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The Novelletten of Robert Schumann stand out as 

unusual among his works for solo piano. It is the largest 

cycle of character pieces in his output and has other dis-

tinguishing features. One unusual aspect of the work is its 

abundance of literary references which Schumann revealed at 

various points when it was being composed. This is an aspect 

unique to this cycle since Schumann's other cycles refer to 

a single literary source. One of the purposes of this paper 

is to discuss these numerous literary references which have 

never been examined in any detail before. Present in the 

Novelletten is a use of musical motives from works of his 

wife Clara. There are also musical references to other com-

posers such as Beethoven and Haydn. This quoting of himself 

and others is not an uncommon practice for Schumann but here, 

in context with remarks made by Schumann himself about the 

work, the nature of his use of these musical references be-

comes more transparent. One of the main points being made 

through this discussion of literary and musical references 



in the Novelletten is that partly through these elements the 

work is unified into an eight movement cycle. 

In addition to the recorded performance of the 

Novelletten, this dissertation includes three tape recordings 

of selected piano works of L. V. Beethoven, R. Schumann, 

J. Brahms, and E. Granados. 



Tape recordings of all performances submitted as 

dissertation requirements are on deposit in the North Texas 

State University Library. 
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I. AN OVERVIEW OP SCHUMANN'S AESTHETICS 

When Robert Schumann completed his Novelletten. 

Opus 21, in 1838, he was nearing the end of an extended period 

of composing exclusively for the piano. Prom his early cre-

ative efforts in the 1820s until 18I|.0, the year of his 

marriage to Clara Wieck, Schumann was essentially a composer 

of piano music. The Novelletten were written near the end 

of this period and are unique in that they were conceived on 

a larger scale than any of his previous cycles. Opus 21 thus 

seems to be a culminating work from this first period of cre-

ative activity. Of particular interest are the numerous 

literary references he attached to the work. In many works 

Schumann indicated both by titles and in letters a single 

literary or extra musical reference, but the Novelletten are 

unique in that he cites three different literary sources. 

Because of its large scale and concentration of literary 

references, the Novelletten is a key work in understanding 

Schumann's compositional style. 

Literature was one of Schumann's passions throughout 

his life, and he felt words and music were both reflections 

of the same inner, spiritual world. He once wrote, "When I 

play Schubert, I seem to be reading a Jean Paul novel turned 



into m u s i c . S c h u m a n n ' s father had been a bookseller and 

publisher, and his son's literary interests began at an early 

age. This association of literature with music continued 

throughout Schumann's life, and this connection has been ob-

served by Eric Sams: "Nearly all Schumann's music contains 

or derives from words, whether as texts, titles, programmes, 

or epigraphs."^ His practice of combining literature with 

music resulted in an expansion of the piano cycle. In 

Schumann's cycles, a great sense of unity is achieved through 

the use of recurring thematic motives. He also expanded the 

size of individual pieces within the cycle. This enlargement 

of individual units is a quality that distinguishes his 

groups of character pieces from those of his predecessors, 

the Bagatelles of Beethoven and the Impromptus said Moments 

Musicaux of Schubert. In Beethoven and Schubert the charac-

ter piece is primarily a work which expresses a single mood 

or emotional state. In Schumann, however, the character 

piece was given the added dimension of literary allusions. 

Such allusions were never overtly stated in Schubert or 

Beethoven. 

By the time he was at work on the Novelletten in 

I838, Schumann already had extensive experience in handling 

1. Robert Schumann, Jugendbriefe (Leipzig, 1885)$ 282, cited 
in Eric Sams, "Schumann and the Tonal Analogue," Robert 
Schumann, ed. Alan Walker (London: Barrie and Jenkins, 
1972), 391. 

2. Ibid., 390. 



this medium. The Novelletten carry his concepts even further 

by enlargement of individual pieces as well as placing even 

more literary references in a single work. The literary 

references in the Novelletten point to inspiration from three 

specific sources. This in itself was unusual for the early 

Romantics, since their usual procedure was to let a single 

literary source serve as the inspiration for a given work. 

For example, Schumann's first cycle of piano pieces, Papillons, 

Opus 2, had as its literary basis the final chapter of Jean 

Paul Richter1s novel Flegeljahre. Schumann, after composing 

the work, even went so far as to indicate the specific 

passages in the final chapter that inspired Papillons. The 

only purely fictional reference in Carnaval, Opus 9, is to a 

couple of characters from the commedia dell1 arte, Pierrot 

and Arlequin. The other references in Carnaval to fictitious 

characters such as Florestan and the Davidsbund point to 

Schumann1s own fertile imagination as originator, and not an 

outside literary source. E.T.A. Hoffman's character 

Kappelmeister Kreisler is the sole literary reference in the 

cycle Kreisleriana, Opus 16. The titles of two works by 

Hoffman, Phantasiestiicke and Nachtstucke, were applied by 

Schumann to various groups of pieces. Phantasiestucke is 

applied to two piano cycles, Opus 12 and Opus 111, as well as 

the Fantasiestucke for piano, violin, and cello, Opus 88, and 

Fantasiestucke for clarinet and piano, Opus 73; Nachtstucke, 

Opus 23 is a group of four piano pieces. As Schumann grew 



older, he was less inclined to reveal the specific literary 

inspiration for a given work, and many times gave only a 

fragmentary phrase as a condensed preface to a composition. 

Prom such cryptic remarks, the interpreter of his music might 

gain insight into the character of a given score. 

It is indeed a surprise when turning to the 

Novelletten, then, to find three different literary refer-

ences, pointing to three different writers. Perhaps the title 

Novelletten itself points to this intense concentration of 

literary sources that permeates the work, Novelletten ref-

ferring to the literary form of the novel. After composing 

the early Papillons and Carnaval, works with the literary 

stimuli notated in the score, there followed a period in 

Schumann's output where he wrote more abstract music. The 

three piano sonatas bear witness to this shift in compo-

sitional activity. The Humoresque, Opus 20 (the opus pre-

ceding the Novelletten), gives almost no clues as to possible 

literary inspiration. It is all the more remarkable that in 

the Novelletten he would reveal three different literary 

sources. Also significant is the fact that the Novelletten 

is Schumann's last large scale cycle for solo piano. In 

l8ij.0, the year of his marriage, his focus shifted to other 

realms of activity. Incredibly enough, the majority of his 

works for piano solo were composed during the decade of 

1830-181+0, a period of time when he concentrated his compo-

sitional prowess exclusively on works for piano solo. He 



was not, however, limiting his study of other composers' 

music to their piano output. It could be said that his first 

experiments were all confined to piano works, and after I6I4.O 

he applied the results of these efforts to other mediums. 

