of the Sphinxes are meant to be scavenged throughout the 

movements of Carnaval as if deciphering a musical game. This method of hidden unity is 

Schumann’s musical portrayal of the German Romantic literary concept, Witz.8 In simplest terms, 

 

5 Peter Kaminsky, “Principles of Formal Structure in Schumann's Early Piano Cycles,” Music 
Theory Spectrum 11, no. 2 (1989): 212. 

6 Ibid., 211. 
7 John Daverio, Robert Schumann: Herald of a “New Poetic Age” (New York: Oxford University 

Press, 1997), 140. 
8 Alexander Stefaniak, Schumann's Virtuosity: Criticism, Composition, and Performance in 

Nineteenth-Century Germany (Bloomington: Indiana University Press, 2016), 98. 
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Witz is the technique of identifying subtle similarities in explicitly contrasting material.9 In 

Carnaval, the camouflaged cryptogram unifies the fragmentary movements of contrasting moods 

and characters that are seemingly unrelated.  

Sphinxes includes three permutations of the musical motif ASCH. To clarify the possible 

confusions about the pitch ordering of the three fragments in Sphinxes, in the German musical 

alphabet system, “S” means “flat” and since the pronunciation of “S” can also be “Es”, Schumann 

uses the pitch “E-flat” to represent “S”. Another clarification that must be made is that the 

German system uses “H” to denote the pitch “B” since in their system, the letter “B” denotes the 

pitch “Bb”. Lastly, the appearance of the pitch “A-flat” in Sphinx no. 2 is possible because the 

letters “A” and “S” are combined to produce “A-flat”.10 The three Sphinxes are laid out in the 

table below.  

 

Figure 3-1 Schumann Carnaval, Sphinxes11 

 

The analysis of sphinxes occurrences varies depending on the interpreter. It is an opinion 

across the board that Replique does not incorporate any of the sphynxes in its content. However, 

while some do not observe the appearance of sphinxes in Chopin, others identify a subtle 

appearance in mm. 12-13.12 This interpretation is justified if the notes in between “A” and “Eb” 

are disregarded and the order of pitches in sphinx no. 3 is rearranged as A-Eb-B-C. The slight 

 

9 John Daverio, Nineteenth-Century Music and the German Romantic Ideology (Ontario, Canada: 
MacMillan Publishing Company, 1993), 71. 

10 John Daverio, Robert Schumann: Herald of a “New Poetic Age” (New York: Oxford University 
Press, 1997), 140. 

11 Robert Schumann, Robert Schumann’s Werke, Series 7 No. 47, Carnaval: Scènes Mignonnes 
sur Quatre Notes, ed. Clara Schumann (Leipzig: Breitkopf & Härtel, 1837): 11. 

12 Averill Summer, “A Discussion and Analysis of Selected Unifying Elements in Robert 
Schumann's Carnaval, Opus 9” (PhD diss., Indiana University, 1979), 46. 
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reordering of the pitches in sphynx no. 3 is reasonable since other movements such as Valse noble 

and Eusebius also use the reordered sphynx no. 3.  

 

Example 3-1 Schumann Carnaval, Chopin, mm. 12–1413 

 

 The first Sphinx does not actually occur anywhere throughout Carnaval. As mentioned 

in the previous chapter, Schumann himself remarks to Moscheles that ASCH is also some of the 

letters that build his own name14; The pitches in the first Sphinx, SCHA, are in the order of 

Schumann’s name. It seems possible that even though the first Sphinx does not appear anywhere 

in Carnaval, Schumann included this permutation of the Asch motif because he was following    

J. S. Bach’s model of inserting one’s own name in compositions (e.g., Art of Fugue BWV 1080). 

The significance of this historicism will be examined in the following chapter. 

 

General Structure 

Only three movements of the piece feature truly conclusive cadences: Préambule, 

Promenade and Marche des Davidsbündler contre les Philistins. All three of these perfect 

authentic cadences end with fermatas on each of their final chords. These fermatas break 

Carnaval’s structure into three sections similar to how books are often organized: introduction, 

main content in various chapters and conclusion. Since Carnaval was originally intended to be a 

 

13 Robert Schumann, Robert Schumann’s Werke, Series 7 No. 47, Carnaval: Scènes Mignonnes 
sur Quatre Notes, ed. Clara Schumann (Leipzig: Breitkopf & Härtel, 1837): 15. 

14 John Daverio, Robert Schumann: Herald of a “New Poetic Age” (New York: Oxford University 
Press, 1997), 140. 
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novel,15 drawing a connection between the structure of this piece and the structure of a book is 

plausible. The fermatas produce decisive breaks distinguishing them from all other movement 

endings in Carnaval. This structure loosely organizes Carnaval into a ternary form (ABA) if the 

large-scale structure were to be determined by these cadential fermatas.  

In 1837, a review was released by an anonymous critic describing Carnaval as a “pot 

pourri that could in no way be considered an artwork”.16 As previously mentioned, Robert 

Schumann’s early piano cycles, including Papillion, Carnaval, Davidsbündlertänze and 

Kreisleriana, marked the advent of a new structural form that critics and audiences often 

dismissed as chaotic and incomprehensible due to its fragmentary structure. The piano cycle ran 

counter to music critics expectation of known structures like sonatas or symphonies. Although the 

negative reception of Carnaval was mainly due to preconceived expectations, it is impossible to 

fully appreciate Carnaval even today without the extramusical knowledge that illuminates the 

Romanticism and depth of the piece. As explored in the previous chapter, the autobiographical 

details surrounding Carnaval demonstrate an important ideal of Romanticism. Another necessary 

analytical perspective that displays the Romanticism of Carnaval is how Schumann’s creation of 

the piano cycle structure relates to literary structures in Romantic literature.   

