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THE FIRST INTERMEZZO IN THE MUSIC HISTORY::
SCHUMANN, OP.4, Nel

The purpose of the article is to reveal the first sample of an intermezzo genre as an independent work in the creative
works of Robert Schumann. To consider, systematize and analyze the features of the interaction of content components in
Intermezzo op. 4 Nel of the composer and to draw conclusions about the unique nature of their ratio in this work. On the material
of the analysis of thematism, tonal plan, the form of the first ever in the history of music intermezzo by Schumann to suggest to
reveal its features. There was also a need to show the prospects for the performance of intermezzo op. 4 Nel, as in the educational
and concert practice in our country only some works from this cycle are performed selectively, as it is in China as well.
Methodology of the article - methods of historical and cultural, theoretical and genre-style analysis have been applied, which
made it possible to elucidate the originality and uniqueness of the genre thinking of Robert Schumann regarding the appearance of
an intermezzo genre in his creative individuality and in the context of a further research of the development of the genre features
of intermezzo. The scientific novelty of the article is that Robert Schumann’s attitude towards the discovery of an independent
genre-intermezzo is fully revealed. The composer filled it with principal novelty originating from his understanding of this genre
and reproducing it with the romantic style of that time and with updated piano technique. On the basis of the genre analysis of
intermezzo, the collective wording of this concept at the stage of its discovery and romanticism was deduced and confirmed.
Conclusions. The genre discoveries of Robert Schumann and the features of his thinking are directed far into the future. This is
also applied to a genre of intermezzo, whose founder is Robert Schumann, first creating a work under this name. His intermezzo
becomes both n independent work and a part of the cycle (piano concerto). In the future, an intermezzo genre became extremely
popular, both as an independent play and as a part of the cyclical work: in sonatas, concerts, cycles of various plays, where
intermezzo also invades. In the works of Schuman, an Intermezzo genre acquires a vivid inner content, saturated with serious
dramatic development, so diversely used by the composer. Schumann, as if conceived this genre and, at the same time, as if
summed up the development of this genre in the early period of the history of Romanticism, showed its individual characteristics
and focus on the internal specifics of content and pianism. Schumann combines the classical past and the modern future, taking up
the basics of the thinking of Romanticism and in many ways anticipated the future of the musical language of the XX century.
Intermezzos of Schumann are promising for performance both in our country and in China.

Keywords: genre, Romanticism, Robert Shumann, first intermezzo, dramaturgy, leit-complex, leit-rhythmic unit, leit-
intonation.

Jdy Mo, 3006y6au cmynens kawouoama MucmeymeosHagcmea kagedpu meopii mysuku ma komnozuyii Oodecvkoi
HayioHanvHoi My3uunoi axademii imeni A.B Hedxcoarnosor.

Hepwe InTepmenno B icropii myzuku: P. lllyman, op. 4, Ne 1.