Certainly the Novelletten contain many passages that would 

indicate a preoccupation with string quartet writing, a genre 

to which Schumann turned shortly after his marriage. The 

Novelletten also contain numerous musical quotes and refer-

ences to his earlier works. Thus, this cycle, like all his 

output, provides a piece in a musical puzzle whose relation-

ship to earlier works has already been cited and whose 

relationship to later works is yet to be discussed. 



II. SPECIFIC LITERARY REFERENCES IN THE NOVELLETTEN 

The first literary reference in the Novelletten 

is to Goethe's drama Egmont. In describing the piano cycle 

to Clara in a letter of 1838, Schumann writes that he has 

composed "during the last three weeks . . . jokes, Egmont-

stories, family scenes with fathers, a wedding . . . ."3 

Egmont is an early work of Goethe's, written at the age of 

twenty-six before he went to Weimar, and it is a drama to 

which Schumann would easily relate. Its main character, 

Count Egmont, is a prince in the Netherlands during the time 

of the persecution of Protestants by the Catholic Spanish 

ruler, the Duke of Alva. Egmont, a native Netherlander, be-

lieves strongly in the rights of the individual and defends 

his countrymen at all times. The character of Egmont would 

immediately bring Schumann's imaginary Florestan to mind. A 

main character in Goethe's drama is Egmont's beloved Clara, 

a woman who possesses great personal courage. No doubt 

Schumann identified himself as Egmont and his beloved Clara 

as Egmont's Clara. Schumann wrote the following concerning 

Goethe's couple: "Egmont's beloved was called Clarchen; how 

3. Robert Schumann, Jugendbriefe (Leipzig, l88f>), cited in 
Kathleen Dale's "The Piano Music," Schumann, ed. Gerald 
Abraham (London: Oxford University Press, 1959), 5>7» 



wondrous sweet that name."** The chief dramatic action in 

Goethe's drama concerns Egmont's imprisonment by the cor-

rupt Duke of Alva. Even though Egmont is loved by all the 

people, none of them has the courage to attempt to free him 

before his execution. Clara single-handedly tries to rouse 

them to face the oppressive army and free their prince, but 

to no avail. She poisons herself as a last resort, and her 

spirit visits Egmont in his dungeon prison shortly before he 

is to be executed. Clara thus becomes a symbol of freedom, 

and is strikingly similar to the character of Leonore in 

Beethoven's opera Fidelio. 

Beethoven loved Goethe's play Egmont so much that 

he eagerly composed incidental music for it in 1810. The 

main theme of this drama appealed strongly to Beethoven: The 

triumph of freedom over unjust tyranny, and the symbol of 

freedom as a feminine figure was a feature that motivated 

both Beethoven and Schumann. 

The second literary reference in the Novelletten is 

Lord Byron's poem, "The Bride of Abydos." Subtitled "A Turkish 

Tale," the poem is prefaced by these lines attributed to Burns: 

Had we never loved so kindly, 
Had we never loved so blindly, 
Never met or never parted, ^ 
We had ne'er been broken-hearted.-5 

I4.. Robert Schumann, Jugendbriefe cited in Sams, op. cit., 397. 

5. George Byron, "The Bride of Abydos," The Best of Byron, ed. 
Richard Rice (New York: Nelson, 1933), 81 • 



The subtitle gives an indication of the Eastern setting for the 

poem. This element of the exotic was a never ending source of 

inspiration for Romantic writers and composers. Schumann later 

was deeply moved by the Arabic Makamen of Hariri (in German 

translation by Ruckert) and, as a result, composed the Bilder 

aus Oaten (Pictures from the East) for piano, four hands. 

Byron's poem opens and closes with an evocative 

description of the East, and the work as a whole demonstrates 

an interesting architectural structure. The poem is divided 

into two cantos: Canto I, fourteen stanzas, is exactly half 

the length of Canto II, twenty-eight stanzas. The text deals 

with the love between two young Arabs, Selim and Zuleika. In 

a sketch for the second novellette, Schumann placed the words 

Sarazene and Suleika at the top of the page. Moreover, he 

writes in his diary in 1838, "Sent Liszt the Saracens."^ 

This diary entry would seem to indicate that he considered 

at least several, if not all of the Novelletten, as Saracens 

(Arabs), and not just the second. An examination of the 

text of Byron's poem reveals it to be possibly related to 

incidents in Schumann's life around I838 and his struggle 

with Friedrich Wieck to gain Clara's hand in marriage. In-

deed, Schumann's reference to family scenes with fathers in 

the I838 letter to Clara cited earlier^ could be used to 

summarize the text of Byron's poem. 

6. Robert Schumann, Jugendbriefe cited in Dale, op. cit., 57. 

7. Ibid. 



The two lovers, Selim and Zuleika, have been raised 

as brother and sister by King Giaffir. There are undoubtedly 

incestuous overtones here; this is perhaps autobiographical 

on Byron's part, for he is known to have had a similar re-

lationship with his cousin. Selim is aware that in reality 

he is the son of Giaffir1 s brother. Selim's father was 

poisoned by the tyrant Giaffir when Selim was very young, and 

Giaffir took the child into his own household to raise as his 

own son since he did not have a male descendant. However, 

Selim is aware that his uncle Giaffir had committed fratri-

cide and has for years been waiting to avenge his father's 

murder. 

As the two young people reach adolescence and their 

mutual attraction becomes visibly apparent, Giaffir in his 

usual unscrupulous way plans to marry Zuleika to a political 

ally. Selim and Zuleika learn of this marriage the day be-

fore it is to take place, and Zuleika's plea to be spared 

such a fate is to no avail. In an attempt to escape the 

country, Selim and Zuleika meet that night in a grotto and 

plan to leave the country the following day by boat. Giaffir 

and his troops discover their whereabouts, and in the ensuing 

fight Selim is murdered by Giaffir. Zuleika also dies that 

night, but her death is not the result of any physical wound 

but rather stems from the heartbreak of Selim's struggle. In 

the final stanza the poet describes, from a point in the 

future, the area where Selim and Zuleika met their end. A 
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white rose now blooms on the spot where Zuleika died, and the 

spirit of Selim returns in the form of a nightingale to sing 

by the rose. 

