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ABSTRACT 

This study has attempted to observe and understand the 

reorchestrations of the four Robert Schumann symphonies 

through the analysis of revisions found in the edited scores 

of several eminent conductors. To provide a faithful and 

effective performance of Schumann's orchestral conception, 

the conductor may find it necessary to alter certain features 

in his scores. Conductors have complained that Schumann's 

symphonies are ineffectual in many passages. This is the 

reason they are less frequently performed than they deserve. 

Four performance editions of the complete Schumann 

symphonies were chosen to form the basis for this study. They 

are: 

Gustav Mahler 

Arturo Toscanini 

George Szell 

Felix Weingartner 

The revisions of other conductors were incorporated as 

available and appropriate. These include: 

Fritz Reiner 

Bruno Walter 

Wilhelm Furtwangler 

Georg Solti 



Joseph Kei1berth 

Gotthold Lessing 

Willem Mengelberg 

Eugene Ormandy 

Hans Pfitzner 

Theodore Thomas 

Max Reger 

Fritz Busch 
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The study of Schumann's orchestration involved the 

investigation of his development as an orchestral composer, 

including the influence of the piano on his scoring and his 

understanding of the orchestra. The state of the orchestra 

in Schumann's time and his development as an orchestral 

composer were also studied in order to better understand his 

technique in terms of his orchestral experience. 

The study of the revisions reveals that Schumann's 

scoring was less successful than many other composers in 

providing an orchestration which supports and clarifies the 

structural logic of the composition. It thus becomes the 

conductor's responsibility to assume the role of editor to 

provide a faithful performance of the work. 

Analysis of the reorchestrations reveals changes 

concerning dynamic balance, clarity, timbre and style, as well 

as manner of performance. This study has attempted to provide 

vital information about the performing editions and the 
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aesthetic effect achieved through alteration of the original 

Schumann scores. 
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Chapter I Introduction 
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INTRODUCTION 

For nearly 150 years professional critics, composers, 

orchestral instrumentalists and conductors have criticized 

the relative merits and faults in the orchestration of 

Schumann's symphonies. Disagreements have not been limited 

to the views of musicologists and professional critics but 

have spread to the musicians who are concerned with the 

preparation and actual performance of these works: namely, 

orchestral instrumentalists and, above all, conductors. 

Composers such as Glazounov, Tchaikovsky, and Mahler have 

provided critical commentary on the problems in Schumann's 

scoring. They were drawn to the works by their admiration for 

th~ beauty and originality of Schumann's symphonies but have 

been unforgiving in their criticism of his orchestral 

technique. Tchaikovsky, who called Schumann "the most 

remarkable symphonist of the German School since Beethoven", 

also stated that: 

As an orchestrator, Schumann not only stands beneath such 
masters of the art as Berlioz, Wagner, Mendelssohn, and 
Meyerbeer, but does not compare with many second-rate 
composers who draw their highest inspiration from him.' 

Researchers have found unpublished material preserved in 

the archives of the Tchaikovsky Museum that indicates he 

Tchaikovsky, Modest., Life and Letters of Peter Ilyich 
Tchaikovsky, trans. Rosa Newmarch (London: J. Lane, 
1906), p. 82. 
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wanted to reorchestrate all four symphonies of Schumann. 

There are indications that Glazounov completed retouchings of 

the four symphonies; however, these have neve~ been found. z 

Extensive and detailed revisions of Schumann's scoring were 

made by Mahler and published in 1977. 

Conductors who have reorchestrated all of the Schumann 

symphonies include Weingartner, Szell, Toscanini, Ormandy and 

Mahler. Additional versions of various symphonies include 

those of Reiner, Keilberth, Fritz Busch, Hans Pfitzner, von 

Bulow, Bruno Walter, Furtwangler, Lessing, Mengelberg, Max 

Reger and Theodore Thomas. Even von Karajan, who claimed to 

have used the original scoring, developed versions which, as 

he stated, "remove the crudities in the orchestra that are 

detrimental to a meaningful interpretation. ,,3 He further 

stated that "if Schumann's scores were played without 

rebalancing, they would sound very muddy. ,,4 

The purpose of this study is not to attempt to justify 

a conductor's right to make revisions of masterworks, but 

rather to compare the reorchestrations and evaluate their 

aesthetic effect. In doing so, the following will be 

2 Personal letters of Tchaikovsky indicate his desire to 
reorchestrate the symphonies of Schumann. Gabriel Ia. 
Yudeen suggests Glazounov completed revisions of the 
Schumann' symphonies. 

3. Gavoty, Bernard, Herbert von Karaian (Geneva: Rene 
Kister, 1956), p. 27. 

4 Ibid. 
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discussed: 

1. Schumann's orchestral experience: the influence of 

the piano on his scoring, his understanding of 

orchestration, the orchestra of Schumann's time and 

his study of scoring. 

2. Comparison of scoring changes: the editions, 

scoring and form and responsibilities of the 

conductor. 

3. Analysis of solutions to the scoring pr0Llems. 

Since all aspects of this problem are focused on the 

Schumann symphonies, this study will examine primary sources 

suc.h as the published scores of the four symphonies: 

Symphony No. 1., Op. 38, in Bb Major (spring Symphony) 

SYmphony No. 2, Op. 61, in C Major 

SYmphony No. 3, Op. 97, in Eb Major (Rhenish Symphony) 

SYmphony No. 4, Op. 120, in D Minor 

The 1841 version of S:ymphony No. 4 and the revised and 

annotated scores which were used by eminent conductors will 

also be examined. The Mahler, Weingartner, Szell, and 

Toscanini editions will form the basis for the comparison, 

while excerpts from the editions of many of the previously 

named conductors will be included as appropriate. 
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Chapter II Schumann's Orchestral Experience 

A. The Influence of the Piano on Schumann's scoring 

B. Schumann's Understanding of Orchestration 

C. The Orchestra in Schumann's Time 

D. Schumann's Development as an Orchestral Composer 
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SCHUMANN'S ORCHESTRAL EXPERIENCE 

The quality of Schumann's orchestration is a complex 

question. Most conductors agree that Schumann's exceptional 

compositional ability is not equalled by his technique of 

orchestration. Schumann's first experiences in intellectual 

life were literary rather than musical. His father, who was 

a book seller and also translated works by Byron and Scott 

into German, intended to train him for literature, art or 

science. However, the recommendation of a music teacher who 

recognized Schumann's creative talents prompted him to prepare 

his son for a professional career in music. He even 

communicated with Carl Maria von Weber to ask him to accept 

his son as a pupil. It is not known why this was never 

realized. Schumann had the opportunity to study theoretical 

areas in addition to piano with Frederich Wieck but could not 

discipline himself to work diligently in both areas. Although 

he was an accompli::hed pianist, his impatience with syste:uatic 

theoretical study is revealed throughout his letters. 

The Influence of the Piano on Schumann's Scoring 

There are numerous references in the Schumann literature 

to the relationship between his pianistic orientation and his 

orchestral achievements. In the 1904 forward to the Berlioz 

Treatise on Instrumentaion, Strauss wrote that Schumann's 
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orchestral works were completely dominated by the spirit of 

the piano and that this was "unfortunately, not always to the 

composer's advantage or to the listener's enjoyment".5 

Schoenberg expressed a similar opinion in a letter of 1910 

which stated that there are some "composers who can only think 

in terms of a single instrument. Robert Schumann is a typical 

example. ,,6 The same year, Busoni wrote that "most of 

Schumann's orchestral works sound like arrangements from the 

piano. Similar opinions have also been entertained by 

recent writers such as Mosco Carner, Jon Finson, and Gerald 

Abraham who stated that Schumann "was hardly ever able to 

think directly in terms of the orchestra. ,,8 Those who believe 

the piano may have had some influence on his orchestration 

point out the persistence of a single tone color in his 

orchestral works. The cause of this constant color lies in 

the excessive doublings and the continuous use of particular 

5 Berlioz, Hector, Treatise on Instrumentation, ed. 
Richard Strauss, trans. Theordore Funt (New York: Kalmus, 
1948), Foreward, ii. 

6 stein, Erwin, ed., Arnold Schoenberg Letters, trans. 
Eithne Wilkins and Ernst Kaiser (London: Faber and Faber, 
1964), p. 23. 

7 Busoni, Ferruccio, The Essence of Music and other 
Papers, trans. Rosamond Ley (London: Rockliff Publishing 
Corp., 1937), p. 88. 