Hine crati — BUSABUTH NepUIMiA 3pa30K JXKAHPY IHTEPMEIO SK CaMOCTIHHOTO TBOpY B TBopYocTi PoGepra Illymana.
PosrsHyTH, cucremarn3yBaTH 1 IpoaHalizyBaTH OCOONMBOCTI B3a€MOJii 3MICTOBHMX KOMIIOHEHTIB B IHTepmerio op. 4 Nel
KOMIIO3UTOpa 1 3pOOWTH BHCHOBKH IIPO CBOEPIAHICTH iX B3aeMoxid B maHoMmy TBOpi. Ha Mmatepiami amamily Temaru3Ma,
TOHAJBHOTO IUIaHy, (OpMHU IepiIoro B ictopii My3uku iHTepMerno y lllymana. 3ammponoHyBaTu Ta BUSBHUTH HOTO OCOOIHBOCTI.
Bunukina TakoX HEOOXiTHICTH IMOKa3aTH MEPCHEKTHBHICTH BHKOHaHHA [HTepmerio op. 4 Nel, 60 B y4u0oBiif Ta KOHIEPTHIH
MIPaKTHUII B HAIIiN KpaiHi BUKOHYIOTHCS BUKJIFOYHO JIMIIIE OKPEMi TBOPH 3 IIbOTO LUK, Taka X KapTuHa i B Kurtai. MeroaoJoris
CTaTTi — BUKOPHCTAHI METOIM iCTOPHUKO-KYJIBTYPOJIOTIYHOTO, TEOPETHYHOTO 1 >KaHPOBO-CTHIILOBOTO aHANi3y, IO JJ03BOJISE
OCBITHTH CBOEPIJHICTD Ta HEMOBTOPHICTH JkKaHpoBOro MuciieHHs Pobepra lllymaHa BiZIHOCHO HOSIBH >KaHPY IHTEPMELO B HOTO
TBOPUiM 1HIMBIYaNbHOCT]I 1 B KOHTEKCTI MOAAJBIIOTO JOCTIDKEHHS PO3BUTKY AaHPOBHX ocoOnuBocTtell intepmeno. Haykosa
HOBH3HA CTaTTi B TOMY, III0 PO3KPHBAETHCS B IMOBHIN Mipi BifHomeHHs Pobepra lllymana 1o BiIKpUTTS caMOCTIHHOTO XaHpPy —
IHTEpPMeEIl0, HAINlOBHEHOTO KOMIIO3UTOPOM NPHHIUIIAIEHOIO HOBU3HOIO, MOXOKEHMH 13 HOro pO3YMIHHS Takoro »aHpy Ta
BIZITBOPIOIOYOTO HOTr0 POMAHTHYHUM CTHJIEM TOro 4Yacy i OOHOBJICHOIO (hopTeriaHHOIO TEXHIKOI. BuXonsuu 3 KaHpOBOTO
aHaJi3y iHTepMeno, BHBEJECHA Ta MiATBEp/PKeHa 30MpanbHa (DOPMYNIOBAHHS IIHOTO IOHATTS Ha eTari HOro BIAKPUTTS i
pomantu3mMy. BucHoBku. JXanposi Bimkputts PoGepra Illymana Ta 0coOJMBOCTI HOrO MUCIEHHS CIPSMOBaHI NajleKo B
ManOyTHe. [le BITHOCUTBCS 1 10 XaHPY IHTEPMEINO, OCHOBOIOJIOKHUKOM sikoro € Pobept Lllyman, Bhepiie CTBOPHUBIIU TBip 3
JIaHOFO Ha3BOIO. Y HBOTO XK IHTEPMEIIO CTa€ K CAaMOCTIHMM TBOPOM, TaK 1 4aCTHHOIO MUKIY (popTenianHoro KoHuepty). Hamami
JKaHp 1HTEpPMEIN0 CTaB HaJ3BHUYAHO TMOMYJSPHUM, SK CaMOCTiHA T'eca, TaK 1 SK YaCTHHA IUKJIIYHOTO TBOPY: B COHATaXx,
KOHIIEpTax, IUKIaX Pi3HHUX IT'€C, Kyau BTopraerhes i inTepMmenio. Y Illymana xaHp IHTepmenio HaOyBae SCKpaBHil BHYTPIIITHIN
3MICT, HACHYCHUH CEPHO3HUM JApaMaTypTidHUM PO3BHTKOM, TaK Pi3HOMaHITHO BUKOpPUCTaHWK KoMmo3uTopoMm. Lllyman Hibn 3auaB
el KaHp 1, pa30oM 3 THUM, HiOHM MiJBIB IMiJCYMOK PO3BHUTKY JIaHOT'O XXaHPY B paHHIH Iepioj icTopii pOMaHTU3MY, TOKa3aBIIA HOTO
IHANBIAYyaIbHI OCOOIMBOCTI Ta 30Cepe/DKEHICTh Ha BHYTPILIHIN cnenudiui 3microBHOCTI 1 miaHi3my. lllyman noenHye kiacuuHe
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MUHYJIE i cydacHe MaiOyTHE, BOUPAIOUYd OCHOBH MHCIEHHS POMAHTH3MYy 1 6araTto B YoMy Iepeadavarodn MaiOyTHE My3WIHOT
MoBHu XX cromtts. Itepmerio Illymana mepcnekTuBHE il BUKOHAHHS MiaHiCTaMH, K B HAIIiK KpaiHi, Tak 1 B KuTai.

Karouosi ciaoBa: sxanp, pomantusMm, Po6ept Illyman, nepmie iHTepMero, apamaTypris, JEHTKOMIUICKC, JEHTPUTMIUYHA
OJIMHUIIA, JISWTIHTOHALIiS.

Jy flo couckamenv kagedpvl meopuu my3viku u komnosuyuu Ooecckou HayuoHANbHOU MY3bIKATLHOU aKademuu umeHu
A. B. Hedxcoanosoti

ITepBoe naTepmeno B ucropun myssixkn: P. lllyman, op. 4, Nel.