 

Musical Precedents  

Before comparatively examining the structure of Schumann’s Carnaval to its Romantic 

counterpart in literature, first, the musical precedents to the piano cycle are important to 

acknowledge. Perhaps the most important musical model that seems to be the foundation of 

Schumann’s piano cycle is Beethoven’s song cycle, An die Ferne Geliebte (1816). The thematic 

recurrence in Beethoven’s song cycle is strikingly similar to Carnaval as this cycle brings 

 

15 Judith Chernaik, Schumann: The Faces and the Masks (New York: Alfred A. Knoff, 2018), 34. 
16 John Daverio, Robert Schumann: Herald of a “New Poetic Age” (New York: Oxford University 

Press, 1997), 140. 
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musical material of the first song back in the sixth and final song of the cycle. An die Ferne 

Geliebte was first published with the word, Liederkreis (or song cycle) in its title, though it is 

unknown whether the term was attached by Beethoven or his publisher.17  

 

Example 3-2 Beethoven An Die Ferne Geliebte no. 1, mm. 1–418 

  

 

Example 3-3 Beethoven An Die Ferne Geliebte no. 6, mm. 38–4219 

 

In the realm of solo piano literature, Beethoven’s Sonata in A major, op. 101 (also written 

in 1816) serves as an important example where an entire four-movement sonata is bound together 

as a single entity through thematic recurrence.20 In this sonata, Beethoven briefly reiterates the 

 

17 Barbara Pearl Turchin, “Robert Schumann’s Song Cycles in the Context of the Early 
Nineteenth-Century Liederkreis” (PhD. Diss., Columbia University, 1981), 52. 

18 Ludwig Van Beethoven, Ludwig Van Beethoven’s Werke, Series 23 No. 224, An Die Ferne 
Geliebte Ein Liederkreis von A. Jeitteles (Leipzig: Breitkopf & Härtel, 1863): 1. 

19 Ibid., 14. 
20 Chllung-Wel Chou, “Aspects of Historical Background, Literary Influence, Form, and 

Performance Interpretation in Robert Schumann's “Carnaval”” (PhD. Diss., Ohio State University, 1998), 
31. 
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opening theme of the first movement as a transitionary interjection between the last two 

movements.  

 

Example 3-4 Beethoven Sonata op. 101, movement 3, mm. 21–2421 

 

Following Beethoven’s model of cyclic unity, Franz Schubert also emerges as an 

important composer using cyclic structures in his works. In addition to Schubert’s song cycles, 

his Fantasy in C major “Wanderer”, op. 15 (1822) and Fantasie in F minor for 4 hands, op. 

posth. 103 (1828) are cyclic piano compositions that Schumann studied extensively.22 

 

Humor  

As expressed by Whitesell, Romantic “blending” helps clarify Carnaval’s structure. 

Romantic blending in the nineteenth century is the merging of the various arts: A practice that 

directly opposed the ideals of the Enlightenment.23 Regarding Schumann, blending removed the 

boundaries between his musical compositions and German literature. Among the elements of 

nineteenth century German literature, Schumann was deeply influenced by Humor.24 The German 

literary concept of Humor should be distinguished from the commonly used English word, 

 

21 Ludwig Van Beethoven, Ludwig Van Beethoven’s Werke, Series 16 No. 151, Sonate für das 
Pianoforte, op. 101 (Leipzig: Breitkopf & Härtel, [1862-1890?]): 8. 

22 Nicholas Marston, “Schumann’s Heroes: Schubert, Beethoven, Bach,” in The Cambridge 
Companion to Schumann, ed. Beate Perrey (Cambridge: Cambridge University Press: 2007), 50. 

23 L. A. Whitesell, “ETA Hoffmann and Robert Schumann: The Blending of Music and Literature 
in German Romanticism” Journal of the American Liszt Society 13 (June 1983): 73. 

24 John Daverio, Nineteenth-Century Music and the German Romantic Ideology (Ontario, Canada: 
MacMillan Publishing Company, 1993), 64. 
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humor. Explained by Jean Paul in his Vorschule der Ästhetik (1804) as an aesthetic category of 

the comic mode, Humor implies an irresolvable duality that allows opposing perspectives to 

enhance one another through side-by-side placement within a narrative flow.25 In other words, 

Humor is the technique of abruptly juxtaposing wildly contrasting elements. For example, one 

may imagine a clownish character in a play who laughs hysterically one moment, cries the next, 

then furiously screams, cries again, and finally returns to hysterical laughter, all within a short 

amount of time. This hypothetical theater character produces a comedic effect as result of the 

character’s sudden mood shifts and absurdity.  

 In Carnaval, the juxtaposition of quickly shifting moods and characters is a perfect 

musical representation of the literary concept, Humor. A specific instance is the adjacent 

placement of the drastically contrasting personalities of Eusebius and Florestan. Another example 

is the abrupt shifts from the raging virtuosity of Paganini to the carefree waltz scene in Valse 

Allemande followed by the quiet and heartfelt confession in Aveu. When considering the 

significant influence that Humor had on Schumann’s musical style, performers of Carnaval are 

compelled to exaggerate the contrasts between movements and treat movement transitions in a 

way that emphasizes continuity rather than autonomy. The following section will explore some 

specific examples in Carnaval where Schumann’s musical syntax indicates the performer to 

quickly shift from one fragment to another. 