The following brief synopsis reveals two common 

features shared by Egmont and "The Bride of Abydos." In each 

case, the ill-fated lovers suffer at the hands of a political 

tyrant, and in both there is a resurrection of the spirits of 

the lovers that unites them after death. Goethe's attitude 

toward redemption and resurrection, summarized so well at 

the end of Part II of Faust, is that redemption comes through 

woman, who symbolizes the natural order and the intuitive 

side of human nature. That Schumann responded to this concept 

is reflected in his being the first composer to set Part II 

of Faust in his Scenes from Goethe's Faust for solo voices, 

chorus, and orchestra. Schumann's final chorus in Faust is 

a setting of the text dealing with redemption through woman, 

and here he employs a motif by Clara. In the case of Byron's 

poem, the resurrection of the lovers Selim and Zuleika is in 

the form of the rose and the nightingale, both symbols of 

the natural world. Therefore, these two Romantic writers 

embrace a sentiment that saturates much nineteenth-century 

philosophy that influenced Schumann. 

The third literary reference in the Novelletten is 

from Shakespeare's drama Macbeth. In a special publication 

of the Neue Zeitschrift fur Musikt Schumann published the 

third novellette and preceded its "Intermezzo" with the 
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opening lines of Macbeth, Act I: "When shall we three meet 
g 

again?" These words are spoken by the first of the three 

witches before their first encounter with Macbeth. This 

element of the supernatural was highly stimulating to 

Schumann's imagination, and witches of a different sort make 

other appearances in his works. For example, in the 

Eichendorff Liederkreis, Opus 39» there is an allusion to 

Lorelei, the supernatural female who lures men into her 

powers in the forest. In Schumann1s only opera, Genoveva, 

one of the principal characters, Margaretha, is a sorceress. 

In fact, there is a striking supernatural scene in Genoveva 

in which a ghost comes out of a mirror and addresses 

Margaretha. Macbeth provides not only recurring scenes with 

the three sorceresses, but also an arresting scene in which 

Macbeth is confronted with Banquo's ghost. Thus the element 

of the supernatural permeates Shakespeare's drama and gave 

it an obvious appeal to the nineteenth century. It centers 

around a tyrant and political despot, Macbeth, and shares 

this sort of character with both The Bride of Abydos and 

Egmont. 

What appear at first glance to be three unrelated 

literary sources show, on close examination, a common denomi-

nator. All three provide different studies of tyranny, and 

all point to the ultimate triumph of freedom and the overthrow 

8* William Shakespeare, Macbeth (New Yorkt Washington Square 
Press, 1959), 1. 
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of despotic rule. Although each of these literary refer-

ences is unique and reflects the world view of its respective 

author, it is noteworthy that Schumann chose sources with the 

common theme that well states the position of the Davidsbund 

versus the Philistines. Furthermore, the selection of texts 

might be considered from an autobiographical standpoint. 

Certainly the plight he and Clara faced against Wieck bears 

more than a casual resemblance to Byron's poem, and the 

presence of the oppressive tyrant in each of the three works 

may reflect this situation in Schumann's life. 
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III. MUSICAL REFERENCES TO OTHER WORKS AND THEIR 

SIGNIFICANCE TO THE STRUCTURE OF THE NOVELLETTEN 

One of Schumann's favorite devices, and one that 

lends a fascination to his output as a whole, is his use of 

thematic cross references to other musical works. This 

practice can be seen in its most obvious form in Carnaval, 

Opus 9, where a phrase from Papillons, Opus 2, reappears in 

the piece titled "Florestan." The Papillons "quote" is an 

ascending figure which corresponds in Jean Paul Richter1s 

Flegeljahre to the moment when the main character is summon-

ing his energies before a first battle, with a mixture of 

anticipation and excitement: 

As he came out of the little room he asked 
God that he might find it again; he felt like a 
hero, thirsting for fame, who goes forth to his 
first battle.^ 

Knowing with what the musical phrase in Papillons is associ-

ated in Schumann's mind gives a clue to its reappearance here 

in Carnaval. Florestan is the character who symbolically 

represents the outward going, extrovert side in the duality of 

human nature. Schumann felt these two aspects as conflicting 

9. Jean Paul Richter, Flegel.jahre cited in Dale, op. cit., 37 • 
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ones in his own nature to such a degree that he separated 

them, isolating them for individual appearances in the form 

of Florestan and Eusebius. This Papillons quote in Carnaval 

reveals early in his compositional output a procedure that 

is to be employed repeatedly throughout his life: the use 

of an isolated phrase as a cross reference to another work. 

In later compositions Schumann did not always indicate extra 

musical references as in the case of the movement titled 

"Florestan" in Carnaval. In later works it becomes a less 

obvious, more subtle practice. Being aware that Schumann 

alludes to his earlier works in later compositions only adds 

to the psychological dimensions inherent in a given work. 

In addition to the procedure of quoting his own 

music, Schumann also makes references to other composers' 

music. Particularly prevalent among this type of cross 

reference are those referring to the works of Beethoven. 

Among his contemporaries, his wife Clara figures as the chief 

source for extracting musical phrases not only for reference, 

but many times for elaboration. 

The Novelletten contain two notable thematic refer-

ences that are derived from Clara's own music. The first of 

these appears in the fifth novellette in the first complete 

measure. It consists of two descending fifths in the top 

voice, A-D and E-A, a figure which is prominent throughout 

this novellette (Example 1). 
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Example 1. Robert Schumann, Novellette No. 5>> !• 

Rauschend und festlich M.M.J= u e 
Con slaneio festosamente 

This same descending fifth figure reappears in the last 

novellette as bass tones in mm. 67-68 and mm. 71-72 

(Example 2). 

Example 2. Robert Schumann, Novellette No. 8, mm. 67-72. 

M i i 
¥ 

! 
i 

I £ 
<S«y. <®ed. 

These two appearances (in Trio I), in which the figure is 

heard in the bass, are not just appearances where the figure 

functions as the bass line. In mm. 67-68 and 71-72 these 

bass tones are heard alone, giving real prominence to the 

figure. Indeed, it is as a ground bass that Clara's theme 

was first used by Robert. In the Impromptus on a Theme of 
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Clara Wieck, Opus 5» Schumann bases an entire composition on 

the opening descending fifth pattern that reappears in the 

Novelletten (Example 3). 

Example 3. Robert Schumann, Impromptus, Opus 5, rom» l-i|. 