Leab craTbu — BBISIBUTH IEPBBI 00paser )aHpa MHTEPMEIIO KaK CaMOCTOSTEJIHHOTO NMPOM3BEACHHS B TBOPYECTBE
Pobepra Illymana. PaccmoTpeTh, cHCTEMAaTH3HPOBAaTh M MPOAHAIM3HUPOBATE OCOOCHHOCTH B3aMMOJEHCTBHS COAEPIKATEIBHBIX
KoMnoHeHTOB B MHTepmenio op. 4 Nel kommo3uTopa W clenaTh BBIBOIBI O CBOEOOpa3WM HMX COOTHOIICHWH B ITaHHOM
npousBencHnH. Ha marepuane aHanm3a TeMaTW3Ma, TOHAJIBHOTO IUIAHA, (POPMBI NMEPBOrO B HCTOPHU MY3BIKH HMHTEPMELIO y
[ITymana mpeayioXuTh BEIABUTH €T0 OCOOCHHOCTH. BO3HMKIA Takxke HEOOXOIMMOCThH ITOKA3aTh MEPCIEKTHBHOCTH HCIIOMHEHUS
uaTepMentio op. 4 Nel, T.K. B y4eOHOH M KOHIIEPTHON MpPaKTHUKE B HAIICH CTpaHE HCIOIHSIIOTCS BHIOOPOYHO JIUIIb OTICIHHBIC
MPOM3BEACHUSI M3 3TOTO IMKJIA, TO Xe mpoucxoguT u B Kurtae. MeTonos10rusi ¢TaTbM — NPUMEHEHBI METOIBI HCTOPHKO-
KYJIbTYPOJIOTHYECKOTO, TEOPETUYECKOT0 U IKAHPOBO-CTWJIEBOI'O aHajiM3a, 4YTO TMO3BOJIMJIO OCBETHUTH CBOoeoOpasue U
HEMOBTOPUMOCTH KaHpoBoro MeiuieHus: Pobepra IllymaHa OTHOCHTENBHO TOSIBJICHHS JKaHPa MHTEPMELIIO B €r0 TBOPYECKOI
WHAWBUAYAaJIbHOCTU U B KOHTEKCTE ):LanLHeﬁmero HCCIICAOBAaHNA Pa3BUTHUA KaHPOBBIX 0COOCHHOCTEM HHTEPpMENIO. Hay'maﬂ
HOBH3HA CTaTbM 3aKJIIOYAaeTCs B TOM, YTO pacKpblBaeTcs B IIOJIHOH Mepe orHomieHue PobOepra lllymana Kk OTKpBITHIO
CaMOCTOSATENIFHOT'O JKaHpa — MHTEPMEIIIl0, HAIOJIHEHHOTO KOMIIO3UTOPOM NPHHLIMNIHAILHOW HOBH3HOM, MPOUCXOJAIIEH U3 ero
MOHMMAaHHS TaKOTO >KaHpa W BOCIPOM3BOAAIIECIO €0 POMAHTHYECKHM CTHJIEM TOTO BPEMEHH M OOHOBJIEHHOW (oprenmaHHON
TEeXHUKOH. Mcxonms M3 >KaHPOBOrO aHalM3a MHTEPMENIO, BHIBEJCHA M IMOATBEPXKAEHAa coOuparenbHas (OPMYIHPOBKA 3TOTO
MOHATHS Ha 3Talle €ro OTKPBITHA M poMaHTH3Ma. BbiBoabl. JKanposeie oTkpeitust Pobepra Illymana m ocoOeHHOCTH ero
MBIIIJICHUS HalpaBJIeHbl AaJeKo B Oymymee. ITO OTHOCHUTCS U K JKaHPY MHTEPMELII0, OCHOBOIIOJIOXHUKOM KOTOPOTO SIBIISICTCS
PoGepr Illyman, BmepBele cO37aB TPOM3BEICHWE C JAHHBIM Ha3BaHMEM. Y HErO JK€ HHTEPMENIO0 CTAHOBUTCS Kak
CaMOCTOSATEILHBIM NPON3BEACHHEM, TaK M YacThiO IUKJIA ((hOPTENHaHHOTO KOHIEpPTa). B manpHeimieM >kaHp MHTEPMEIO CTal
qpe3BbIHaﬁHO NonyJIApHBIM, KaK CaMOCTOATCJ/IbHAA IbECAa, TaK U KaK 4YaCTh HUKIMYCCKOTO MMPOU3BECACHUA: B COHATaX, KOHIEPTAX,
MUKJIaX Pa3IHYHBIX MbEC, Kyaa BTopraetcs W uHTepmenio. Y Illymana sxanp MHTepMmenio mproOpeTaeT sipkoe BHYTPEHHEE
coJlepyKaHUe, HACBIIEHHOE CEPhE3HBIM ApaMaTyprudecKUM pa3BUTHEM, CTONb Pa3HOOOPa3HO HCIOJB3YEeMOTr0 KOMIIO3UTOPOM.
Ilyman kak ObI 3auail 3TOT KaHpP U, BMECTE C TeM, OyATO MOABEN WTOT Pa3BHTHIO JAHHOTO JKaHpa B PaHHHN MEPHOJA UCTOPUH
poMaHTU3Ma, IMoKasaJl €ro MHANBUAYaJIbHBIC OCO6CHHOCTI/I " COCPECAOTOUYCHHOCTD Ha BHyTpeHHeﬁ CHCLII/I(bI/IKe COACPIKATCIIbHOCTHU
u nuanmsMa. lllymaH coBMenaeT K1acCH4ecKoe MpOoIuIoe U COBpeMeHHoe Oysyiee, BOOpaB OCHOBBI MBIIUICHHSI POMAHTH3MA H
BO MHOTOM HPEIBOCXHUTHB OyayIiee My3bIKaIbHOTO si3bIka XX cronerus. MaTepmeno [llymana nepcrieKTUBHBI JUTS UCTIOTHEHHS,
Kak B Hallled cTpaHe, Tak u B Kurae.