8 Abraham, Gerald, "Robert Schumann" in Grove's 
Dictionary of Music and Musicians, ~1. Eric Blom, vol. 
7 (New York: st. Martin's Press, Inc., 1959), p. 625. 
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instruments or instrumental groups. Robert Marsh found that 

the worst sections of a Schumann orchestral work "make 

pianistic sense when performed on the keyboard.,,9 

Schumann's Understanding of Orchestration 

Robert Schumann was intrigued by the prospect of the 

unlimited possibilities of form and sound provided by the 

orchestra. His imagination was stimulated by larger types of 

instrumental works such as the syn\phonies of Beethoven or 

Schubert. Schumann, however, began his professional training 

as a musician quite late and did not bave ~he advantage of 

growing up in permanent contact with vocal and orchestral 

ensembles as did his predecessors Mozart, Beethoven, Weber, 

Schubert and Hendelssohn.'o 

After only ten years of formal training and limited 

orchestral experience, Schumann longed to write a monumental 

instrumental work such as a symphony. The urgency of his 

desire is reflected in ~ letter which he wrote to his teacher 

of composition, Heinrich Dorn, dated 14 April 1839: 

Sometimes I would like to smash my piano, it has become 
too narrow for my thoughts. It is true that I still have 
so little experience of the orchestra, but I hope to 

9 Marsh, Robert C., "The Sound and Sentiment of Robert 
Schumann," High Fidelity, II (May 1961), p. 52. 

'0 Gal, Hans, Schumann Orchestral Music (London: British 
Broadcasting corporation, 1979), pp. 7-8, 12. 
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arrive at this in due course. • .11 

The final inspiration to fully realize his symphonic 

dream came a few months later when he heard the Great Symphony 

in C Major by Franz Schubert. He wrote of this experience to 

his fiancee, Clara Wieck, on 11 December 1839: 

Clara, today I was in seventh heaven. There was a 
rehearsal of a symphony by Franz Schubert. If only you 
had been present! It is indescribable, the instruments 
are men's and angel's voices, and everything is so full 
of life and spirit, and an orchestration defying 
Beethoven - and that length, that heavenly length! Like 
a novel in four volumes, longer than the Choral Symphony. 
I was utterly happy, and I would have wished for nothing 
but that I should be able to write such a symphony 

12 myself. . • 

Al though Schumann had worked at orchestral composition as 

early as 1832, the exhilaration and stimulation he found in 

this rehearsal of the Schubert inspirec. him to actively pursue 

the creation of oa complete symphonic work. 

Schumann's early symphonic works were scored relatively 

clearly and colorfully even though he had to revise them 

numerous times. These early works were written between 1841 

and 1845 and included Symphony No. 1. Op. 38, the first 

version of Symphony No.4, Op. 120, Overture, Scherzo and 

Finale, the piano concerto, Paradise and the Peri, and the 

beginning of Scenes from Faust which eventually consisted of 

an overture and three parts by 0 1853 . 

11 

12 

Ibid., p.12. 

Ibid., pp. 12-13. 

During this period 
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Schumann was fortunate enough to be located in Leipzig where 

he could observe the Gewandhaus Orchestra under the direction 

of Mendelssohn. The works of 1846-1850 include the Symphony 

No.2. Ope 61 as well as the Adventlied (Ruckert), Manfred 

Overture, his only opera Genoveva, the Concertstuck for four 

horns and orchestra and the Concerts tuck for piano and 

orchestra. His last and very active years as an orchestral 

composer (1851-1853) took place in Dusseldorf and show him 

scoring much more thickly and less effectively. Brian 

Schlotel wrote of Symphony No.3, "The Rhenish Symphony shows 

Schumann still at the height of his powers in everything 

except the orchestration, which is now becoming thick and 

unhelpful to the music."B 

The apparent loss of Schumann's growth in the area of 

orchestration is addressed by Brian Schlotel. "Most composers 

gain in orchestral mastery as their experience of writing 

works and hearing them played increases, but with Schumann the 

opposite is the case. ,,14 There has been a great deal of 

speculation by Schumann scholars regarding the possible reason 

for the increased thickness of his orchestration. Many feel 

his deteriorating mental condition was the cause while others 

speculate that the difficult situations he experienced with 

13 Walker, Alan, ed., Robert Schumann, The Man and His 
Music (London: Barrie and Jenkins Ltd., 1972), p. 297. 

14 Ibid., p. 314. 
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the Dusseldorf Orchestra may have contributed directly to his 

scoring. Diary entries by Robert and Clara Schumann speak of 

increasing numbers of absentees at rehearsal, insubordination 

amongst players, and opposition from committee members. 

Temperamentally, Schumann was unable to cope with these 

problems. 15 Brian Schlotel observed that these later works 

were: 

••• safe to play, if there were absentees, or if the 
conductor was not fully controlling the proceedings. 
When a player missed his entry for an important melody, 
for instance, there were usually others playing the same 
theme and the performance would continue. 16 

The negative result of such over-generous doublings is 

that phrases and sections of a work lack expressive 

individuality. 

An example of increased doubling in later works can be 

seen in the fourth movement of Symphony No.4, measures 815-

818. The original version of 1841 uses only a clarinet solo 

on the melodic line in bars 815-816. The version of 1851 uses 

two clarinets, two bassoons and ths violas. The first violins 

also outline support of the melody in the newer version. The 

melodic line in measures 817-818 was originally written for 

one flute, one bassoon, two clarinets and violas. The celli 

were added in the later version as well as an additional flute 

and bassoon and two oboes. The significance of this 

15 Ibid. 

16 Ibid. 



alteration may be seen in Examples I and II. 

Example I 
Symphony NO.4, 4th movement 
measures 815-822 
1841 version 
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Example II 
Symphony No.4, 4th movement 
measures 815-818 
1851 version 
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The reorchestrated Fourth Symphony uses doublings for 

all thematic lines, often by three or four instruments. The 

only solo for a wind instrument is a run for the first flute 

less than a bar in length in the middle of the slow movement. 

The original score is much more clear and transparent. The 

inabili ty of Schumann to correctly evaluate the quality of the 

orche~tration revisions is revealed in a letter he wrote to 

Dutch conductor, Johannes Verhulst, on 3 May 1853: "I have 

instrumented the Symphony afresh altogether and it is 

certainly better and more effective than it used to be. ,,17 

Even in earlier works nu~arous revisions often led to 

little improvement. His own lack of confidence in his ability 

as an orchestrator is reflected in a letter he wrote to his 

publisher as early as 1832: "I consider this art to be so 

difficult that it will take long years of study to give one 

certainty of mastery. ,,18 Much that Schumann does in his 

orchestration appears to be an attempt to get a large sound 

from a small orchestra. He often increases the full texture 

by a general tendency towards dark colors and narrow spacing. 

This apparent fondness for closely spaced parts, particularly 

in the middle registers, is also found in his piano writing. 

Many of his piano works reveal some preference for sonorities 

17 Ibid., pp. 303-304. 

18 Kr amer , J ona than , .=L:..::i:.::s,-,t::..:e:::.:n-=-..::t:..:o=---=t~h:.::e,---,!vfo.: . .::ou.:::s..:::i,-,=,c 
Schirmer Books, 1988), p. 639. 

(NevI York: 





Example IV 
Symphony No.1, 1st movement 
measures 39-42 

Alles" _ollo nftc, (J ... 0) 

rtfj .. jj']j .m ~-; 
Fl. .. f 

~-.. . .. ~ . ' .. ;' .. 
0., .. 

o· 
f ff .. ..... 

CI. 

I'" ~.r,I~.I~ .. ~~]lltm 
;---'1 .......... 11..I..I,..j if , .,...."..., 

(FI 

'1~'" 
-

Cor ~~ . '..L /.. : . ..... P""I .~ "j. 11 

Tr 
(al 

f 
:. 
.. 

f. 

1'; ... 

f 

/" " 

.,.. .. if -
1J,- ~ . 

> If!' 

ff ... 
T,. ,. 

f f!' 
I 

'" 
;'·ill ~;.;. ' ... ;. ee fe ~~ 

~!.. /" I! I! IV,._ . " 

~.!!=l,: -~,.. . • _t!" , , -
V IV 

VI 

If1l"~I ~!:.' ~~tr • :,,!:: !={.j' f if . I .. - -• 0- ~ 

f If 

~ i!:~~b. )'!:f.1i.2~~X J7J 
f 

V. 

C' 

I 

-~-.. 
rw 

.[1JTIf: 

... 