Un poco Adagio M M. J =so 

That there would be musical references in the Novelletten 

to Clara is only logical, since after composing the work 

Schumann told his former composition teacher, Heinrich Dorn, 

that the Novelletten is one of five compositions whose 

inspiration was entirely Clara. 

In Trio I of the final novellette, mm. 67-68 and 

mm. 71-72, the bass intones the figure while offset above 

it, yet never coinciding with it, are brief sixteenth-note 

chords. This treatment is the very one that Schumann uses 

to open the variations in Opus 5. Variation 1, mm. l-ij.» is 

an augmented version, with different chords, of the writing 

in mm. 67-68 and 71-72 of Trio I of the final novellette 

(Example ij.). 

10. Joan Chissell, Schumann Piano Music (Seattle: University 
of Washington Press, 1972), 51. 
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Example 1}.. Robert Schumann, Impromptus, Opus 5, Variation 
1, mm. 1—1+ • 

p K _ 

/ _ t i | 
• I t A ) 

y K Y — 

> 4 

' 4 

i 

: L*_. 
SJ. 

'-9- & :: 1: 
As if to make absolutely clear that this figure is a refer-

ence to Clara, Schumann states it in this first trio of 

number eight precisely in the way that it had been treated 

in its first appearance in his output: as a bassline with 

an offbeat accompaniment. 

The next work of Schumann to make conspicuous use 

of this descending fifth Clara motif, the Piano Quintet in 

E-Flat, Opus 1^, further confirms its origin from Clara's 

output as well as its relevance in the final novellette. 

Schumann rarely dedicated a work to Clara, even though her 

inspiration lies behind the majority of his compositions. 

Since the Piano Quintet is one of those rare works actually 

dedicated to her, it is to be expected that there would be 

references to her in this work. It comes as no surprise, 

then, that in the Quintet one of the references to her is 

the descending fifth figure which last appeared in Schumann's 

writing in Trio I of the final novellette. The appearance of 

the figure in the Piano Quintet likewise is in Trio I of the 
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Scherzo. At this point Clara's theme undergoes canonic 

treatment between first violin and viola (Example 5). 

Example 5. Robert Schumann, Quintet, Opus J+I|. for piano and 
strings, third movement, opening of Trio I, mm. 1-6. 

Trio I. 

pmaroato 

f t - . 
... 

r#-
, Jl 

up : u — 4-4— 
— f ¥ -

y«. £ J 
#-

hnN 
InJu 

% 
mmimm 

h*. -

W M pi 
U X J 

' l ¥ f 
—j* 

f i 

U 1 

.S ' 

? 1 

wmLm 

f̂l * ' f 

So far this motif by Clara has made conspicuous 

appearances in instrumental works only. On the basis of 

these citations it would be impossible to speculate as to 

what extra-musical significance this phrase had other than 

referring to Schumann's beloved Clara. Fortunately, however, 

the phrase enters Schumann's writing one final time, and this 

time in a vocal work with a text. Over the course of several 

years near the end of his life, Schumann devoted himself to 

a setting of scenes from Parts I and II of Goethe's Faust. 
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The text to the final chorus, the "chorus mysticus," echoes 

a sentiment that permeates Goethe's writing, and has been 

previously discussed in connection with Egmont: that re-

demption lies in the acceptance of what Goethe described as 

"the eternal feminine." With these words Goethe closes 

Part II of Faust; 

All in transition 
Is but reflection; 
What is deficient 
Here becomes action, 
Human discernment 
Here is passed by; 
Woman Eternal 
Draw us on high. 

It is also with this text that Schumann's setting closes, 

echoing the idea of redemption through the feminine princi-

ple, symbolized on earth by woman. How appropriate that at 

this point in Faust Schumann bases this mystic chorus on 

Clara's descending fifth theme (Example 6). 

11. Johann Goethe, Faust, trans. Walter Arndt (New York: 
Norton, 1976), 30b. 
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Example 6. Robert Schumann, Scenes from Goethe's Faust for 
soloists, chorus, and orchestra, mm. 1-3 of final 
chorus of Part VII (Faust's Transfiguration). 

A1 . 1<* Ver.gung-.li - che ist nor ein Gleich . nw», 
_____ • pp 

M9 7. Ndhlusschor. 
I)i 
| 
r Die IInibeiietwas latursamer als vorher. 

pp 

A AU- PP 
piyksEll^=p=p 

A1 . les Yer . 

A1 . Ion Yer.gftng-. li .che i«t nur ein Gleich . mas, 

Bass. PP 
A1 . les Yer - gang-. li . che iat nur ein 

al . les Yer 

A1 . les Yer. gang:-li . che wt nur ein Gleich.nisa, 

Ten. 
Al . li:a Yer. gang-. li - che iat nur ein Gleieh . n>gs, 

Bass. PP 

^ Al „ le« Yer, mine*. li . cue iut gan£.li .che iat nur ein Gleich . nisw, 
Die Halhen etwas langsamer als vorher. 

al . lea Yer . 

PPV a roH. e 

~ Or 

IV-
XY 

Is: 
tT=r=^--r 
5 

XT 

By observing what the figure has come to signify to Schumann 

at the end of his life when he sets it to Goethe's text, one 

becomes more aware of what is being hinted at all along in 

terras of extra-musical and literary association. 

At the same time as Schumann was composing Faust, 

the young composer Johannes Brahms entered the lives of 

Robert and Clara Schumann. During his first meeting with 

the Schumanns, Brahms played for them his Sonata, Opus 1, 
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and parts of the yet unfinished Sonata Opus 5, in P Minor. 

The first really striking musical result of the Schumann 

influence lies in the Sonata, Opus 2, in F-sharp Minor, a 

work Brahms dedicated to Clara. In this work the finale is 

based thematically on Clara's descending-fifth motif, the 

same figure Robert was incorporating into the finale of 

Faust (Example 7). 

Example 7. Johannes Brahms, Sonata Opus 2, introduction to 
final movement, mm. 1-ij. 