KnaloueBble cioBa: sxaHp, pomaHtusMm, PoGepr Illyman, mepBoe WHTEpMEIO, IpamaTyprus, JEHTKOMILIEKC,
JMEUTPUTMHUYECKas eAMHNIA, JICHTHHTOHAIIHS.

Relevance of the research topic. The works of Robert Schumann are one of the most
interesting and significant phenomena in the German musical culture of the XIX century.
Along with the works of such geniuses as G. Heine, young R. Wagner, F. Mendelssohn, R.
Schumann’s works reflected the artistic upsurge and social shifts, the process of formation of
professional musical culture in Germany; the emergence of many new genres and their
combinations in cycles.

Robert Schumann is a representative of early Romanticism: composer, publicist,
thinker, public figure ... Schumann’s reputation in the circle of musicians-contemporaries
was very high.

The peculiar fate of the creative heritage of Robert Schumann. Even during the
lifetime of the composer (1810-1856), a public opinion was inclined to appraise him as the

most original musician and composer of post-Beethoven era, but the works of the last period
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remained unappreciated for a long time (although Clara Wieck played a huge role in

propaganda of his creations).

An attitude towards the early works of Robert Schumann, to his genre searches,
including an intermezzo genre is quite different. Schumann belongs to the number of artists
whose concepts and embodiment in the musical work reached a high degree of unity and
integrity.

We will dwell on Intermezzo as an independent genre in the works of Schumann,
invented and introduced by him into compositional practice. Six pieces under the common
name Intermezzo (Intermezzi op.4, 1832) were dedicated to I. Kalliwoda, a Czech composer,
violinist and conductor. This is one of the most talented works of young Schumann (which is
not even mentioned in the list of his works).

In comparison with the “Butterflies” (“Papillons”), completed in the previous year
(1831), thematic material of intermezzo became more peculiar, characteristic; it lacks music
that does not have a vivid imagery.

“Intermezzo” op. 4 is one of the first works, where the composer, quite clearly uses the
composing technique, used later in the “Davidsbundlertanze”. If you pay attention to the
independence of the themes of the plays of “Intermezzo”, then a unifying function of the
intonational leit-complex becomes particularly significant here.

The purpose of the article is to reveal the first sample of an intermezzo genre as an
independent work in the creative works of Robert Schumann. To consider, systematize and
analyze the features of the interaction of content components in Intermezzo op. 4 Nel of the
composer and to draw conclusions about the unique nature of their ratio in this work. On the
material of the analysis of thematism, tonal plan, the form of the first ever in the history of
music intermezzo by Schumann to suggest to reveal its features.

There was also a need to show the prospects for the performance of intermezzo op. 4
Nel, as in the educational and concert practice in our country only some works from this
cycle are performed selectively, as it is in China as well.