 

Influences of Literary Structure 

Jean Paul and E.T.A. Hoffmann were both significant influences on Schumann’s 

innovations in musical structure. Hoffmann’s influence is most notably exhibited in Kreisleriana, 

a piano cycle that appears to be topically and structurally parallel to Hoffmann’s own 

 

25 John Daverio, “Reading Schumann by way of Jean Paul and his Contemporaries,” College 
Music Symposium 30, no. 2 (1990): 38. 
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Kreisleriana, and The Life and Opinions of the Tomcat Murr. More recently, MacAuslan has 

compared Schumann’s Carnaval to Hoffmann’s Prinzessin Brambilla26; however, there is no 

evidence that the two works are linked. Although Hoffmann’s influence on Schumann’s general 

output is crucial, Carnaval’s primary literary influence appears to lean towards Jean Paul. 

Specifically, Jean Paul’s style of prose heavily influenced Schumann’s musical syntax.27 In an 

1827 edition of the Edinburg Review, Carlyle describes Jean Paul’s prose as: 

…astonishing liberality in parentheses, dashes, and subsidiary clauses; invents 
hundreds of new words, alters old ones, or by hyphens chains and pairs and packs 
them together into the most jarring combination; in short, produces sentences of 
the most heterogeneous, lumbering, interminable kind... interlaced with 
epigrammatic breaks, vehement bursts, or sardonic turns, interjections, quips, 
puns and even oaths.28 
 
 

Carlyle’s observation of Jean Paul’s endless sentences that connect diverse material 

through various punctuation marks is recognizably parallel to the succession of contrasting 

musical statements both within movements and between movements of Schumann’s Carnaval.  

An example of a musical run-on sentence contained within a single movement that 

features abrupt transitions of character in Carnaval is Pantalon et Columbine. In m. 13 of this 

movement, the sudden key change from F minor to Db major, the tempo shift to “meno presto” 

and the appearance of new thematic material suggests a new section. An abrupt modulation back 

to F minor in m. 21 reiterates the opening thematic material and at m. 35, a four-bar codetta 

appearing in a sudden F major concludes the movement. The shifts of key, tempo and themes of 

this movement allow one to loosely define the structure as ternary (A-B-A-codetta). However, the 

forward motion of sixteenth notes that persist throughout the entire movement obliges an 

 

26 John MacAuslan, “Schumann’s Music and Hoffmann’s Fictions” (PhD diss., University of 
Manchester, 2013), 58.  

27 Ulrich Tadday, “Life and Literature, Poetry and Philosophy: Robert Schumann’s Aesthetics of 
Music,” in The Cambridge Companion to Schumann, ed. Beate Perrey (Cambridge: Cambridge University 
Press: 2007), 41. 

28 Thomas Carlyle, “Jean Paul Friedrich Richter,” in The Works of Thomas Carlyle in Thirty 
Volumes, Volume 26, Critical and Miscellaneous Essays I (London: Chapman and Hall, 1899), 9. 



 

 33 

execution of continuity between the contrasting sections that resembles, as Carlyle expresses, an 

interminable sentence. It is possible to view Schumann’s run-on musical phrase featuring abrupt 

key changes and sudden tempo shifts as the equivalent of Jean Paul’s sentences that are 

“interlaced with vehement bursts, sardonic turns and interjections”.29  

 

Example 3-5 Schumann Carnaval, Pantalon et Columbine, mm. 9–1730 

 

 

 

Example 3-6 Schumann Carnaval, Pantalon et Columbine, mm. 29–end31 

 

29 Ibid., 9. 
30 Robert Schumann, Robert Schumann’s Werke, Series 7 No. 47, Carnaval: Scènes Mignonnes 

sur Quatre Notes, ed. Clara Schumann (Leipzig: Breitkopf & Härtel, 1837): 18. 
31 Ibid., 19. 
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Carlyle points out that Jean Paul’s liberal use of “hyphen-chains pairs and packs together 

the most jarring combinations”.32 The final cadences of most movements in Carnaval appear 

weak or incomplete and as a result creates an anticipation of continuity. The anticipation of 

continuity that Schumann creates through weak cadences is comparable to Jean Paul’s 

combination of ideas through hyphen chains. A common method that Schumann uses to evade a 

strong cadence is the placement of the final resolution on a weak beat. Chiarina and Aveu serve 

as a few representative examples where their resolutions appear on a metrically weak location. 

These two movements abruptly end with weak cadences creating a sense of anticipation in the 

listener.  

 

Example 3-7 Schumann Carnaval, transition from Chiarina to Chopin33 

 

32 Thomas Carlyle, “Jean Paul Friedrich Richter,” in The Works of Thomas Carlyle in Thirty 
Volumes, Volume 26, Critical and Miscellaneous Essays I (London: Chapman and Hall, 1899), 9. 