Finale 
Introduzione 
Sostenuto 

w h5 T 
P ' VP 

— e 
v ~ 

Brahms' dedication of the work to Clara only further sub-

stantiates her theme as the motivic source. The type of 

piano writing Brahms employs in this movement's introduction 

and coda exhibits a rhapsodic pianistic style which he never 

used again. In light of the acknowledged emotional at-

tachment that was developing at this time between Clara and 

Brahms, this unusual turn in Brahms' pianistic writing may 

have grown out of the romantic sentiments Clara's theme would 

invoke. 
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In a discussion of the descending fifth figure that 

is found in the Novelletten, Robert Schauffler points out 

that it is identical to the opening motif of Haydn's String 

12 
Quartet in D Minor, Opus 76, No. 2 (Example 8). 

Example 8. Franz Joseph Haydn, Quartet Opus 76, No. 2 for 
strings, first movement, mm. 1-i;. 

, Allegro 
ill D minor / w i e l> h N ? 2 in u minor «732-ibo!» 

Violino I 

VlolinoO 

Violoncello 

The descending fifths are indeed so apparent that the quar-

tet came to be known as the "Quintan.n Schauffler does not 

pursue the issue at length and presents insufficient evidence 

to link Haydn's motif with Schumann. However, there may well 

be a tie between the figure appearing in both works, and some 

evidence will now be presented to support this connection. 

Toward the end of the 1830s Schumann immersed him-

self in the study of string quartets, resulting shortly after 

I8I4.O (the year of his marriage) in the composition of his 

three string quartets. In writings in the Neue Zeitschrift 

fur Musik, he describes Haydn, Mozart and Beethoven as masters 

of the quartet which indicates he had examined some quartets 

12. Robert Schauffler, Florestan (New York: Holt, 19U5). 
337. 
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by these composers. One of the Haydn quartets best known in 

the nineteenth century was the d minor, Opus 76 ("Quinten"), 

and it would seem safe to assume that anyone examining Haydn 

quartets at that time would have come across it easily enough. 

One reason for its appeal in the nineteenth century was not 

only its minor mode and subtitle of "Quinten," but also a 

very unusual third movement. This third movement scherzo em-

ploys canonic writing and was well known to nineteenth century 

musicians as the "witches" canon.^ In the Novelletten it is 

noteworthy that the third movement has a reference to the 

witches in Macbeth, as well as two movements which employ the 

descending fifth motif which is identical to the opening of 

the Quinten Quartet. Furthermore, a description of the 

Novelletten by Schumann himself should be considered here. 

In describing the work, he refers to "family scenes with 

fathers. This description takes on an added meaning when 

it is considered that on numerous occasions in his literary 

writings Schumann referred to Haydn as "Papa" Haydn. In the 

musical sense Schumann did consider Haydn, Mozart, and 

Beethoven his family. Schumann1 s reference to Haydn as 

"Papa" is not a condescending one, as other critics have ap-

plied the term to Haydn, but rather an affectionate one. 

"Family scenes with fathers" may allude not only to the 

13. Rosemary Hughes, Haydn (London: Dent, 1962), 165. 

114.. Robert Schumann Jugendbriefe cited in Dale, op. cit.. 57. 
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situation with Friedrich Wieck, but also to Haydn, one of 

Schumann's musical fathers. 

The second theme by Clara used as a motivic basis 

for the Novelletten comes from the first of her Soirees 

musicales, Opus 6 (Example 9). 

Example 9. Clara Schumann, Soirees musicales Opus 6, No. 1, 
mm. 1-8. 

Andante con nioto 
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It is heard throughout the Novelletten in 

fragmented form until the last piece of the cycle. Then in 

the eighth novellette it is stated twice in Trio II (Trio I 

had featured Clara's other theme). At its first complete 

statement, Schumann alludes to its significance by placing 

the evocative phrase, "a voice from the distance," above it 

(Example 10). 
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Example 10. Robert Schumann, Novellette No. 8, mm. 198-211. 

Inn HI J 4 
A voire from ike distance 

i i 

m m 

t 
"̂3*3 p 

The distant beloved, who has only b«en seen in brief 

glimpses up to this point, is finally revealed. As if to 

reiterate that it could be none other than Clara and her 

theme, Schumann sets the theme to the same harmony that it 

had in Clara's original. However, on subsequent appearances 

in the last novellette, it is reharmonized. Finally, on its 

last appearance in the movement, at m. ijij.6, Clara's theme is 

transformed from a distant voice to a dramatic, Florestan 

setting in d minor (Example 11). 
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Example 11. Robert Schumann, Novellette No. 8, mm. 446-463. 

^ 3 = 3 m 

w 

• {V 
r\ 3 t r 

HA * •. • -

* 4 / 

IT 
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One feature of Clara's Soirees musicales motif is 

the repetition of the second of the five descending tones. 

Since fragments of her theme permeate all the Novelletten 

it is not surprising that this feature of the reiterated tone 

is seen sometimes isolated. The opening of the first 

novellette demonstrates this idea. Like Clara's theme, the 

second tone is repeated (Example 12). 
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Example 12. Robert Schumann, Novellette No. 1, m. 1. 

It is different from Clara's theme in that the five-note 

figure is concentrated into the leap of a fifth in m. 1 and 

merely outlines Clara's five-note theme. This sort of the-

matic compression can be seen in all of Schumann's writing. 

The trio of the first novellette presents an even clearer 

reference to Clara's theme. In m. 22 the tones A-G-G-F 

correspond both rhythmically and melodically to the opening 

of the Soirees musicales theme (Example 13). 

Example 13. Robert Schumann, Novellette No. 1, mm. 21-22. 

L moltb canmbile 
S B 

The repetition of the second tone of the theme can be 

further seen in the opening of the third novellette. Here 
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is the first opening phrase where it has been used since it 

appeared in the first novellette. In the first novellette the 

note values for the repeated tones were quarter notes. In 

the third novellette, the opening repeated tones (F-sharp's) 

are eighth notes, thus half the value of those in the opening 

movement (Example llj.). 

Example II4.. Robert Schumann, Novellette No. 3 mm. l-ij.. 

Leieht und mit Humor M. M. J - 1 3 8 
Leygero, con umore > ritard. 

jLr 
Tempo 

After the third piece, the next opening to employ the repeated 

tones is the fifth novellette. Here the two opening tones 

(repeated A's) are sixteenth notes, half the value of those 

repeated opening notes in the third novellette (Example 1^). 

Example 15. Robert Schumann, Novellette No. 5» upbeat to 
m. 1. 