Statement of the main material. In the era of Romanticism, many new genres
appeared, and the “old” ones, historically developed, were updated, sometimes a
fundamentally new content was introduced in them. A new piano genre in the work of

Robert Schumann appeared — it was intermezzo.
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We will consider the first in the history of music piano Intermezzo of Robert

Schumann in terms of his dramaturgy and the form of its embodiment.

Perhaps the words of G.L. Golovinsky are the most suitable for Schumann’s
“Intermezzo”: “Schumann’s method ... is more accurately defined as the “growth” of the
original leit-intonation to a theme, each time different, but not as variations on a theme” [1,
50]. However, in our opinion, it is more convenient to use the term
“agrowth”, if it is a question of adding to the initial construction of the theme and “completion
of growing”, if the completion of the theme is being transformed.

The first Intermezzo opens the suite cycle op. 4. Naturally, it is the basis for the whole
cycle, and an important role is played by the peculiarities of the content and structure of
Intermezzo itself.

The most important value of the three introductory bars containing leit-intonation of
the entire cycle is a downward small second, and also a leit-rhythmic unit (syncopation
sixteenth-eighth). In general, they make up a leit-complex.

The main theme of the play of this Intermezzo can be considered the ancestor of a
whole range of Schumann’s images, expressing passionate, but at the same time, somewhat
gloomy energy. The theme, extremely concise and saturated, immediately captures attention
with a sharp intonational turn (a variant of the leitmotif of singing) - a small ninth,
emphasized by a dynamic accent. With such a sharpness and conciseness of the theme, its
polyphonic development in the form stratta imitations, clearly imitating each other, typical
for Schumann, becomes quite natural: in tonic, second, fourth; with a constant time distance
of one cycle.

Shumann sometimes transforms typical “Bach’s” singing into an upward small ninth -
a downward small second (as in principle and upward second), i.e. a second movement is
transformed, expanding to a ninth. Nevertheless, singing becomes one of the main leitmotifs
of the entire Intermezzo cycle.

We should also pay attention to the composer’s note to Intermezzo: “Allegro quasi
maestoso”, which can be translated as follows: “Quickly and as if solemnly”. This is a very
specific note, rarely used by the composers.

Schumann interestingly solves a complex three-part form, in which Intermezzo is

written. The first part of Intermezzo is then repeated - an exact reprise. Only the second six-
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bar of the main theme (bars 9-14) is withdrawn from the reprise and transferred to the code,

turning it as if into a continuation of the reprise section.

This part of Intermezzo was created in a non-normative three-part reprise form, with
advanced development and dynamic reprise.

An introduction performs a leitmotif, leit-rhythmic, formative, meaningful role in the
whole work. An introductory party (IP) is very bright - these are two links of the sequence,
consisting in its turn of two second downward-upward replicas, characterized by initial
instability with further resolution. In the first link, the upper voice of the chords is d-cis, a-
gis; the lower voice of the octaves is gis - a, dis - e. The theme of an introduction begins with
D6 / 5, resoluted in the tonic; then DD6 / 5 in the dominant. Everything is unstable-stable
and sounds FF. The second link of the sequence simply repeats the first one, confirming it.

After a three-cycle introduction (FF), the main theme, created in the form of a non-
normative period, which is sufficiently revealing for Schumann (which signifies the hidden
programme features of the work) sounds. It consists of two rarely encountered so contrasting
sections: a (5 and % bar) + in (6 and % bar), also assuming the intonations of an introductory
part (it also contains leit-intonation and leitharmony of the entire Intermezzo cycle).

The first phrase is very vivid - it is a four-part canon, where each introduction of the
theme begins with a leap in a ninth with its further progressive conjunct filling, which is
marked by f and sf. An introduction of the themes in the canon is of a ladder type: goes from
downwards to upwards, from the sounds cis-cis-cis-fis, with a tonal content fis-moll-A-dur;
proposta lasts one bar.

The second phrase (from FF) is no less vivid, but completely different. It is built on an
upward scale-like movement over the sounds of A-dur scale, directed each time from p to FF
and covering a wide range of piano keyboard (from a counter octave to a third). After the
canon of the first phrase, the parallel octave-chord movement sounds particularly bright and
contrasting.