33 Robert Schumann, Robert Schumann’s Werke, Series 7 No. 47, Carnaval: Scènes Mignonnes 
sur Quatre Notes, ed. Clara Schumann (Leipzig: Breitkopf & Härtel, 1837): 14. 
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Example 3-8 Schumann Carnaval, transition from Aveu to Promenade34 

 

Another type of cadence that Schumann uses to create a sense of continuity is the 

unending flow of a motoric rhythm. Representative examples of motorically driven cadences in 

Carnaval are Chopin and Reconnaissance. The left hand arpeggiation of Chopin does not cease 

and persists until the middle of the last bar which creates the possibility of an attacca into the next 

movement.  

 

Example 3-9 Schumann Carnaval, Chopin, mm. 11–end35 

 

34 Ibid., 21-22. 
35 Ibid., 15. 
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Similarly, the motorically driven repeated sixteenth notes of the middle voice in 

Reconnaissance persist without being able to assert a decisive conclusion to the movement as if a 

mutter cannot find its breaking point. As in Chopin, Reconnaissance also presents an opportunity 

to seamlessly attacca into the following movement.  

 

Example 3-10 Schumann Carnaval, Reconnaissance, mm. 55–end36 

 

There are two movements in Carnaval that are meek in establishing their tonic identity: 

Eusebius and A.S.C.H. – S.C.H.A. (Lettres dansantes). The melodic structure and accompanying 

sonorities of Eusebius appears to be in Eb major but the key is rarely asserted in the bass. The 

exceptional occurrence of an authentic cadence in Eusebius is in m. 24. The recurring cadential 

figure in m. 8, 16 and 32 outlines a second inversion tonic chord producing a suspended dominant 

quality at the end of each thematic phrase. Similar to the metrically weak or motorically persistent 

cadences mentioned above, the unsettled conclusion of Eusebius compels a continuation into the 

next movement with minimal break.  

 

Example 3-11 Schumann Carnaval, Eusebius, mm. 27–end37 

 

36 Ibid., 17. 
37 Ibid., 7. 
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A.S.C.H. – S.C.H.A. (Lettres dansantes) is a particularly unique example in that all of 

Schumann’s methods of evading strong cadences are included in this movement. The tonic root is 

never established in the bass, the motoric persistence of the fast dance rhythm does not cease and 

the final resolution, which can hardly be considered a resolution, occurs on a weak beat. It is 

possible to view the entire movement as a dominant pedal point in Eb major and due to the tonal 

scheme of its surrounding movements, A.S.C.H. – S.C.H.A. (Lettres dansantes) appears to be an 

interjection between Papillons and Chiarina.  

 

Example 3-12 Schumann Carnaval, A.S.C.H. – S.C.H.A. (Lettres dansantes), mm. 17–2438

 

38 Ibid., 13. 



38 

Chapter 4: Carnaval as an Artifact of Historicism 

“Our basic policy was set forth at the outset. It is simple: to be remindful of older times 

and their works and to emphasize that only from such a pure source can new artistic beauties be 

fostered.” 

Robert Schumann, “New Year’s Editorial” in Neue Zeitschrift für Musik (1835)1 

 

The Romanticists, in their historicist mindset, regarded the Middle Ages as a time of 

chivalry, love and poeticism, which ran contrary to preceding views (beginning in the fourteenth 

century to the Enlightenment era) that dismissed the Middle Ages as the intellectually lacking 

“dark ages”.2 In accordance with the Romantic concept of Sensucht (longing), Romanticists 

longed to recover their supposed national roots through the cultural elements found in the 

Medieval era. To recover these cultural elements, Romanticists used folk literature and music 

from the past as inspiration.3 Until the nineteenth century, the German-speaking regions existed 

only as fragmented states; however, through campaigns for national unification, Germany became 

a recognized Nation-State in 1871. For national unification, shared language and culture served as 

critical binding factors of diverse geographical regions, which Johann Gottfried Herder 

highlighted in the Treatise on the Origin of Language (1772).4  Through the nationalistic 

endeavors of cultivating a German identity, German Romanticism and Nationalism are ultimately 

bound together as sibling movements running parallel in history.5 

 

1 Robert Schumann, Schumann on Music: A Selection from the Writings, ed. and trans. Henry 
Pleasants (Mineola, NY: Dover Publications, Inc., 1988), 28. 

2 Hans Kohn, “Romanticism and the rise of German nationalism,” The Review of Politics 12, no. 4 
(1950): 451. 

3 Ibid. 
4 Johnan Gottfried Von Herder, Philosophical Writings, ed. and trans. Michael N. Forster ([New 

York?]: Cambridge University Press, 2002), 160. 
5 Joep Leerssen, “Notes Toward a Definition of Romantic Nationalism,” Romantik: Journal for 

the study of Romanticisms 2, no. 1 (2013): 11. 
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Although the idea of national identity was already circulating in the German states by the 

1830’s, early Romantic German composers were often wary about grounding their compositions 

in elements of folk music. Throughout Schumann’s piano compositional output, there are very 

few cases of German folk music influences. One of the rare instances that display folk influence 

is the appearance of Grossvatertanz (Grandfather’s Dance) in the final movement of Carnaval, 

labeled as “Theme du XVIIeme siècle” (seventeenth century theme), which is also the same 

melody that appears in the final movement of Papillon. In Carnaval, Schumann’s “seventeenth 

century theme” label of the Grossvatertanz serves as a mockery of his musical enemies, the 

Philistines.6 Schumann’s lack of respect towards German folk music was most likely because the 

tunes were often rudimentary, musically trite, and lacking in artistic merit. Felix Mendelssohn, 

revered by Schumann as a fellow Romantic composer and a crucial member of the 

Davidsbündler, was one that openly expressed his distaste for German folk tunes and considered 

them insignificant in aesthetic value.7  

With Medieval folk tunes being generally unsuccessful in influencing early German 

Romantic instrumental music during the nineteenth century, the historicist attitude of German 

Romanticists prompted the revival of a more immediate past. 8 Composers such as Beethoven, 

Schubert, Mozart, Haydn and Bach became the representatives of German music, and these 

composers’ works largely formed a classical canon.9 To this day, scholars find it difficult, and 

nearly impossible, to describe the specific attributes that distinguish German music as German. 