36 

rH 
111 
,......; 

IttH l.n-n 

I , I 

J 

.. ~I 

~I - I 
.. --- I-I 

I 
- - - - = 

There are moments throughout his symphonic works in which 

Schumann shows enterprising orchestral sense. In great 

contrast to the many weaknesses found in the symphonies there 

are also a few moments of imaginative, delicate and skillful 

scoring. One such example comes at the end of the slow 

movement of the First Symphony. Schumann scored the three 

trombones in the solemn pianissimo chorale which sets up the 

main theme of the upcoming Scherzo. The use of trombones in 
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to come through. Example VI shows tais section. 

Perhaps the best example of all is the entire slow 

movement of the Second Symphony. This movement shows great 

orchestral imagination as well as the effective lyricism of 

Schumann's slow movements. 

The Orchestra in Schumann's Time 

The orchestra in Schumann's time differed greatly in size 

from the orchestras of today and there are also great 

differences in many orchestral instruments, performance and 

rehearsal standards, individual playing standards and concert 

halls. certain compromises had to be made between what the 

composer desired and what the orchestra could provide. This 

does not excuse Schumann from the charges of unskillful 

writing for the orchestra, but helps to explain the situation 

in the mid-nineteenth century. 

Although slight deviations occur, the instrumentation 

Schumann used is basically the same as that found in 

Beethoven's' Ninth Symphony. The distributive strength of 

instruments in the orchestras of Schumann's time are of 

particular interest since balance is one of the foremost 

concerns in his scoring. The Gewandhaus Orchestra ranged in 

size from fifty to fifty-six members between 1841 and 1850. 20 

20 Zlotnik, Asher George, Orchestration Revisions in the 
symphonies of Robert Schumann (Ph.D. diss., Indiana 
University, 1972), p. 25. 
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This is the orchestra which presented the first performances 

of Schumann's Symphony in Bb Major and the first version of 

the Symphony in D Minor. The violin, viola and violoncello 

of today are capable of producing greater volume than those 

of the early nineteenth century. The double bass used during 

Schumann's time generally had only four strings while today's 

instruments often have extended range. Both Schumann and 

Beethoven wrote the bass part lower than its standard range 

and relied on the player to make octave adjustments or use 

scordatura. The woodwind section included the eight-keyed 

wooden flute which was in general use in Germany due to the 

resistance to the improved Boehm flute. The tone quality and 

intonation of this instrument were far below present day 

standards. In addition, the highest practical pitch was the 

A three octaves above middle c. The oboe of the early 

nineteenth century was the thirteen-keyed instrument, and with 

the exception of two or three addltional keys, was basically 

the same as the German oboe used today. The thirteen-keyed 

clarinet was familiar to Schumann, and additional keys, as 

well as refinements, led to the standard German clarinet of 

today. The German bassoon of today has improved intonation 

and evenness in tone from the instruments in Schumann's time. 

This increases its capacity to blend with other instruments. 

The val ve trumpets and horns were not considered to be 

suitable replacements for the natural instruments even as late 
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as 1849. 21 Composers generally scored for a pair of each type. 

Schumann did not fully utilize the capabilities of the valve 

instruments. Even though he designated a pair of valve 

trumpets and horns in his Rhenish Symphony and the Symphony 

in D Minor, there is little evidence that could be used to 

distinguish those p2rts from those written for natural 

instruments. The alto trombone used by Schumann is generally 

replaced by the tenor trombone in today's orchestras. 

Schumann wrote for three hand-tuned timpani in his Spring 

Symphony but returned to the traditional practice of writing 

for a pair of timpani in his subsequent symphonies. However, 

he did call for changes in tuning during the first movement 

of the Fourth Symphony. There were a variety of mechanisms 

available to tune the timpani by a pedal or single hand-

operation in Schumann's time. 

The contemporary conductor must reflect current standards 

and perform to the spirit of the music rather than to the 

letter. He must satisfy his own musical sense and 

sensitivity. "It is not aesthetically sound, nor would it be 

practical, to attempt to reproduce the conditions and the 

sound quality which reflect a situation which is no longer in 

existence. "22 Schumann's compositional abilities are separate 

21 Carse, Adam, Musical Wind Instruments 
Macmillan and company Ltd., 1939), p. 222. 

22 Zlotnik, p. 51. 

(London: 
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from his skill in dealing with the technical aspects of 

orchestration. 

Schumann's Development as an Orchestral Composer 

Schumann's self-taught study of scoring was threefold. 

It began with the study of orchestral music written by 

composers whose music he admired. The most important composer 

he studied was Schubert. The study of Schubert's symphonic 

works and the early orchestral works of Schumann reveal many 

similar techniques. The similarities are found in devices 

dealing with active string accompaniments, re-articulated 

string pitches and the use of certain winds. The study of 

Schubert's Great C Major Symphony in particular reveals some 

of the ideas borrowed by Schumann. The use of pizzicato 

strings to articulate woodwind chords is seen in bars 200-212 

of the· first movement. He alternates the combination of 

woodwind pairs doubled by plucked upper strings (Example VII) . 

Schumann used plucked upper strings to double combinations of 

woodwinds beginning in measure 43 of the fourth movement of 

Symphony No.1. Schumann's use of this device was melodic 

while Schubert's was for accompaniment figures (Example VIII) . 

Schubert's general tendency 

accompaniment figures is also 

toward 

found 

ornamental string 

in Schumann's early 

symphonic works. Numerous string figurations are found in the 

slow movement of Schumann's First Symphony and the 

introduction of the first movement. 
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Schumann's use of trombones as a prominent melodic 

instrument is another device he found in Schubert's works. 

In measures 200-227 of the first movement of the Great C 

Major, Schubert used the unison trombones to articulate a slow 

moving melody over ostinato-like figures in the strings and 

woodwinds. Schumann us~d trombones prominently throughout his 

symphonies. An example similar to the Schubert i? found in 

measures 301-317 of the fourth movement of Symphony No.1. 

In this setting the trombones are used divisi over 

accompanying chords rather than in unison over repeated 

figures. 24 The synthesis of Schumann's tendency to use 

redundant doublings of supporting harmonic voices, his close 

spacing of chords, his preference for more sombre instrumental 

colors in the middle range~ .... combined with the devices for 

strings and certain winds he borrowed from Schubert yields a 

fuller texture. Schumann clearly desired a more massive 

orchestral sonority than many of his contemporaries. 

Schumann also had enthusiasm for the music of Weber and 

Mendelssohn and tried to incorporate into his own music the 

special characteristics he admired in their orchestration. 

Weber's use of the horns in Der Freischutz may have encouraged 

Schumann to use four horns in all but his Second Symphony. 

Schumann, however, did not have knowledge of technical 

considerations and practicability in writing for the horn. 

24 Finson, p. 81. 
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Consultation was also a method used by Schumann which 

developed his orchestral sense. His lack of extensive formal 

training in theoretical areas and orchestration led him to 

seek guidance from. others. 25 He consulted with Leipzig's 

musicians about the initial scoring of the First Symphony and 

sought to arrange a performance of the work through his 

influential friends and his wife. 26 Schumann diligently 

attended Mendelssohn's rehearsals and performances of the 

Leipzig Gewandhaus Orchestra and used these experiences for 

guidance. Albert Dietrich, Schumann's student, felt that the 

later Dusseldorf orchestral impression had an unfortunate 

effect on his mentor's manner of scoring. He wrote the 

following regarding his master's orchestral style: 

Schumann would always most strongly condemn any excess. 
If he himself at the time of his activity in Dusseldorf 
used to over-orchestrate by thick doublings, I am 
inclined to think that the fault was with the deficient 
violins of the Dusseldorf Orchestra, whose thin sound he 
tried to cover by added wind instrurnents. 27 

25 Kramer, p. 639. 

U: Finson, p. 77. 

27 Gal, p. 20. 
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Schumann recognized that he needed help with scoring as 

early as 1832. He wrote the experienced conductor, Christian 

Gottlieb Muller, to ask for guidance:" . I have been 

working quite in a way of my own, without any sort of 

guidance, and I am not at all confident of my abilities for 

symphonies. ,,28 

The third means of Schumann's growth as an orchestrator 

was trial and error. His search for knowledge was based on 

observation ,and experiment rather than on theory. 29 The 

manuscript for the First Symphony shows numerous changes of 

instrumentation, testifying to repeated revisions almost every 

time Schumann heard the work. It received at least fifty 

performances during his lifetime. 3o An example of lack of 

theoretical knowledge and practical experience regarding 

orchestration may be found in the trial and error method he 

was forced to use in the opening of the First Symphony. The 

original full score was written a third lower in the opening 

trumpet and horn figure. 