UN 
/ 

P. 
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An interesting diminution procedure would seem to 

be taking place between the repeated tones (extracted from 

Clara's theme) that form the openings of novellettes one, 

three, and five. The numerical sequence of the movements in-

volved (one, three, and five) further strengthens the idea 

that Schumann is compressing one element of Clara's theme 

(the repeated tone) from quarter to eighth to sixteenth note 

values at the interval of every other novellette starting 

with number one. The opening statement of quarter note 

values for the two repeated tones is reinstated at the be-

ginning of the second half of the last Novellette at 

Fortsetzung und Schluss, m. 282 (Example 16). 

Example 16. Robert Schumann, Novellette No. 8, mm. 28l-28ij.. 

" F o r t s e t z u n g u n d Scfclufi 
Munter, niclit zu rasch M. M. J = 120 
Gaiamente, non troppo presto 

m 
i i 

* 

The fact that the opening repeated figure in the same note 

values returns here to close the cycle may indicate that 

Schumann's rhythmic diminution in novellettes one, three, 

and five is an architectural device that strengthens the 

element of unity in the work as a whole. 
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An examination of the repeated-note motif that 

forms such a conspicuous part of the thematic material of 

the Novelletten leads to the conclusion that Schumann uses 

it in a number of cases to open movements. The opening of 

the first novellette is characterized by the repeated figure 

above the striking chord progression vi-V-I. It is inter-

esting that a work of Beethoven well known to Schumann opens 

with the same chords and repeated note figure--the Egmont 

Overture (Example 17). 

Example 17. Ludwig van Beethoven, Incidental Music to 
Goethe's Egmont Opus 8^, Overture, mm. I-I4.. 

Sostenuto, ma non troppo. 
. » 

maroato 

S S 3 
6 - 6 -

The chords here, in the same general low register as 

Schumann's opening chords, are P minor to E-flat to A-flat. 

The sound of this progression is identical to the opening of 

the Novelletten. The first novellette is the only work in 

the tonality of F major in the group of eight pieces; the key 

of the Egmont Overture is P minor, ending in P major. 

Furthermore, the function of the opening novellette in the 
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cycle is like that of an overture. In Carnaval, Opus 9, for 

example, the first movement is labeled by Schumann as 

"Preambule." Furthermore, Schumann has quoted Beethoven's 

Egmont before, and this occurs in the Carnaval. As Eric Sams 

has observed, this Egmont quote in Carnaval is first heard in 

the "Preambule" at Piu moto with the eighth notes E-flat, P, 

E-flat, C, A-flat. The same figure returns in the twentieth 

movement ("Pause") starting at m. 16 (Example 18). 

Example 18. Robert Schumann, Carnaval Opus 9, movement 20, 
mm. 16-19. 

m 

sopra 

The likelihood of this being a musical reference to 

Beethoven's Egmont Overture is further strengthened by what 

happens in the twenty-first piece in Carnaval, the "March of 

the League of David against the Philistines." At molto piu 

vivo in this final piece from Carnaval, Schumann makes a 

direct reference to the last movement of the Beethoven 

Emperor Concerto (Example 19). 
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Example 19. Robert Schumann, Carnaval Opus 9, movement 21, 
mm. 25-31. 

Molto piu vivo 
V f- , i * # £ i f * 

&»a5 
rqfsempre 

* TOX 

Schumann does not hesitate to enlist Beethoven and his 

"Emperor" in the ranks of his David1s league in their stand 

against the musical Philistines. Thus, in the Novelletten, 

described by Schumann as being filled with Egmont characters, 

it is highly possible that the opening statement would be 

from Beethoven, the Egmont of Schumann's musical family. 

"Family scenes with fathers"1^ is a reference that points to 

more than one father, and Haydn is not alone in this musical 

family reunion. If Beethoven led the "March of the League 

of David" in Carnaval, Schumann certainly would consider his 

Egmont harmonies worthy of opening a piano cycle inspired by 

the same drama. 

Even more evidence linking Beethoven's Egmont 

Overture with Schumann1s opening harmonic progression and 

repeated-note idea comes in an almost identical rhythmic 

pattern that occurs in both. The stately sostenuto intro-

duction which opens the Beethoven overture is heard again in 

15 . Ibid., 57 . 
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the course of the Allegro section of the overture. Its 

appearance in A-flat at ram. 82-91 has the opening rhythmic 

figure 3/2 in rhythmic diminution (Example 20). 

Example 20. Ludwig van Beethoven, Incidental Music to 
Goethe'3 Egmont Opus 8lj., Overture, ram. 82-91. 

I pdolce 
n. 

pdolce & 
:s: 

i 

This rhythmic figure is one of the most striking of the over-

ture. This is almost identical to the rhythmic idea that 

permeates the opening of the first novellette at mm. 6, 8, II4,, 

and 16 (Example 21). 

Example 21. Robert Schumann, Novellette No. 1, m. 6. 

?j£ 
z ft * j| —• £ 
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This figure in m. 6 that states the characteristic Egmont 

Overture rhythm has as its melodic source Clara1s theme from 

the Soirees musicales, Opus 6. Egmont (Beethoven theme) and 

Clara are united, a representation of just what happens in 

Goethe's Egmont. This association of a Clara theme with 

Beethoven can be seen as early as the Opus 5 Impromptus on a 

Theme of Clara Wieck where Clara's descending fifth theme is 

used as the basis of a set of variations modeled after 

Beethoven's "Eroica" Variations, Opus 35. In both Opus 5 of 

Schumann and Opus 35 of Beethoven the procedure of employing 

a ground bass for a set of variations is demonstrated. 

Schumann's Opus 5 Impromptus thus combine Clara's theme with 

a Beethovenian procedure. 

It might be said that, since Schumann never states 

in any source that a Beethoven quote lies hidden in the 

Novelletten, no basis exists for such speculation. Since 

Schumann makes his musical cross references so apparent in 

works like the Carnaval, it might be said that speculation 

on the presence of this Egmont Overture influence is un-

warranted. A closer examination of Schumann's works, however, 

shows that Beethoven quotations are left unmarked. In 

Carnaval, the Egmont Overture quote cited by Eric Sams and the 

reference to the Emperor Concerto appear unmarked in a work 

dominated by literary signposts. In Schumann's Fantasy in C, 

Opus 17, a musical quote from Beethoven's song cycle An die 

feme Geliebte occurs at the end of the first movement; there 
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is likewise no verbal indication in the score that a 

Beethoven quote is employed. Interestingly enough, Schumann 

never pointed out this Beethoven reference in the Fantasy; 

it was only after his death that the appearance of the 

Beethoven quote was observed. When the Beethoven quote does 

occur at the end of the first movement of the Fantasy, it is 

not a literal quote from An die ferne Geliebte, but a modi-

fied statement. In the Novelletten, it seems only natural 

that the same non-literal sort of reference would occur. In 

the Novelletten, the opening of Beethoven1s Egmont Overture 

is transformed by Schumann to form the opening for his own 

work. 