Even the Germans themselves of the nineteenth century could not pinpoint their exact musical 

 

6 John Daverio, Robert Schumann: Herald of a “New Poetic Age” (New York: Oxford University 
Press, 1997), 141. 

7 Celia Applegate and Pamela Potter, “Germans as the ‘People of Music’: Genealogy of an 
Identity,” in Music and German National Identity, eds. Celia Applegate and Pamela Potter (Chicago: 
University of Chicago Press, 2002), 11. 

8 Celia Applegate, “What is German Music? Reflections on the Role of Art in the Creation of the 
Nation,” German Studies Review 15 (1992): 22. 

9 Ibid., 28. 
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traits; instead, they used the history of their musical past to declare their innate musical ability as 

the identifying trait of the German people.10 Thus, twentieth century discussions have led to the 

scrutiny of German intentions, and claims have been made that the German-built classical canon 

of the nineteenth century primarily served to elevate the Germans as the superior people of music, 

particularly against the French and the Italians.11  

A distinction must be made between the nationalistic agenda of political writers that 

retrospectively identified composers as German and the composers’ often apolitical or at most 

subconscious political intentions behind their work. Although Schumann’s writings often show 

his German pride, Schumann did not operate with a nationalistic agenda. Schumann was an 

objective critic as he often harshly criticized the musical tastes of his fellow Germans 

(particularly Viennese society12) while glorifying the music of non-German composers (for 

example, Louis-Hector Berlioz13). The acknowledgment of Schumann’s integrity as a critic is to 

understand that Schumann’s universal mindset allowed him to search for artistic greatness from 

all sources which he then aimed to spread throughout German culture. However, Schumann’s 

leading artistic influences were largely German including the music of Bach, Schubert, and 

Beethoven. The fact that Schumann was immersed in German schooling throughout his early life 

is also important to consider. The German search for national identity likely governed trends that 

were introduced to malleable young German minds such as Schumann.14 One can then speculate 

that Schumann’s reverence and tribute to his German heritage are held by larger roots that surpass 

Schumann’s intentions and represent the German educational structure and its influence. Through 

 

10 Ibid., 22. 
11 Bernd Sponheuer, “Reconstructing Ideal Types of the “German” in Music,” in Music and 

German National Identity, eds. Celia Applegate and Pamela Potter (Chicago: University of Chicago Press, 
2002), 45. 

12 Robert Schumann, Schumann: A Self-Portrait in His Own Words, Comp. David Whitwell 
(Northridge, California: Winds, 1986), 56. 

13 Ibid., 61. 
14 Celia Applegate, The Necessity of Music: Variations on a German Theme (Toronto, Canada: 

University of Toronto Press, 2017), 37. 
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this lens, it is within reach to interpret Schumann’s music as a mediating tool to promote the 

German canon, which inevitably contains the subtle nuance of German superiority. At first 

glance, Carnaval does not appear to be a German monument. The piece overtly expresses 

universality with the inclusion of the Polish Chopin or the Italian Paganini as part of Schumann’s 

Davidsbündler. But with further analysis, the towering influence of past German composers such 

as Bach, Schubert, and Beethoven in Carnaval emerges as a significant aspect of the piece.   

 

Johann Sebastian Bach 

The concept of unifying the fragmentary structure of Carnaval using a musical 

cryptogram (ASCH) is one that had already been used by Bach and his predecessors. Although 

Soggetto Cavato, the compositional technique of using a musical cryptogram, appeared as early 

as the sixteenth century in Missa Hercules dux Ferrariae by Josquin des Prez,15 it is more 

probable that Bach’s German transformation of the technique served as Schumann’s inspiration. 

As mentioned in the previous chapter, Bach’s model of spelling out the German pitch equivalents 

of his name (Bb-A-C-B) as fugal subjects are found in the Art of Fugue, BWV 1080. In an 1833 

diary entry, Schumann wrote, “but from one source only, something new is ever to be obtained; 

from Johann Sebastian Bach!”.16 Similar remarks glorifying Bach as the single most origin of 

musical greatness is scattered throughout Schumann’s writings. Schumann’s respect for Bach 

grew quickly to worship and is revealed through a letter written in 1840. He stated, “I myself 

make a daily confession of my sins to that mighty one and endeavor to purify and strengthen 

myself through him…In fact, to my mind Bach is unapproachable – he is unfathomable.”17 

 

15 John Daverio, “Piano Works I: A World of Images,” in The Cambridge Companion to 
Schumann, ed. Beate Perrey (Cambridge: Cambridge University Press: 2007), 72. 

16 Robert Schumann, Schumann: A Self-Portrait in His Own Words, Comp. David Whitwell 
(Northridge, California: Winds, 1986), 56. 