This opening proved to be shocking to Schumann when he 

heard it at the first rehearsal with the Leipzig Gewandhaus 

Orchestra. The sixth and seventh notes are impossible to play 

on the natural trumpets and can only be played in a muffled 

28 

29 

30 

Kramer, p. 639. 

Finson, p. 77. 

Kramer, p. 639. 
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way on natural horns. These were the brass instruments used 

in Leipzig in 1841. Mendelssohn, who was conducting, 

suggested the opening call be transposed up a third so that 

it came within the horns' and trumpets' natural notes. 

Schumann agreed, and it was with the opening in this last form 

that the Symphony was published. 31 Schumann certainly 

remembered the rude shock more than four years later when he 

wrote Mendelssohn, who was just preparing another performance 

of the symphony: "Do you recollect the first rehearsal, in 

1841, and the stopped trumpets and horns at the opening? It 

sounded 1 ike a violent cold in the head. ::32 Modern 

conductors sometimes restore the original full score version 

which has the advantage of more thematic relevance with the 

ensuing first subject and the opening development. 33 Mahler 

restored Schumann's original intention in his edition. 

Schumann's selection of his scoring on the basis of works 

he knew of earlier German symphonists, instructing himself by 

example, consultation and later by trial and error, appears 

to be the key to understanding his orchestration. Schumann 

seems never to have read Berlioz' Treatise on Instrumentation, 

which was completed in its first edition in 1834.~ The entire 

31 
Walk~r, p. 281-

32 Gal, p. 15. 

33 Walker, p. 281-

34 Finson, p. 77. 
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process of his self-taught position regarding scoring can be 

clearly seen in the layout of his scores in the autographs, 

subsequent manuscripts, and orchestral prints. 

Schumann recogI:lized exceptional talent in writing for the 

orchestra. This is evident in his lengthy review in 1835 of 

Berlioz' symphonie Fantastigue in the Neue Zeitschrift fur 

Musik in which he described Berlioz as a "virtuoso in respect 

to the orchestra. ,,35 There seems to be no evidence that 

Schumann attempted to make a conventional systematic study of 

orchestration. The development of skills in' orchestral 

writing depends largely upon critical listening during regular 

rehearsals and performances. The composer can then judge the 

effectiveness of his scoring, consider the suggestions of the 

conductor and instrumentalists, make necessary changes and 

learn from miscalculations. 

35 Schumann, Robert, On Music and Musicians (New York: 
Pantheon Books, Inc., 1946), p. 177. 
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Chapter III Comparison of Scoring Changes 

A. The Editions 

B. Scoring and Form 

C. Responsibilities of the Conductor 
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COKPARXSON OF SCORXNG CHANGES 

The Editions 

Rimsky-Korsakov quoted Glazounov when he specified three 

degrees of excellence in orchestration. 

1. When the orchestra sounds well, playing from sight; 

magnificent, after a few rehearsals. 

2. When effects cannot be brought off except with t~e 

greatest care and attention on the part of ccnductor 

and players. 

3. When the orchestra never sounds well. 36 

He further states that "evidently the chief aim in 

orchestration is to obtain the first of these results."~ The 

score should be easy to play and should be written for the 

size of orchestra that is to perform it. The effect of the 

combination of orchestral instruments should be pleasant. 

The performer must be knowledgeable enough to make intelligent 

decisions regarding interpretation in terms of orchestration. 

Orchestral conductors must be able to make judgements 

regarding miscalculations in orchestration, textural errors 

and inconsistencies, modernization of instruments as well as 

decisions regarding phrasing, bowing, articulation and 

36 Rimsky-Korsakov, Nikolay, principles of Orchestration, 
ed. Maximilian Steinberg, trans. Edward Agate (New York: 
Dover, 1964), p. 3. 

37 Ibid. 
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dynamics. George Szell confirmed the need for editing: 

All music must be interpreted. The markings in the score 
are rarely enough to provide a complete performance. 
Composers write intentions (pious hopes, at times) rather 
than execution. 38 

In stravinsky's opinion, good instrumentation exists only 

when one is "unaware it is instrumentation." It is not 

generally a good sign wh.en the first remark made about a work 

is its instrumentation. 39 Schumann did not have the 

instinctive ability to orchestrate effectively. He often 

overlooked the most obvious opportunities for effective 

orchestrational contrast, clear spacings and proper balance. 

The rescoring of large segments of the Schumann symphonies 

relates to specific technical and artistic elements. 

The conductor's editions used for this study are sincere 

attempts to solve the problems posed by the Schumann scores. 

They must have had great admiration for Schumann's music. 

Mosco Carner wrote of Gustav Mahler's unique qualifications 

to do Schumann revisions: 

Mahler was both a first-rate composer and great conductor 
and an experienced hand at the business of revisions, 
adaptations and orchestral alterations, ••. he knew the 
Schumann symphonies intimately. Moreover, he was C\ 

typical romantic whose spiritual kinship with Schumann 
is singularly striking and expresses itself musically in 
certain resemblances of style. Mahler was thus fully 
qualified for the delicate and by no means simple task 

38 Marsh, Robert B., The Cleveland Orchestra, (Cleveland: 
World Publishing Co., 1967), p. 100. 

39 stravinsky, Igor and Craft, Robert, Conversations with 
Igor stravinsky (Garden City, New York: Doubleday and 
Co., Inc., 1959), p. 27. 
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of rescoring the symphonies. 40 

Erwin stein wrote that Mahler was able to provide relief 

for the "stuffy textural atmosphere" found in the original 

scorings. "His radical changes result in cleaner textures 

with clearer contrasts which had obviously been the composer's 

unrealized intention. ,,41 

Mahler was an experienced and successful composer and 

conductor. The extent of the detailed revisions he made in 

Schumann's scoring shows his convictions concerning the 

problems in Schumann's orchestration. Mahler's widow wrote 

that three months before his death, Mahler gave his annotated 

scores of Beethoven and Schumann and other symphonies to her. 

"They're valuable", he said; "Have them printed. ,,42 

George Szell's performances of the Schumann symphonies 

with the Cleveland Orchestra have unsurpassed clarity. szell 

stressed that retouching be approached with the assumption 

that Schumann had lias much skill as an orchestrator as Weber," 

but the work must not be revised to make it sound "as if it 

40 Carner, Mosco, "Mahler's Re-scoring of the Schumann 
Symphonies," Musical Review, II (1941), pp. 97-98. 

41 Stein, Erwin, "Mahler's Re-scorings," Orpheus in New 
Guises, (London: Rockliff, 1927), p. 29. 

42 Mahler, Alma Maria, Gustav Mahler: Memories and 
Letters, trans. Basil Creighton (New York: The viking 
Press Inc., 1946), p. 160. 
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had been orchestrated by Richard Strauss. ,,43 On the 150th 

anniversary of Schumann's birth, Szell wrote the following: 

Schumann I s shortcoming as orchestrator -- apart from 
minor lapses due to inexperience -- is his inability to 
establish proper balances. This can and must be helped 
with all means known to any professional conductor who 
professes to be a cultured and style-conscious musician. 
Much soul-searching and discrimination in the choice of 
the remedies has to be applied. They cover the whole 
range from subtle adj ustment of dynamic marks to the 
radical surgery of reorchestrating whole stretches. 44 

Felix Weingartner made thorough and detailed revisions 

of the Schumann symphonies. He published these ~evisions in 

book form which allowed him to offer justifications for his 

solutions whenever he thought necessary.45 Weingartner wrote 

the following regarding Schumann's orchestration: 

Generally speaking, a Schumann symphony produces more 
effect when well-played as a piano duet than in the 
concert-room. The reason is, as the most fervent 
admirers of the master dare not refuse to acknowledge 
nowadays, that Schumann had not the slightest idea of 
handling an orchestra, either as a director or in writing 
for it. He nearly always employed the full band, seldom 
trying to group the different bodies of instruments 

43 Szell, George, and Lang, Paul Henry, 
Instinct and Intellect," High Fidelity, 
1965), p. 45. 

"A Mixture of 
XV (January, 

44 Szell, George, "George Szell on Schumann," The New 
York Times, (March 13, 1~60), sec. 12, p. 2. 

45 Weingartner, Felix, On th,e Performance of the 
Symphonies of Schubert and Schumann, trans. and ed. 
Theodore Albrecht, Journal of The Conductor's Guild, VII, 
No. 2 (1986). 
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according to the individual "timbre".46 

Eric-Paul Steke1, a pupil of Weingartner, notes the 

inconsistency in Schumann's orchestration. He contrasts some 

of the skillful scoring with the heavy-handed scoring in the 

symphonies. 47 

Many conductors who were first guided by the Mahler or 

weingartner editions subsequently developed a version of their 

own. Toscanini used some Mahler editions. Erich Leinsdorf 

follows the suggestion of Mahler and Weingartner. Bruno 

Walter, Furtwang1er, Eugene Ormandy and Joseph Kei1berth and 

many others have all developed their own versions. When asked 

if he reorchestrated the symphonies of Schumann when 

performing them, von Karajan replied, "No. I use the normal 

orchestral score. ,,48 He follows this statement, however, \V'ith 

an explanation: 

It is true, of course, that most of his works for 
orchestra sound as if they bad been composed for piano. 
As an orchestrator, Schumann frequently broke up the 
rhythmic continuity of his music with choppy passages for 
the strings. I am cognizant of the many passages which 
require balancing, and this I have no hesitation in 
doing. If Schumann's scores were played without this 
rebalancing, they would sound very muddy.49 

46 weingartner, Felix, The Symphony writers Since 
Beethoven, trans. Arthur B10s (London: William Reeves 
Bookseller Ltd., n.d.), p. 36. 