Schumann in fact refers directly to the Fantasy, 

Opus 17, in the Novelletten. At mm. 89-112 of the fifth 

*v 

novellette there is a reference to the poco piu mosso from 

the third movement of the Fantasy (Example 22). 

Example 22. Robert Schumann, Fantasy, Opus 17, last move-
ment, mm. 31+-35. 

Etwas bewegter 
Un poco piu mosso 



36 

This passage in the fifth novellette is further stated at 

the close of the movement, forming a coda. Not only do the 

tones correspond to those of the Fantasy theme, but also the 

offbeat rhythm is similar in both works. This passage from 

the Fantasy's last movement is later scored in C major, the 

tonality Schumann associated with Clara ("C" for Clara). It 

represents the culmination of the entire Fantasy: the goal 

of Clara obtained after intense struggle. In the Novelletten, 

mm. 89-96, the Fantasy theme is first stated in the soprano 

voice, followed in ram. 97-lOij. with a statement in the tenor 

voice (Example 23). 

Example 2 3 . Robert Schumann. Novellette No. 5> mm. 8 9 - 9 6 . 
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The two voice parts are then united and form a duet in 

mm. 105-112 (Example 2i|.). 
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Example 21+. Robert Schumann, Novellette No. 5, mm. 105-112. 

express t vo 

v i " T T ~ W 1 
y . f f g 

<&d. o O cft3. O tux). v 

This union at the exact midpoint in the Novelletten stands 

out as a high point in the cycle. Considering that this 

theme represents the attainment of Clara in the Fantasy, its 

appearance in the Novelletten carries a special significance. 

Schumann states that the Novelletten contain a w e d d i n g 1 ^ and 

this passage where soprano and tenor lines are united in the 

Fantasy theme may well be the symbolic wedding expressed in 

musical terms. 

The recurring opening statement of the fifth 

novellette is in the rhythm of a polonaise; the novellette 

immediately preceding it is a waltz. This placement of a 

waltz before a polonaise can also be observed in Schumann1s 

16. Robert Schumann, Jugendbriefe cited in Dale, op. cit., 57. 
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only earlier cycle in D, Papillons, Opus 2. In Papillona 

the tenth piece (a waltz) precedes the polonaise, number 

eleven. By reading the passage in Jean Paul Richter1s 

Flegeljahre that Schumann indicated was reflected in the 

waltz, one can understand what the waltz and ensuing polo-

naise represent psychologically to Schumann in the case of 

Papillons. At this point in the chapter Vult (or Florestan) 

summons his courage, changes costumes, and openly declares 

his love for Wina. This same dramatic principle can be seen 

in the fourth novellette. After the opening waltz, a middle 

section appears with shifting rhythms which are in contrast 

to the regular waltz pulse. In ram. 52-5>lj., the soprano line 

states the tones B, A-sharp, B, C-sharp, D, which not only 

outline the melodic contour but give the exact tones of the 

b minor motif that Schumann states in number eleven in 

Davidsbundlertanze, Opus 6 (Example 2£). 

Example 25. Robert Schumann, Davidsbundlertanze, Opus 6, 
No. 11, mm. l-i}.. 

Einfach (M.M. J=8») 
Semplice 
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The last measures of the fourth novellette are also im-

portant in that the passage thematically connects with the 

ensuing polonaise, number five. Mm. 202-206 in the fourth 

novellette consist of groups of ascending half steps, and the 

fifth novellette opens with a descending half-step figure. 

In the sehr lebhaft section of the fifth novellette, the 

Davidsbundlertanze theme returns, this time on the tonal 

level a third below in g minor, on the tones G, F-sharp, G, 

A, B-flat, mm. 1 (second beat)-llj.6. This figure returns a 

few measures later in F, mm. 161-162. Thus not only are the 

fourth and fifth novellette linked by the half-step figure 

which opens four and begins five, but they are also linked by 

having middle sections in which the Davidsbundlertanze figure 

appears. The half-step figure A to B-flat and G-sharp to A 

which opens the fifth novellette is a feature which connects 

it with the sixth novellette. 

Rhythmic figures also serve as elements of unifi-

cation in the Novelletten. The rhythm of the opening figure 

of number three is retrograded to form the rhythmic figure 

which opens number six (Example 26). 

Example 26. Robert Schumann, Novellette No. 6, mm. 1-i}.. 

Schr Icbh&fi, nit vielcm Humor M. M. d=72 
Vivace e spiritoxo assai 
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Further unity between the outer sections of the third and 

sixth novellette lies in their identical meter (2/I4.) and 

sharing similar vivace tempos. 

The triplet figure in number one which contributes 

greatly to its Florestan character is first stated in the 

bass, mm. 1-3 on the last beat in each measure. It is soon 

transferred to the uppermost voice (mm. 7, 13, and 15> on 

the fourth beat of these measures). This triplet figure re-

appears in number two in the middle section, in Eusebius 

garb. In this "Intermezzo" one of the central features of 

the motivic material consists of the figure first heard in 

m. 1 i|2, beat two, C-sharp, D, E, E. This triplet figure in 

number two could be considered a transformation of the 

triplets in the outer sections of number one. The rhythmic 

figure in the second novellette "Intermezzo" and its deriva-

tive from the first novellette are given below, along with 

another recurring rhythmic figure (Example 27). 

Example 27. Various unifying rhythms in the Novelletten. 

Second novellette "Intermezzo": 
^ I . / 

X IJJjJJ 

First novellette outer sections: 

W I JJ J 
(Bass) (Soprano) 



(In the first novellette the triplet 
figure is stated in the bass and the 
upper voices take over the material). 

kl 

Another rhythmic figure that uni-
fies the Novelletten is first heard in 
number two, beginning in m. 1: 

r ^ I r a* nr 
This figure returns in number six in mm. 135-166 and 223-225 

with the rhythmic figure divided between upper and lower 

parts. It recurs in the last novellette, first trio, mm. 

49-91. Both Trio I and Trio II of number eight are in 2/lj.. 

The second trio is interesting in that it bears a great 

resemblance to the finale of Schumann1s Symphonic Etudes, 

Opus 13 (Example 28). 