17 Robert Schumann, Robert Schumann: On music and musicians, ed. Konrad Wolff, trans. Paul 
Rosenfeld (London: Dennis Dobson LTD., 1947), 93. 
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Schumann’s exaltation of Bach as a godly and paternal figure represents the nineteenth century 

German project to promote Bach as the patriarch of music.18  

In 1802, the first biography of Bach was written by Forkel. Forkel declared Bach as the 

“first classic that ever was, and ever will be” and his compositions as “an invaluable national 

patrimony, with which no other nation has anything to be compared”.19 Forkel’s sentiments were 

reinforced by composers who also believed in the Bach revival project with significant support 

coming from Mendelssohn and Schumann. Mendelssohn played a crucial role in Bach’s revival 

by programing Bach’s compositions in concerts that he organized as the orchestral and festival 

director.20 Mendelssohn’s 1829 performance of the St. Matthew Passion in Berlin was a historical 

event prompting the spread of Bach’s music throughout the German concert scene.21 

Following the dissemination of Bach’s music, Schumann and Mendelssohn served as 

authoritative members of the Bach-Gesellschaft, a German society formed in 1850 to advocate 

the publication of the complete works of Bach.22 The publication of the complete works of Bach, 

which began in 1851, served as the impetus for the publication of other complete editions of 

German composers such as Handel, Mozart, Schubert, and Beethoven.23 The emergence of 

Forkel’s biography, Mendelssohn’s performance of the St. Matthew’s Passion in 1829 and the 

formation of the Bach-Gesellschaft are all pivotal points in music history that lead to the 

generational belief that Bach is the one true musical source. Within this historical context, it is 

 

18 Bernd Sponheuer, “Reconstructing Ideal Types of the “German” in Music,” in Music and 
German National Identity, eds. Celia Applegate and Pamela Potter (Chicago: University of Chicago Press, 
2002), 51. 

19 Celia Applegate and Pamela Potter, “Germans as the ‘People of Music’: Genealogy of an 
Identity,” in Music and German National Identity, eds. Celia Applegate and Pamela Potter (Chicago: 
University of Chicago Press, 2002), 5. 

20 Ibid., 9. 
21 Ibid., 10. 
22 Nicholas Marston, “Schumann’s Heroes: Schubert, Beethoven, Bach,” in The Cambridge 

Companion to Schumann, ed. Beate Perrey (Cambridge: Cambridge University Press: 2007), 56. 
23 Celia Applegate and Pamela Potter, “Germans as the ‘People of Music’: Genealogy of an 

Identity,” in Music and German National Identity, eds. Celia Applegate and Pamela Potter (Chicago: 
University of Chicago Press, 2002), 14. 
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reasonable to assume that the source of inspiration for Schumann’s use of a cryptogram to unify 

Carnaval is Bach’s model.  

 

Franz Schubert  

 Upon hearing about Schubert’s death, Schumann sobbed throughout the whole night.24 

Although Schumann had only been aware of Schubert’s music for approximately a year at this 

point, adoration of the deceased composer compelled Schumann to write and publish critical 

articles highlighting Schubert’s works, which were largely unknown and underappreciated during 

Schubert’s lifetime.25 Schumann is often credited for Schubert’s posthumous rise in fame as he 

was one the first writers to acknowledge Schubert‘s genius. In a letter to his mentor Friedrich 

Wieck in 1829, Schumann glorifies Schubert’s music, specifically referencing Schubert’s 4-hand 

Rondo in A major, op. 107, D. 951. Schumann describes Schubert’s music as “psychologically 

curious in the course and connection of its ideas and in its apparently logical discontinuities”.26 In 

another translation of this letter, “logical discontinuities” is interpreted as “abrupt transitions”.27 

These “logical discontinuities” that Schumann perceives in Schubert’s Rondo may likely be the 

sudden tonal shifts especially since these tonal shifts are identical to a few occurrences in 

Carnaval. In Schubert’s Rondo, the A major theme abruptly moves to the distant tonal area of C 

major (flat-III) in m. 138 and to another distant tonal area of F major (flat-VI) in m. 241. In 

Carnaval, these tonally adventurous shifts are identically found in Reconnaissance (A-flat major 

to B major or rather C-flat major) and the opening of Préambule (A-flat major to F-flat major).  

 

24 Ernst Burger, Robert Schumann: Eine Lebenschronik in Bildern und Dokumenten (Mainz: 
Schott Musik International, 1999), 64. 

25 Robert Schumann, Robert Schumann: On Music and Musicians, ed. Konrad Wolff, trans. Paul 
Rosenfeld (London: Dennis Dobson LTD., 1947), 107. 

26 Ernst Burger, Robert Schumann: Eine Lebenschronik in Bildern und Dokumenten (Mainz: 
Schott Musik International, 1999), 78. 

27 Robert Schumann, Schumann: A Self-Portrait in His Own Words, Comp. David Whitwell 
(Northridge, California: Winds, 1986), 76. 
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Example 4-1 Schubert Rondo in A major for four hands, Primo part, mm. 133–14128 

 

 

Example 4-2 Schumann Carnaval, Reconnaissance, mm. 12–2129 

 

28 Franz Schubert, Franz Schubert’s Werke, Series 9 No. 13, Rondo für das Pianoforte zu vier 
Händen, ed. Anton Door (Leipzig: Breitkopf & Härtel, 1888): 8, 10. 