47 Zlotnik, p. 7. 

48 Pendergast, H., "Conversations with von Karajan, " 
Saturday Review, XLVI, (October 26, 1963), p. 57. 

49 Ibid. 



58 

In essence, von Karajan developed edited versions of the 

Schumann symphonies for successful performance even though he 

claimed to have used the original versions. He obviously made 

changes that were necessary for successful performance but 

did not agree ~ith large scale editing. Toscanini was the 

first conductor in the United States to perform Mahler's 

edition of Schumann's Symphony in D Minor. 50 Erich Leinsdorf 

follows the combined "suggestions of Mahler and Weingartner. ,,51 

William Steinberg always performed the Mahler editions of the 

Schumann symphonies. 52 Fri tz Busch wrote: 

Schumann's instrumental works demand a quite peculiar 
feeling for sound on the part of the conductor and that 
thus, to bring the listener closer to its complete 
beauty, he must not shrink from such radical touching up 
as both Mahler and Weingartner employed. 53 

Bruno Walter deeply admired Gustav Mahler and reseachers 

have found his annotated scores to contain revisions, although 

iess extensive than Mahler's. Wal ter felt the Schumann 

symphonies resist live realization because the composer was 

50 Gilman, Lawrence, "Robert Schumann: Symphony in D 
Minor, No.4, Op. 120," Notes on the Program of the 
Philharmonic Symphony Society of New York, 89th Season 
(March 1, 1931). 

51 Leinsdorf, Erich, "A Word About this Performance," 
Concert Bulletin of the Boston Symphony Orchestra, 85th 
Season (1965-1966), p. 1110. 

52 Zlotnik, p. 4. 

53 Busch, Fritz, Pages from a Musician's Life, trans. 
Marjorie Strachey (London: The Hogarth Press, 1953), p. 
82. 
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not "at home with the orchestra."54 The background of such a 

varied practice and continuing tradition indicates that no one 

solution would find universal acceptance. 

Scoring and Form 

In symphonic form, scoring which supports and clarifies 

the structural logic of a work is critical. Schumann is less 

successful in this respect than many other composers. He 

doesn't pay sufficient attention to the marking off of larger 

and smaller sections of the form by contrasted scoring. The 

lack of emphasis of thematic lines further complicates this 

problem. They are often covered by over-scored supporting 

parts or lie in a register of the instrument which does not 

carry well. Much of the time melodic lines are either scored 

too thinly or given to the wrong instrument entirely. 

This aspect of form and orchestration appears to provide 

the explanation for the relatively transparent scoring found 

in Schumann's slow movements as well as the scherzo movements. 

He was more familiar with the various song and ABA forms which 

were used in these movements and are often found in his piano 

works. The nature of these forms generally calls for more 

transparent scoring than the sonata-allegro form. The changes 

made by conductors in the middle movements of the Schumann 

54 Walter, Bruno, Of Music and Music-Making, trans. Paul 
Hamburger (New York: W.W. Norton and Company Inc., 1961), 
p. 63. 
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symphonies are minimal and relate largely to dynamic balancing 

and phrasing, with only a few cases of excessive doubling. 

The thematic lines are often scored with clarity and clear 

f~eling for structural logic. 

The outer movements create more of a concern. The 

extended sonata-allegro form appears to have been difficult 

for Schumann to develop. The evidence of this difficulty 

becomes apparent by studying the abundance of problems 

concerning dynamics, the lack of orchestral transparency in 

terms of excessive doubling and continuous scoring as well as 

the lack of prominent melodic lines. Schumann's satis ;i,ction 

with the performances of his symphonies makes one wonder 

whether he possessed real understanding of orchestral balance 

and clarity. 

Numerous examples which demor.~trate his lack of a clear 

understanding of orchestral color may be found in the first 

movements of all four of the Schumann symphonies. This lack 

of contrast often destroys any possibility of scoring which 

clarifies the structure of the work. The opening bars of all 

four symphonies have received considerable attention by 

conductors. The lack of clearly established thematic lines 

and problems of dynamic clarity in these opening bars are 

examples of Schumann's inability to effectively balance line 

and color. Schumann blurred the melodic line in the opening 

of Symphony No.3 by assigning too many voices to supporting 
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harmonic material and too few to the melodic. In addition, the 

theme loses energy in the original flute part when it jumps 

down an octave to continue the melodic line. He wrote a 

pianissimo opening which is scored for horn, two trumpets and 

trombone in the opening of the Second Symphony and a 

pianississimo for six wind instruments, timpani, first 

violins, celli and basses scored on a pedal point in the 

opening of the Fourth Symphony. There are many concerns 

regarding continuous scoring and over-scored middle parts 

throughout the first movements. The insufficient attention 

Schumann paid to the marking off of sections wi thin the 

movements is dealt with in detail by the conductors making the 

revisions. In measures 177-181 of the first movement of 

Symphony No.1, several conductors have made changes to 

outline the meiodic shape with clarity, thereby providing 

greater contrast between sections in the development. In the 

same symphony, greater clarity is given to the end of the 

development setting up a mood similar to the introduction. 

In several editions this is done by adding the timpani to the 

eighth note figures in the celli and double basses in bars 

300-301. Several conductors achieve a more distinct and 

intense conclusion of the exposition in the first movement of 

Symphony No.2 by deleting the tremolo in the strings. In 

measures 311-410 of the first movement of Symphony No.3 the 

transition to the recapitulation is made more transparent in 
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many versions allowing the restatement of the opening to have 

greater impact. Some conductors have thinned out the 

arabesque fiqure in measures 57-59 of the first movement of 

Symphony No.4 which provides a more transparent and clear 

introduction to the second theme in the exposition. 

Schumann's final movements also lack scoring to support 

the form of the work. Various methods have been employed to 

lighten the texture and lower the dynamic level of measures 

39-41 of the fourth movement of Symphony No.4. These changes 

help to set up the closing section of the exposition which 

begins in bar 43. The deletions made by various conductors 

in the opening eight bars of the fifth movement of Symphony 

No.3 provide more distinctive variation in color with the 

restatement that follows. The numerous changes made in 

timpani tunings in measures 65-73 of the fourth movement of 

Symnhony No.1 provide a more lucid F major beginning for the 

closing section of the exposition. 

The middle movements of Schumann's symphonies show more 

clarity regarding the structural logic, although some scoring 

problems still exist. The majority of changes ill these inner 

movements deal with balancing wind sonorities, modification 

of dynamics and shortening of duration~ of notes for clearer 

phrasing. Some versions reinforce essential lines with 

instruments taken from accompaniment and others delete 

woodwind doublings or edit the string parts. A few conductors 
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have transferred the second violin part to the violas divisi 

and used the second violins to share the original first violin 

part in bars 1-23 of the second movement from the Spring 

Symphony. This change provides a richer melodic line with the 

full resources of the violins and allows the accompaniment to 

become more transparent. This change also provides greater 

color contrast between the opening A section and the B mid­

section of the movement. Various methods have been employed 

to provide greater contrasts within the Scherzo of the Rhenish 

Symphony. In bars 17-32, the string parts have been edited 

to specify pizzicato for punctuation and arco for all thematic 

material. Deletions in woodwind doublings are made and 

dynamics are modified. The changes in this section give 

greater clarity to the structure by setting it apart from the 

opening principal three-part song and the mid-section. The 

third movement of Svmphony No.4 contains edited markings 

which modify the dynamics, those that indicate pizzicato and 

~ playing, and detailed bowing marks. The Trio of this 

movement is orchestrationally set apart more clearly from the 

opening principal song in some editions with the deletion of 

the clarinet from measures 476-491. 