A scheme of the structure of the main theme of Intermezzo No. 1:

A B

5 and % bar 6 and 3/4 bar

fis-moll — A-dur — perfect cadence A-dur — perfect cadence
Texture is imitational— canon octave movement




Thus, uncommon thematic material and its conjugation are explained by the fact that
after the perfect cadence at the beginning of the sixth bar, the composer offers a
fundamentally different content and textual material: an upward chord movement with
repetitions in higher octaves. The first part is repeated twice with a repetition sign, as in the
classical parts of the sections of sonatas, minuets, scherzos, etc. (In Intermezzo by
Schumann, there are frequent repetitions of various separate parts-periods).

The compositional core of “Intermezzo” is less than in the “Davidsbundlertanze”,
dissolved in the themes of the plays. More fully preserving the original appearance, it is quite
independent and autonomous, appears as a leitmotif, “as a kind of intrusive idea that does not
leave the “hero” of the work throughout the cycle” [5, 43].

Most often this leitmotif (an element of the theme) appears at the moments of dramatic
tension, often completing the pre-climax intensification. Such an expressive function of the
leit-basis of the first intermezzo is defined at the very beginning of the work.

The middle of Intermezzo is also interesting: with a sharp change in the dynamics of p,
it is the development (fis-moll) of trichord from the main theme against the background of a
calmly moving bass (4 bars), then the downward movement, which is singled out of it (with
a double rhythmic diminution to the sixteenth with two points - thirty-second) against the
background of a new bright motif of a “call” with a fourth leap (1 bar); which goes into a
“call” of the initial motif of the main part, i.e. then is built on the most important theme
(again, an imitative statement - bars 21-25 - from the initial seventh, ninth, seventh); and a
return, as a frame of the theme of introduction, to which the composer attaches great
importance (in a new rhythmic form and complementary texture - bars 25-28).

Again, the theme of the main part sounds in imitation, against the background of
continued sounds in bass. And then in the melody there is a new version of intonations from
the introductory part: slowly stated chromatic seconds in three sequences (bars 28-33). The
next section is associated with the simultaneous development — a counterpoint — of the
themes of the main and introductory parts sounding on the dynamics ff (bars 33-34).

The return of a slightly modified introduction in the main key (bars 33-35) begins the
reprise of the first part of Intermezzo. After that, the first phrase of the main part sounds

precisely (thus, it is reduced by the second phrase).
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The middle part of the play (Alternativo - this is the name the composer constantly

uses for the middle parts of Intermezzo) somewhat surprises by the paradoxical contrast:
with the concentrated masculinity there is a light-weight dancing movement, and then,
suddenly, as if in a new “mask”, a variant of the main theme in A-dur (parallel key) sounds
quite cheerfully and naturally.

Alternativo begins with two bars of introduction with “new” fourth calls, which give
an intonational impulse to the content of the middle part.

And only then it sounds itself - Piu vivo (pp) - a genre-like scherzo. Everything is built
on the fourth calls in two voices and singing in the lower - in D-dur (submediant). There is
an amazing synthesis of the theme of the middle with the theme of the main part of the first
part, or rather, their constant alternation (c + a 1).

The middle of Intermezzo (Alternativo) is again built in a complex three-part reprise
form with a development inside. The composer cannot give up the image of the main part -
bearing a dramatic, tense beginning in the play and built on the seconds of the introductory
part, which actively appears in the development of the middle part.

The scheme of the structure of the middle part of Intermezzo Nel.

IP C Cl Development | Cl

2 8 9 7 9
ctal |c+a2 |MP/IPIP C+a?2
4+4 4+5 3+2+2 4+5
D-dur FF pp

Reprise of Intermezzo returns the main images — of the introductory and main parts in
the full volume of the first period. This is how the first ever intermezzo - op. 4 No.1 by
Robert Schumann, filled with dramatic tension and scherzosity, ended.

“One clownish intermezzo is chasing me day and night”, Schumann writes in his diary
on July 22, 1832. And then he continues: “clownish intermezzo is, in fact, a cry from the
depths of the soul. It is highlighted by us — L. D.” [citation: 2, 351]. This statement is most
likely related to the first play, where Schumann’s “counterpoint” of life was clearly
expressed as a “cry from the depths of the soul”: a combination of fervent emotional

aspiration alongside a mischievous mockery and joke.
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It is known that when in the basis of Schumann’s melodies there is some “acutely

expressive” turn (in this case in the introductory and in the main part), the further course of
the melodic line is often based on frequent repetition, displacement or variation of the
original thought, which deepens its perception. A rondal component is also added to the play,
which is performed, as here, with a recurring introductory part and the initial motif of the
main one.