Example 28. Robert Schumann, Symphonic Etudes Opus 13, last 
movement, mm. 1-2. 

Allegro briilante M. M. J=ee 

i* 
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The rhythm in Trio II is identical to that of the Symphonic 

Etudes finale, and the melodies are both basically chordal 

and outline triads. 

This reference to the Symphonic Etudes finale 

carries with it an indirect literary reference, for the last 

movement of Opus 13 is based on a motivic figure from 

Marschner1s opera Per Templar und die Judin. which takes its 

libretto from Sir Walter Scott's Ivanhoe. Ivanhoe deals with 

chivalry in Medieval England. The text of the music at this 

spot in Marschner's opera is "Who is the highly honored 

16 

Knight?" This question refers to the identity of the mys-

terious knight in Ivanhoe; everyone has been intrigued by 

him since his appearance early in the novel, but he keeps 

secret his identity. The theme and its reference to Ivanhoe 

are very appropriate at this point in the last novellette, 

for everyone has been speculating as to the origins of the 

mysterious theme heard only in fragmented form. After 

Schumann asks the question, "Who is the highly honored 

Knight?" measures later he gives the answer which everyone 

has awaited: Clara's theme in its entirety, at m. 19b—"a 

voice from the distance." Just as in Ivanhoe the identity 

of the noble knight is not revealed until the very end of 

the novel, so too in the Novelletten. the listener is never 

16. Marscher, Per Templer und die Judin cited in preface to 
Schumann's Symphonic Etudes. Opus 13, ed. Harold Bauer 
(New York, G. Schirmer, 19^4), 2. 
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really sure what its motive is until the end where the theme 

is stated in the complete original version (see Example 10, 

page 25). 

In Ivanhoe, Wilfred, the noble knight, has been 

disowned by his father Cedric because he has fallen in love 

with Rowena. Wilfred leaves Britain, going to the Crusades 

with Richard the Lionhearted. After spending several years 

in the Crusades, Wilfred returns to England. It is on his 

return home that the novel Ivanhoe commences. No one, not 

even his father Cedric, realizes that the mysterious knight 

is Wilfred. Over the course of the novel he wins the respect 

and admiration of his countrymen and the hand of his beloved 

Rowena. 

This brief synopsis provides enough background for 

an understanding of the pertinence of this novel in Schumann's 

life. Its reference in the finale of the Novelletten via the 

Symphonic Etude finale theme based on Marschner's opera pro-

vides further plot development in Schumann's most "novel" of 

cycles, Opus 21. This reference to Medieval England comple-

ments the other references to Medieval and Renaissance Europe 

in the Novelletten previously mentioned: Macbeth, the his-

torical Medieval Scottish figure immortalized in Shakespeare's 

Elizabethan drama, and Count Egmont, the historical figure 

who ruled in Belgium during the Renaissance and was made 

famous through Goethe's late eighteenth century drama. 

Another unifying factor employed by Schumann in 

this cycle is a recurring short Adagio section with which 
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three portions of the Novelletten close. It first appears 

as the ending to number three and consists of three repeated 

tones (D-D-D) in the rhythm J T J J The ornamental 

turn on G-sharp, A, B preceding the last half note of the 

figure is important. It returns in a similar cadential figure 

in the final novellette, before the Fortsetzung at m. 225-227. 

Here only two tones are repeated, but the ornamental turn on 

the same notes (G-sharp, A, B) refers the listener back to 

the final cadence of number three. Then at the end of the 

Fortsetzung section at mm. 279-281, the cadential figure of 

three chords, all with a D soprano, is a further variant of 

the procedure. At this cadence there is a change of tempo, 

Adagio, which ties this cadential figure to the one first 

heard in number three. Finally, at the end of the last 

novellette, this cadential figure returns for the last time. 

Here it consists of the expected three chords, and is again 

at a point of tempo change to Adagio. The final two chords 

of the last novellette are the chords, in the same position, 

that are heard at the opening of the second half of this last 

novellette at Fortsetzung und Schluss and serve to unify the 

final section. These recurring cadential figures may be 

related motivically to the recurring repeated note figure 

which was observed in the openings of novellettes one, three, 

and five. 

How far reaching were the innovations that Schumann 

ushered in, especially the ones directly affecting the piano 



cycle? His immediate successor Johannes Brahms, while of a 

more classical disposition, felt the impact but was less 

prolific in his solo piano output. Brahms' music is con-

ceived on a more purely abstract level, with rare literary 

references. The influence of Schumann on Edvard Grieg has 

often been cited, particularly in connection with Schumann's 

Piano Concerto, Opus 5I4., being a point of departure of Grieg's 

Piano Concerto, Opus 16. In the field of the piano cycle, 

Schumann likewise was a strong influence on Grieg. In writing 

his first group of character pieces Grieg points to Schumann 

as his source of inspiration. Grieg's Lyric Pieces, Opus 12, 

can be considered a cycle in terms of key (E-flat). It con-

sists of eight pieces and above the third one Grieg places a 

literary reference to Shakespeare's Macbeth. The Novelletten, 

it will be recalled, consists of eight pieces with the third 

having a Macbeth quote. That Grieg considered this first 

set of pieces an important point in his output is seen many 

years later. When writing his last group of pieces, Opus 71, 

Grieg quotes himself by ending with his beginning: the last 

piece of Opus 71 is an undisguised variant of the opening 

piece from Opus 12. Thus, Grieg's spiritual affinity with 

Schumann is seen not only in continuation of the character 

piece, but also in quoting himself. 

The process of literary and musical quoting that 

fills the music of Schumann was never an end in itself, but 
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was designed to give an added dimension to any given musical 

work. His rich imagination is described by Eric Sams: 

His was a symbolizing, calculating, chess 
playing, ratiocinatory mind. Naturally, we find 
it puzzling, because it often was—as the music 
and letters amply testify. But even so, what they 
show is the merest tip of the iceberg--or perhaps 
one should say volcano. For even when it neared 
extinction, that mind still flickered and flared 
with fires now grown dark and ominous. Shortly 
before Schumann's final breakdown he wrote to 
Joachim: "Between the lines of this letter there 
is invisible writing which will one day come out." ' 

Between the lines of his Opus 21 musical novel lies both visi-

ble and invisible writing which appeal to the "secret 

listener," pointing the way to a psychological journey which 

can only be suggested by words and music. 

17. Eric Sams, op. cit., I 4 . 0 5 . 
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