Structural scoring problems are much more difficult to 

correct than the orchestration concerns that just deal with 

transparency. The devices employed by the conductors whose 

revisions were used for this study help to successfully solve 
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a number of deficiencies in scoring to support the structure. 

Additional problems of scoring will be discussed in detail in 

Chapter IV. 

Responsibilities of the Conductor 

Bruno Walter cites clarity as "most decidedly one of the 

foremost prerequisites in interpretation. ,,55 He wrote that 

when clarity cannot be achieved by modifying the dynamic 

directions, then there is nothing else to do "but to alter 

the instrumentation itself if obscurity is to be avoided ... 56 

Since conductors today do not have access to any directives 

from Schumann concerning the resolution of perplexing problems 

arising from the composer's characteristic orchestration, they 

must assume the role of editor, discreetly making retouches 

to provide a faithful performance of the work. It is 

difficult to establish any rules for the limits within which 

the interpreter ought to work in fulfilling his obligations 

to the composer. Complex scoring problems require the 

conductor to either avoid performances of a work, to offer it 

without attempting to correct imperfections in orchestration 

or to perform the work with revision. 

The acknowledgement by such masters as Ravel and Mahler 

that miscalculations in orchestration do occur proves their 

55 

56 

Walter, p. 63. 

Ibid., p. 136. 
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admission that the original does not always work. 57 It should 

not be surprising, therefore, that the orchestral scores of 

composers with less insight into orchestral technique will 

reveal a wide range of miscalculations. The conscientious 

conductor has an abundance of work in the correction of these 

errors. 

57 Mahler's revisions of many of his own works show 
considerable differences from the earlier editions. 
Ravel is reported to have e.xpressed that some examples 
of his own works did not come off as he had wished. 
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Chapter IV Analysis of Scoring Problems 

A. Clarification of Dynamics 

B. Orchestral Transparency 

C. Continuous Scoring 

D. Clarification of Thematic Line 

E. Ad,di tional Changes 
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ANALYSIS OF SCORING PROBLEMS 

The objectives of the revisions in the symphonies of 

Schumann are to obtain increased orchestral transparency, 

greater distinction between thematic and accompanying 

material, improved definition of essential rhythms, a broader 

spectrum of instrumental tone color for sections of continuous 

scoring, and the expression of dynamics within a wider range 

and with greater variety and contrast. Some of the revisions 

deal, as well, with the modernization of instruments, 

effective and idiomatic instrumental writing, decisions 

regarding the manner of performance, phrasing, thematic 

alterations, cuts and correction of probable errors. These 

categcries represent the standard practices which most 

conductors employ in their revisions. 

Clarification ~: Dynamics 

Analysis of the alterations pertaining to Schumann's 

dynamic markings reveals four basic types of modifications. 

The adjustments made by the conductors used for this study 

deal with scoring of dynamics especially for long crescendi 

and diminuendi, varied gradation for better balance, 

indications which clarify the original markings, and those 

which correspond to phrasing and expression. 

Schumann's practice of writing the dynamics in terms of 
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what he wanted to hear in his score was not unusual up to his 

time. Most. orchestral music before Wagner and Liszt used 

common dynamic markings, not taking into full account the 

volume of instruments in relation to one another. Rather, the 

indications represent the collective dynamic desired by the 

composer. The use of varied dynamic markings for each section 

improves the balance. The scoring of dynamics is used in the 

studied edi tions particularly for extended crescendi and 

diminu~ndi or long stretches of tutti before climaxes. The 

lack of sound orchestral procedure regarding dynamics often 

has an adverse effect on the clarity and balance of Schumann's 

orchestration. Woodwinds, brass and strings differ in the 

dynamic range of their respective registers, not only in their 

assertiveness, but in their capacity to blend. 

The woodwinds can never be made to sound the same level 

of piano or pianissimo as the strings, and brass accompaniment 

will always stand out noticeably if marked with the same 

dynamic as the rest of the orchestra. Long crescendi and 

diminuendi should be distributed differently in different 

sections of the orchestra. Aside from the strings, the brass 

are the most facile in producing brilliant crescendo chords 

while the clarinets are the most capable of a true morendo. 

Prolonged crescendi and diminuendi are generally successful 

with a combined use of natural dynamic means and orchestral 

scoring. The gradual addition of instruments from strings to 
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woodwinds and finally brass will produce an effective 

prolonged crescendo. The long diminuendo is successfully 

obtained by the elimination of instruments in the reverse 

order. Crescendi of sustained notes or chords are achieved 

by transforming a simple texture to one that is more complex. 

One group of instruments begins to gradually increase volume, 

the second group enters piano or pianissimo and attains the 

same crescendo more rapidly. The whole sound becomes more 

tense as the timbre changes. The converse is true for 

diminuendo. Careful distribution of dynamics also provides 

a marked difference between the harmonic basis and melodic 

outline. To achieve brilliance, the woodwinds should not be 

used for harmony. The addition of woodwind harmony and even 

woodwind doubling provides a darker, obscure and opaque 

texture. The following discussion of the adjustments made in 

the Schumann symphonies in terms of dynamics relate directly 

to the above characteristics of orchestration. 

An examination of measures 79-86 of the second movement 

from Symphony No.3 will reveal that Schumann indicated a 

mezzo forte for the melodic line in the low woodwinds and 

strings as well as the accompanying chords of the first 

violins, brass and timpani. without alteration, the 

accompaniment will predominate in this section. 

Mahler indicated a fortissimo for the melody in the 

strings with the original mezzo-forte maintained for the low 
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Table I 
SYllllhon~ No. ~, 2nd movement 
measures 79·86 

Scli~m 
oboes f melody 

clarinets mf melody clarinets f melody 
bassoons mf melody bassoons f melody 
horns mf acc~niment horns f acc~niment 
trurpets mf acc~niment tr~ts f acc~niment 

tilll'8ni mf acc~niment (bass) tilll'8ni f accOIIl'8niment(bass) 
fi rst violins mf acc~niment first viol ins f melody 
second viol ins mf melody second violins f melody 

(except first 111" beats) 
violas mf melody violas f accOlll'8niment 
cellos mf melody cellos f melody 
basses mf acc~niment (bass) basses f accOlll'8niment (bass) 

4 bars 4 bars 

Tl.ble II 
SVII'Ilhon~ No.3, 2nd mOvement 
measures 79-86 

Mahrer 
oboes f melody 

clarinets mf melody clarinets f melody 
bassoons mf melody bassoons f melody 
horns mf acc~niment horns f accOll'pani ment 
tr~ts mf acc~niment tr~ts f accOIIl'8ni ment 
t illl'8ni mf acc~niment (bass) t illl'8ni f accOlll'8niment (bass) 
fi rst violins ff accOlll'8niment first violins f melody 
second viol ins ff melody second viol ins f melody 
violas ff melody violas f melody(with violins) 
cellos ff melody cellos f melody 
basses ff accOII'pBniment (bass) basses f accOII'paniment (bass) 

4 bars 4 bars 

T3ble III 
SVII'Ilhon~ No.3, 2nd movement 
measures 79-86 

Toscanini 
oboes f melody 

clarinets mf melody clarinets f melody 
bassoons mf melody bassoons f melody 
horns mf acc~niment horns f accompaniment 
trurpets mf accOll'pBniment tr~ts f accOII'paniment 
t i lll'8ni mf accOll'pBniment (bass) timpani f accompaniment (bass) 
first violins ff accompaniment first violins f melody 
second viol ins ff melody second viol ins f melody 
violas ff melody violas f melody (with cellos) 
cellos ff melody cellos f melody 
basses ff accompaniment (bass) basses f accOII'paniment (bass) 

4 bars 4 bars 

In an attempt to provide greater clarity, a combination 

of scoring and varied gradation was used by the conductors. 
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The slow movement of Symphony No.4 opens with a similar 

dynamic problem. In the original, Schumann wrote a piano for 

the oboe solo and cello melody as well as all the accompanying 

parts. In addition, the clarinets and bassoons double all of 

the string pizzicato chords. 

Mahler simply used graded dynamics to achieve a more 

effective balance. He placed a pianississimo in the clarinet 

part, and a pianissimo in the horns. All other parts maintain 

the original piano Qynamic. 

Both Weingartner and Szell deleted the clarinets, 

bassoons and horns beginning with the third beat in bar two. 