29 Robert Schumann, Robert Schumann’s Werke, Series 7 No. 47, Carnaval: Scènes Mignonnes 
sur Quatre Notes, ed. Clara Schumann (Leipzig: Breitkopf & Härtel, 1837): 16. 
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Example 4-3 Schubert Rondo in A major for four hands, Primo part, mm. 233–24430 

 

 

Example 4-4 Schumann Carnaval, Préambule, mm. 1–1331 

 

In the latter’s case, the harmonic structure also reflects the framework of Schubert’s 

Trauerwaltzer in A-flat major, the second piece of his op. 9 dance collection, which is known to 

have directly influenced the conception of the opening section of Carnaval. 

In 1833, Schumann began composing a variation set on Schubert’s Sehnsuchtwaltzer 

 

30 Franz Schubert, Franz Schubert’s Werke, Series 9 No. 13, Rondo für das Pianoforte zu vier 
Händen, ed. Anton Door (Leipzig: Breitkopf & Härtel, 1888): 16. 

31 Robert Schumann, Robert Schumann’s Werke, Series 7 No. 47, Carnaval: Scènes Mignonnes 
sur Quatre Notes, ed. Clara Schumann (Leipzig: Breitkopf & Härtel, 1837): 2. 
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(“Longing Waltz”), specifically the Trauerwalzer in A-flat major (no. 2 of the 36 Originaltänze 

für Klavier, op.9/D. 365). Although Schumann never finished or published his variation set on 

Schubert’s waltz, the opening twenty-four measures of this unfinished variation set was 

reassigned and is what we now know as the opening of Carnaval.32 As opposed to the original 

conception as a variation set, Carnaval is by no means a variation on Schubert’s 

Sehnsuchtwalzer. However, the history behind Carnaval and the unfinished variation set provides 

a definitive connection between Carnaval and Schubert’s Sehnsuchtwalzer. Without this 

knowledge, it would be an extremely difficult to link the two works together since the opening 

twenty-four measures of Carnaval are highly varied from the inspirational source, and the only 

obvious connections appear to be the identical key signature, and a briefly similar harmonic 

scheme at the beginning of the second binary section in both pieces (m. 7 in Carnaval and m. 9 in 

Trauerwalzer).  

 

Example 4-5 Schubert Trauerwalzer in A-flat major, op. 9 no. 233  

 

32 John Daverio, Robert Schumann: Herald of a “New Poetic Age” (New York: Oxford University 
Press, 1997), 107. 

33 Franz Schubert, Franz Schubert’s Werke, Series 12 No. 1, Tänze für Pianoforte, ed. Julius 
Epstein (Leipzig: Breitkopf & Härtel, 1884): 2. 
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Upon awareness of this historical detail, the subtle similarities between Schubert’s op. 9 

and Schumann’s op. 9 are hard to ignore. Carnaval is a series of character pieces that are often in 

the form of a binary dance. The overarching key scheme is centered on A-flat major, and the 

harmonic progression of certain sections appear to be inspired by Schubert’s music.  

Surrounding circumstances during the mid-1830’s suggest that Schumann may have 

purposely chosen Carnaval to be published as his op. 9. In 1835, Schumann had originally 

intended an earlier version of the Études Symphoniques (originally titled Fantasies) to be 

published as his op. 9, but Schumann decided not to publish the Fantasies and instead designated 

Carnaval as his op. 9.34 As a lover of games and puzzles, it is within the realm of possibility that 

Schumann purposely placed the publication of Carnaval parallel to Schubert’s op. 9 as a hidden 

monument to the deceased composer.  

  

Ludwig Van Beethoven  

The notion of a Romantic hero circulated throughout the arts during the nineteenth 

century. In music, the archetype of the Romantic hero was genius who went against the currents 

of tradition and convention to express the internal workings of their humanity. Compositions of 

the genius were original and brilliant yet often rejected by society due to the defiance against 

convention.35 There is no other composer that fits this description better than Beethoven. The 

Romantics frequently declared Beethoven as their representative Romantic hero.36 Schumann 

held exceptional reverence for Beethoven and often referred to Beethoven as a “genius” 

 

 
34 Alexander Stefaniak, Schumann's Virtuosity: Criticism, Composition, and Performance in 

Nineteenth-Century Germany (Bloomington: Indiana University Press, 2016), 111. 
35 Robert Schumann, Schumann: A Self-Portrait in His Own Words, Comp. David Whitwell 

(Northridge, California: Winds, 1986), 4. 
36 Celia Applegate, “What is German Music? Reflections on the Role of Art in the Creation of the 

Nation,” German Studies Review 15 (1992): 29. 
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throughout his diaries and critical writings.37 As the most celebrated German musical idol of 

Schumann, Beethoven’s direct influence on Schumann’s compositions such as the Fantasie in C 

major, op. 17 is frequently discussed. However, Beethoven’s impact on Carnaval is not discussed 

as frequently because the influences are subtle and hidden. In addition to the influence of 

Beethoven’s song cycle, An Die Ferne Geliebte on the creation of Schumann’s piano cycle 

structure, Carnaval also includes a few quotations of Beethoven’s works. After the Schubert-

influenced opening section in the Préambule, Schumann invites a fast-paced dance in m. 25 

featuring the opening motif, Eb–F–Eb–C–Ab. This motif is identical to Beethoven’s middle 

section motif in the Egmont overture featured in the woodwinds.38  

 

Example 4-6 Schumann Carnaval, Préambule, mm. 25–2639 

 

 

37 Robert Schumann, Schumann: A Self-Portrait in His Own Words, Comp. David Whitwell 
(Northridge, California: Winds, 1986), 58-59. 