Let us recall that, for example, the theme of Romance from “Vienna Carnival”
develops this way; the theme of the play “Why?” from “Fantastic Pieces”, op. 12; the second
theme from the third part of Robert Schumann’s “Fantasia”. The theme from Intermezzo op.
4 No. 1 is of the same type, where frequent repetition of the initial expressive turn is framed
in the form of imitative constructions, which is typical for Schumann’s creative thinking [2,
p. 428], then conducting in different keys, singling out of different elements from the theme,
which turns out to be the main bearer of the most important image for the work.

As in all early cycles, the Intermezzo themes are extremely laconic, they are more
often compared among themselves; they are as if “threaded” one on the other and, thus they
internally develop.

This Intermezzo is one of the first genre works by Robert Schumann, where the
composer fairly clear uses the compositional technique, applied in the “Davidsbundlertanze”.
And if we take into account the greater independence of the earlier plays of Intermezzo in the
cycle op. 4, the unifying function of the intonational leit-complex becomes especially
significant. There are also other traits characteristic of the style of the piano cycles of
Schumann: a hidden plot program, which can be judged not only by the nature of music, its
genre, but also by the statements of the composer; peculiar framing, tendency to succession
of the parts without a break (attacca).

The texture of Schumann’s works, including intermezzo, is quite specific and
individual. The cycle of the early period of Robert Schumann’s works - Intermezzo op. 4 —is
literally permeated with polyphonic texture, imitations, canons, etc., which play an important
role in the works (expositional, medial, developing, reprise).

Schumann believed that in theory he was a schoolboy, although he had already
possessed some solid baggage in composing practice: Variations on a theme Abegg,

“Butterflies”, First book note of Etudes after N. Paganini’s Caprices, Intermezzo,



9
Impromptus on a Theme by Clara Wieck, Symphony g-moll, three variational cycles - on a

theme from Allegretto of the Seventh Symphony by L. van Beethoven, on a theme of R.
Schubert and nocturne of F. Chopin.

Later Robert Schumann criticized his early works very harshly and he “completed
many of them to the end”. Nevertheless, he did not touch “Butterflies”, Intermezzo op. 4,
Impromptus op. 5 - this is, undoubtedly, “the beginning of real Schumann, of the work of a
brilliant and original master” [2, 138]. We would say more precisely: these are the works of
true Schumann, a highly professional composer.

Thus, in the 30-s of the XIX century the composing genius of Schumann was revealed
in its entirety. His best piano pieces appear: “Butterflies”, Intermezzo, “Carnival”, sonatas,
“Symphonic Etudes”, Fantasia, “Kreisleriana”, etc.

Let us turn to the principles of performance of “Intermezzo™. The performer, striving
for an integral interpretation of the whole cycle, must realize the intonational connections-
arches. Schumann in “Intermezzo” somewhat facilitates this task to the performer by means
of various marks: these are short leagues, sf, signs of acute accent and others. In this way he
carefully distinguishes the beginning of the leit-complex. Moreover, sometimes the
intonational grain of the cycle is placed, for example, on the crest of the culminating
dynamic wave, which makes it simply impossible not to emphasize it.

And yet the performer-interpreter still has a lot of analytical work, as the fabric of the
composition is polyphonic, dense, multi-sound, and the manifestations of the leit-basis are
not always elementary. For example, in b. 24-27, the First Intermezzo variant of a thematic
element (an introduction that is generally underestimated in this play) is usually not listened
to the end and “drowns” in diminuendo. Although Schumann prescribes acute accents and
crescendo, interrupted by sudden piano.

The composer does not realize leit-intonation of the cycle, which is reflected on his
vision of the whole, because in this case the plays are unnecessarily separated from each
other; Schumann’s directions of attacca in transitions from one Intermezzo to another are
ignored, the connecting threads between the parts are torn.

The intonation V-VI-V, which appeared at the beginning of the main section Allegro
quasi maestoso No. 1 (leaping move to a ninth, and a return to a second) plays a certain role

in securing the plays of the Intermezzo cycle.
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In the free version of the main leit-complex (with b. 43): the same cis-d-cis

intonation, as in the first cell “motto” prevails; a little later, in the scale-like movement, there
are also the sounds of a-gis of the second cell of the introduction; the dotted rhythm is also
borrowed from the initial impulse.

And yet this kind of thematic core is quite original and independent - first of all due to
the appearance of a wider melodic line and a change of mode interpretation: fis-moll instead
of A-dur.