This lightens the accompaniment and allows the guitar-like 

effect of the pizzicato strings to be more delicate while 

allowing the melody to be heard more clearly. The original 

parts are restored in bars 364-366 and 367 where they support 

the melody. Both C'onductors also specify that the divisi 

cello part use only a solo player on Part I and all others 

play Part II rather than the original equal division. Table 

IV shows these alterations more clearly. 

Table IV 
S\I!I1Dh'!"v No.4 i :?ntl movement 
measures 359-367 

Schunann 
oboe p melody 
clarinets p acc~. 

bassoons p acc~. 

horns p acc~. 

violins p pizzo acc~. 
violas p pizzo acc~. 
cello I p melody 

(half section) 
cello II p pizzo acc~. 

(half section) 

Mah ler 
oboe p 
clarinets ppp 
bassoons p 
horns pp 
violins p 
violas p 
cf:llo I p 

cello II p 

.. 

Weingartner and Szell 
melody oboe p melody 
acc~. clarinets deleted 
accOl11l. bassoons deleted 
acc~. horns deleted 
acc~. violins p pizzo acc~. 
acc~. violas p pi ZZ. accomp. 
melody cello I p melody 
(half section) (solo) 
acc~. cello II p acc~. 

(half section) (all others) 
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crescendo. 

Mahler changed the orchestration of the strings to make 

the crescendo more billiant. He did this by doubling middle 

and upper voices wi thin the section and by rhythmically 

augmenting the melodic motive. These changes provide a more 

intense climax. In addition, he doubled the rhythmic figure 

in the horns. 

A combination of new dynamic indications and scoring was 

used by both Weingartner and Szell. They deleted the 

woodwinds and trombones at the beginning of the crescendo. 

The woodwinds then enter one bar into the crescendo with the 

trombones waiting an additional two bars. They also adjusted 

the dynamics by sectioning the long crescendo into three 

parts. Szell did this with horns, trumpets and timpani only, 

and Weingartner used the full orchestra without trombones. 

In both cases the final crescendo to the climax is then 

obtained with a natural dynamic increase of four bars to a 

forte. Table V shows the scoring aspects. 

Table V 
Synphony No.4, 1st movement 
measures 76-86 

SchtJllBm 
woodwinds woodWindS 
horns horns 
strings tr~ts 

tronbones 
ti~ni 
strings 

2 bars ·8 bars 
·cllmax 

We1ngartner and Szell 
woodw1nds 

horns horns 
tr~ts tr~ts 

ti~ni 
strings strings 
2 bars 4 bars 

woodw1nds 
horns 
tr~ts 

troni:lones 
t if11)ani 
strings 
4 bars· 

Examples XVI, XVII and XVIII show these editions. 
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Another problem with dynamics occurs in Symphony No.4, 

first movement, measures 195-219. In this section Schumann 

wrote a continuous fortissimo dynamic level for the full 

orchestra for twenty-five bars. 

Mahler provided better balance in this section by 

reducing the volume of the trumpets and trombones which have 

only harmonic filling to play. The first and second horns 

were also added to accentuate the melody. In addition, he 

wrote the second violins to double the firsts in the second 

half of the section. 

Weingartner and Szell added trumpets to strengthen the 

woodwinds. This, in effect, reduced the volume of the 

harmonic filling and accompanying parts and raised the volume 

of the melodic figure. They also placed a diminuendo on the 

sustained tremolo in the violas which relieves the woodwind 

melodic motive in the second half of the section. 

Dynamic alterations are also made in the first movement 

of Symphony No.1, measures 126-129. A fortissimo dynamic 

indication is found in all parts. The winds and timpani are 

sustained as are the violas with tremolo. Performed with the 

same loud dynamic, the timpani and winds will cover the moving 

parts in the strings. 

Mahler altered the timpani and all winds to a 

fortissimo-piano in bar 126 and a forte-piano in bar 128. He 

also altered the second violins and violas to emphasize the 
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difficult to intensify the end with brilliance. 

Szell and Mahler increased intensity gradually by scoring 

the dynamics, although they place the actual dypamic climax 

in different places. In addition, both provided some varied 

dynamic indications. In the Mahler version additional power 

was given to the violin by adding the violas in unison. This 

removed them from the harmonic filling of the original. 

Weingartner simply stated that all parts should remain 

fortissimo to the conclusion, but the violin figures should 

be powerful and brilliant. 58 Tables VI and VII will show this 

comparison. Unless indicated, all parts are forte. 

The dynamic problems in the original scoring for the 

twenty-bar section, measures 101-120, from the first movement 

of Symphony No.4, begin with two-bar settings using only the 

first violins on the sixteenth-note melodic motive. This is 

accompanied with sustained notes in the cellos and basses and 

repetitive rhythmic figures in the horns, second violins and 

violas. All parts are marked forte. This is answered by two-

bar patterns in which only the cellos playa triplet figure. 

All woodwinds, trombones, violin and viola tremolo are 

sustained. In these bars all parts are marked piano. The 

last six bars are marked piano and crescendo to fortissimo in 

all voices. 

58 Weingartner, On the Performance of the Symphonies of 
Schubert and Schumann, VII, No.2, p. 66. 



Table VI 
Syrrphony No.2. 2nd movement 
measures 360·397 
all parts ~ unless indicated 

SC~umanriRnd Weingartner 

flutes flutes 
oboes oboes 
clarinets clarinets 
bassoons bassoons 

horns horns horns 
trurpets trurpets trurpets 
timpani timpani timpani 
strings strings strings 

2 bars 22 bars· 14 bars 
*cl imax 

TabLe VII 
Synphony No.2. 2nd movement 
measures 360·397 
all parts ~ unless indicated 

Szell 

flutes 
oboes 

Hahler 

ff horns dim. 
ff trurpets dim. 

timpani dim. 
strings 
(lower 
strings 
dim. 
to p) 

2 bars 

flutes 
oboes 

clarinets clarinets p clarinets p clarinets 
bassoons bassoons p bassoons p bassoons 

horns horns horns 
trumpets trumpets 
timpani timpani timpani 
strings strings strings strings strings 
4 bars 4 bars 2 bars 5 bars 5 bars 
*climar. 

flutes pp cresco flutes flutes 
oboes ff oboes pp cresco oboes oboes 
clarinets ff clarinets pP clarinets pp cresco clarinets clarinets 
bassoons ff bassoons pp bassoons pp cresco bassoons bassoons 

horns pp horns pp cresco horns ff horns 
trurpets ff trurpets 
timpani timpani 

strings strings strings ff strings ff cresco strings strings 
(lower cresco 
strings (to ff) 
p) 

4 bars 7 bars 4 bars 5 bars 4 bars· 12 bars 

p flutes p cresco f 
p oboes p cresco f 
p clarinets p cresco f 
p bassoons p cresco f 
p horns p cresco f 

trumpets p cresco f 
timpani p cresco f 
strings 
6 bars 

flutes 
oboes 
clarinets 
bassoons 
horns ff 
trurpets ff 
timpani 
strings 
2 bars 

flutes ff flutes p cresco ff flutes ff 
oboes ff oboes p cresco ff oboes ff 
clarinets ff clarinets p cresco ff clarinets ff 
bassoons ff bassoons p cresco ff bassoons ff 
horns ff horns p cresco ff horns ff 
trurpets trurpets p cresco ff trurpets ff 
timpani timpani p cresco ff timpani ff 

strings cresco strings strings ff 
2 bars 2 bars 8 bars· 

00 
of>. 
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Mahler increased the dynamic level of the first violins 

in the two-bar patterns by adding the second violins and 

violas in unison. The answering two-bar patterns were 

balanced by deleting two-thirds of the string tremolo and the 

oboes. For a more effective crescendo in the last six bars, 

Mahler deleted the oboes until the third bar where he also 

doubled the first violin part in the seconds and violas. By 

transposing the celli and double basses one octave higher, 

rearticulating the string parts and adding the first trombone 

to double the Ab, he intensified the otherwise difficult 

cr.escendo. 

Szell placed a forte-piano on the sustained cello and 

double bass parts in the first two-bar pattern. He gave 

intensity to the melodic figure with a sforzando-crescendo in 

the first violins and a mezzo-forte crescendo in the 

accompanying rhythmic pattern. The second two-bar pattern 

begins with a subito piano in all parts. 

strings remain piano while the melodic 

woodwinds, . trombones and celli crescendo. 

The tremoli in the 

material in the 

Weingartner used 

a ~f~rzando-piano in the first violin figure and a mezzo-forte 

crescendo in the accompanying rhythmic statement. 