38 Averill Summer, “A Discussion and Analysis of Selected Unifying Elements in Robert 
Schumann's Carnaval, Opus 9” (PhD diss., Indiana University, 1979), 27. 

39 Robert Schumann, Robert Schumann’s Werke, Series 7 No. 47, Carnaval: Scènes Mignonnes 
sur Quatre Notes, ed. Clara Schumann (Leipzig: Breitkopf & Härtel, 1837): 2. 
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Example 4-7 Beethoven Egmont Overture mm. 114–12840 

 

Although it is important to acknowledge the fact that Schumann’s opening dance motif is 

identical to Beethoven’s woodwind motif in the Egmont overture, the fragmentary clone is brief 

enough that it is entirely possible that the identical occurrence is a coincidence. However, it 

seems more likely that the fragment is a quotation of Beethoven since there is another more 

obvious quotation of Beethoven in the final movement of Carnaval: Marche des Davidsbündler 

contre les Philistins. In this final movement, Schumann uses a fragment of the main theme of the 

third movement in Beethoven’s Piano Concerto no. 5 to represent the Davidsbündler.41  

 

 

 

 

 

 

40 Ludwig Van Beethoven, Ludwig Van Beethoven’s Werke, Series 2 No. 12, Musik zu Goethe’s 
Trauerspiel Egmont (Leipzig: Breitkopf & Härtel, 1864): 11. 

41 Martin Geck, Robert Schumann: The Life and Work of a Romantic Composer, trans. Stewart 
Spencer (Chicago: University of Chicago Press, 2013), 70. 



 

50 

 

 

 

 

Example 4-8 Schumann Carnaval, Marche des Davidsbündler contre les Philistins, mm. 25–
3442 

 

 

Example 4-9 Beethoven Piano Concerto no. 5, movement 3 mm. 11–1443 

 

The culmination of Schumann’s narrative in Carnaval portrays the battle between the 

Davidsbündler and the music critics that were against Schumann’s music. The fact that Schumann 

used Beethoven’s theme as the representative voice of progress and innovation is significant 

because Schumann elevated Beethoven as the spokesperson for the future and a heroic figure of 

music within the German legacy. Also, by assigning Beethoven as the spokesperson for the ideals 

of the Davidsbündler, it is Schumann’s discreet implication that he himself is a descendent of the 

previous generations of German geniuses.   

 

 

 

42 Robert Schumann, Robert Schumann’s Werke, Series 7 No. 47, Carnaval: Scènes Mignonnes 
sur Quatre Notes, ed. Clara Schumann (Leipzig: Breitkopf & Härtel, 1837): 25. 

43 Ludwig Van Beethoven, Concerto No. 5 in Eb Major Op. 73 “Emperor”, ed. Franz Kullak 
(New York: G. Schirmer, 1901): 1375. 
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Chapter 5: Conclusion 

By exploring the specific musical elements characterizing Robert Schumann’s Carnaval 

as a product of Romanticism, performers and musical scholars can have a greater appreciation of 

the diverse traits of this musical style. Schumann spent a lifetime defining the characteristics of 

Romantic music. His critical insights laid the foundation of which scholars use to determine the 

Romanticism in pieces even beyond the nineteenth century.  

The Romantic emphasis on individuality and egocentrism serves as the essence of 

Carnaval. This piece is possibly one of the first in history to present such explicit depictions of 

the composer’s reality. Carnaval also emphasizes the Romantic ideal of historicism and the 

continuation of musical genius. Schumann progressed the seeds of innovative musical structure 

from the past. He emulated composers whom he considered as the classics of music history. 

Perhaps uncoincidentally, Schumann glorified many composers and authors of German lineage. 

While Schumann did not compose with an overt political or national agenda, Schumann’s 

German pride is evident throughout his life’s work.  

Each performer should be as imaginative and subjective in their interpretation of 

Schumann’s musical world as Romanticists firmly believed in a performer’s right to expression; 

however, Schumann stressed the Romantic ideal of prioritizing compositional intention over 

superficial virtuosity. This ideal must be transferred to any performance of a masterpiece in music 

history. Without knowing the compositional intent, it is near impossible for one to perform a 

piece with clear intention. An understanding of the autobiographical, structural and underlying 

nationalistic aspects of Carnaval leads to a more informed and appropriate interpretation and 

execution. For instance, without the historical knowledge about Carnaval, the performer would 

likely present the piece in a way that lacks an accurate depiction of the personalities of each 

character. This knowledge governs the specific sound and tempi that the performer may decide. 

The identification of the ASCH motif that is scattered throughout Carnaval may determine 
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voicing choices. A structural analysis of the piece that reflects the linguistic structures of 

literature leads to more specific and deliberate decisions about how to treat transitions between 

movements. Upon realizing that Schumann’s battle for progress and innovation is represented by 

Beethoven’s theme in the final movement, the constant acceleration that results in the concluding 

fireworks holds a triumphant meaning that may otherwise have been missed. Throughout this 

paper, specific performance instructions have been intentionally excluded as much as possible. 

Rather, the goal has been to present important factual evidence and scholarly opinions 

surrounding Carnaval, allowing performers to make their own personal interpretive decisions.   
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