The beginning of Ne 1 “Intermezzo” has common features with the gloomy-tense
worried images of “Kreisleriana”, although it is more gloomy and ominous.

D. Zhitomirsky fairly writes about this theme as about “the ancestor of a whole large circle
of Schumann’s images expressing a passionate and somewhat gloomy energy” [2, 350].

Probably the creation of these mentioned works was provoked by a creative impulse of
some common and very close internal motivations, which ultimately determined their
Kinship [5, 45]. Let us recall those lofty dreams that Shumann had before the writing of the
cycle “Intermezzo”. (Let us pay attention to one of the diary entries of the composer of 1831:
“I want to change, I swear to you in this - give me only one person, the only one to whom |
can give my heart - my beloved, my beloved, give me a woman’s heart - a woman's heart!”
[citation: 7, 45]. Let us also recall that the composition was originally dedicated to still very
young Clara Wieck ... [2, 351].

In our “Intermezzo” the lyrical expression of the play is concentrated in the initial
intonation of the VI-V degrees of the scale. It should be noted that in the “Bridal book”
(Brautbuch [8]), dedicated to Clara, there is an outline of the beginning of this “Intermezzo”,
dated October 1839 and representing a harmoniously and melodically enriched version of the
theme of the play.

The letter relating to the above outline contains an important remark: “What I wrote
above is a kind of insight. Harmony pursued me all day” [ibid]. H. K6hler writes on this
subject: “This can be understood as looking back at the Leipzig times of 1832, the time of
internal imbalance, the formation, when the early inclination to Clara which consumed him
(Schumann — L.D.), then 13-year-old child, seemed as if a liberating glance into the far
distance. In this case, “Intermezzo” is perceived as an autopsychologically oriented work”

[ibid].



11
The first intermezzo and the whole cycle are in a certain variant-variational ratio and

are interconnected by leit-intonations, leitmotifs, leit-harmony, leit-rhythm, leit-themes, leit-
Images.

Conclusions. The genre discoveries of Robert Schumann and the features of his
thinking are directed far into the future. This is also applied to the genre of intermezzo,
whose founder is Robert Schumann, first creating a work under this name. His intermezzo
becomes both an independent work and a part of the cycle (piano concerto). In the future, an
intermezzo genre became extremely popular, both as an independent play and as a part of the
cyclical work: in sonatas, concerts, cycles of various plays, where intermezzo also invades.

In works of Schumann, an Intermezzo genre acquires a vivid inner content, saturated
with serious dramatic development, so diversely used by the composer. Schumann, as if,
conceived this genre and, at the same time, as if summed up the development of this genre in
the early period of the history of Romanticism, showed his individual characteristics and
focus on the internal specifics of content and pianism. Schumann combines the classical past
and the modern future, incorporating the foundations of the thinking of Romanticism and in
many ways anticipated the future of the musical language of the XX century. Intermezzo of

Schumann is promising for performance both in our country and in China.

REFERENCES

1. Golovinskiy G. (1990) Robert Schumann and Russian music of the 19-th century. Sovetskaya
muzyika, 3, P. 46-54 [in Russian].
2. Zhitomirskiy D. (1964) Robert Schumann. Essays on life and creativity. Moscow: Muzyika [in

Russian].

3. Lu Do (2016) Leitmotivism of the cycle «Intermezzo» op. 4 Robert Schumann. Music art and
culture, 23, Odessa: Drukarskiy dim, P. 369-379. [in Russian].

4. Lu Do (2017) To understand the whole: intertermezzo, internudiyya, intmededy. International
Journal: Culturology. Philosophy. Musicology, 1 (8), Kyiv: Milenium, P. 206-211 [in Ukrainian].

5. Merkulov A. (1991) Syuitnye piano cycles of Schumann. Questions of integrity of composition and
interpretation. Moscow: Muzyika [in Russian].

6. Miroshnichenko S. (2015) Genesis of intermezzo genre. Godishn'ak uchitel'chkog fakul'teta u

Vran'u. Vran'ye [in Russian].

7. Shuman R. (1970) Letters (1817-1840). Vol. 1. (A. A. Steinberg, Trans. Ed. translation and
translation of a part of letters by N. A. Temcina. Comp., intr. article, comm. D. V. Zhitomirsky).
Moscow: Muzyika [in Russian].

8. Kohler H. (1977) Nachword in Schumenn R. Intermezzi op. 4 fur Klavier. Urtextausgabe. Leipzig
[in German].

Date of submission: 29.11.2017