Both Szell and Weingartner used a subito piano in all 

parts begin~ing in measure 115; however, the original 

crescendo builds only to measure 117. At this point szell 

used a sforzando-piano crescendo in all sustained parts, piano 



86 

in the rhythmic statements in the horns, while continuing the 

crescendo in the strings. weingartner used the sforzando-

piano crescendo in all parts except the horns which are 

indicated with a piano crescendo. Toscanini removed the 

written crescendo in bar 115 and indicated a piano for the 

horns. Tables VIII and IX will provide a clear comparison of 

the increased intensity achieved in the last six bars of this 

section. The same changes were made by the conductors in the 

similar section, measures 175-194. 

Mahler, Reiner and Toscanini corrected the dynamic 

problems found in the opening of Symphony No.2 by deleting 

the horns and alto trombone. This change left the theme to 

be presented by the trumpets alone. In addition, Mahler 

indicated Griffbrett in the violin parts. The original 

dynamic of pianissimo is easier to attain with these 

revisions. Mahler and Toscanini also continued the octave 

doublings in the trumpets in measures 6-8 and 10. It is 

likely that these were originally omitted because of the 

limitations of the naturdl tru~pets. 

The opening of Symphony No.4 presents a similar dynamic 

problem. Schumann scored the first nine bars for six wind 

instruments, timpani, first violins, celli and double basses 

on a pedal point which he designated to be played pianissimo. 

Many conductors find that deletions of at least some of the 

duplication are necessary if the dynamic directions are to be 



Table VIII 
Symphony No.4, 1st movement 
measures 115·120 

Schlnllnn szell and Weingartner 

flutes p cresco continue cresco ff flutes p cresco SfpcNSC.ff 
oboes p cresco continue creSCo ff oboes p cresco sfper'~sc. ff 
clarinets p cresco continue cresl'. ff clarinets p cresco sfpcr,~sc. ff 
bassoons p cresco continue cresco ff bassoons p cresco SfpeNSC.ff 
horns f ff horns peresl:. ff 
tr~ts ff tr~ts ff 
t rOll'bones p cresco continue cresco ff t rOll'bones p cresco sfperesc.ff 
ti~ni ff ti~ni ff 
viol ins p cresco sf continue cresco ff viol ins p cresco sf(p)cresc. ff 
violas p cresco sf continue cresco ff violas p cresco sf(p) cresc.ff 
cellos p cresco sf continue cresco ff cellos p cresco sf(p)cresc.ff 
basses p cresco sf continue cresco ff basses p cresco sf(p)cresc.ff 

2 bars 4 bars 2 bars 4 bars 

Table IX 
Synphony No.4, 1st movement 
measures, 115·120 

Toscanini Mahler 
flutes p ff flutes p cresco continue cresc.ff 
oboes p ff oboes p cresc.ff 
clarinets p ff clarinets . p cresco continue cresc.ff 
bassoons p ff bassoons p cresco continue cresc.ff 
horns p ff horns fff 
tr~ts ff tr~ts ff 
troobones p ff troobanes p cresco added 1st/continue cresc.ff 
ti~ni ff tirrpani ff 
viol ins p sf ff viol ins p cresco sf continue cresc.ff 
violas p sf ff violas p cresco sf double vln.lff 
cellos p sf ff cellos p cresco sf BVII continue cresc.ff 
basses p sf ff basses sf BVII continue cresc.ff 

2 bars 4 bars 2 bars 4 bars 

OJ 
...J 
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followed. 

Mahler, Toscanini, Szell and Weingartner deleted the 

oboes for most of this section. In addition, the horns were 

deleted for a large part of this section by both Mahler and 

Toscanini. Weingartner wrote rests for the bassoons in the 

majority of these measures. The opening trumpet note was 

shortened by both Toscanini and Mahler. Keilberth, Busch, 

Mengelberg and Furtwangler made similar oboe deletions. Busch 

and Mengelberg deleted various sections of the horns as well. 

The pianissimo dynamic is easier to achieve with these 

deletions. Examples XX, XXI, XXII and XXIII will define these 

alterations more clearly. 

Schumann designated a continuous forte dynamic for the 

entire orchestra beginning in measure 863 at the end of the 

fourth movement of Symphony No.4. The only other dynamic 

directions he gave from here to the end of the movement are 

sforzandi which occur three measures before the end. 

In bar 863, Mahler wrote a fortissimo in the woodwinds 

and strings, a forte to mezzo-forte in the horns and trumpets 

and a forte for timpani. He increased the volume of the 

trumpets to forte and the horns to fortissimo in measure 866. 

The entire brass section was designated at a forte dynamic 

level in measure 870 and a mezzo-forte in measure 871. The 

second violins play an octave higher to double the firsts in 

bars 867-869. The fanfare-like figures were increased in 

volume by scoring the second violins and first clarinet an 
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octave higher in bars 871-872. The celli were added to this 

figure in bars 872-873 and all four horns double the bass 

trombone at fortissimo in measures 873-874. The climax of the 

movement occurs at measure 875 with a fortissimo in all parts. 

Schumann reached the climax in measure 870 with not much 

contrast from the beginning of this section. Mahler's 

revisions can be reviewed in Example XXIV. 

Szell maintained the forte in measure 863 for all 

instruments except the horns and trumpets which begin the 

measure at piano. All parts play a subito mezzo-forte as a 

pick-up to bar 864 and crescendo for two bars to the 

fortissimo dynamic on the downbeat of measure 866. The 

trombones and timpani begin here at forte. Another subito 

mezzo-forte is indicated for the entire orchestra from the 

pick up to measure 868 where a two bar crescendo to fortissimo 

is designated once again. The climax of Szell's version 

occurs at this fortissimo in bar 870. Szell also scored the 

third and fourth horns to double the bass trombone on the 

fanfare figure in bars 873-874. Even though the climax is 

reached earlier than the Mahler edition, the closing section 

gained dynamic strength with Szell's revision. 

Weingartner made alterations in this section very similar 

to Szell's with the exception of the altered third and fourth 

horn part in bars 873-874. In addition, he wrote a forte-

pianQ with a crescendo for the entire orchestra in bar 875 to 

the sforzando in measure 877. 'l'his creates a final intensity 
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which places his climax in this section at the downbeat of bar 

877. The dynamic revisions of Mahler, Szell and Weingartner 

may be examined more closely and compared with the original 

in Tables X, XI, XII and XIII. 

In the first movement of the Rhenish Symphony, dynamic 

revisions which intensify the impact of the crescendo were 

made by Mahler, Weingartner, Szell and Toscanini beginning in 

measure 367. Here, Schumann's dynamic directions are forte 

and markirt for the horns and later forte for the bassoons and 

clarinets who carry the theme while pianissimo is indicated 

for the accompaniment. 

Mahler changed the first four measures in the horn parts 

to mezzo-forte and the subsequent measures to pianississimo. 

The bassoons and clarinets were also changed from forte to 

pianississimo. In addition, the flutes tacet for eight bars 

and the oboes for seven, both entering at a pianississimo 

dynamic. The deletion of the second violins and the addition 

of that note to the firsts further reduced the volume at the 

beginning of this section. The eliminaton of sustained 

timpani and trumpet parts in bars 387-390, and the subito 

pianissimo in measure 399 for the full orhcestra, further 

intensifies the impact of the approaching crescendo in measure 

407 that leads to the recapitulation at measure 411. 

Toscanini deleted the markirt indication in the horns in 

measure 367 and maintained the initial ~orte. He revised all 



Table X 
Synphony No.4, 4th movement 
measures 863-879 

Schunam 
flutes f f f -sf 
oboes f f f f sf 
clarinets f f f f sf 
bassoons f f f f sf 
horns f f f f sf 
tr~ts f f f f sf 
trOlTbones f f sf 
tirrpani f f f Of sf 
strings f f f f sf 

3 bars 2 bars 2 bars *7 bars 3 bars 
-----

*cl imax 

Table XI 
Symphony No.4, 4th movement 
measures 863-879 

Szell 
flutes f - mf cresco ff - mf cresco ff 
oboes f - mf cresco ff - mf cresco ff 
clarinets f - mf cresco ff - mf cresco ff 
bassoons f - mf cresco ff - mf cresco ff 
horns p - mf cresco ff - mf cresco ff <fanfare figure)59 
trlJll>ets p • mf cresco ff . mf cresco ff 
trOlTbones f ff 
tirrpani p - mf cresco f mf cresco ff 
strings f . mf cresco ff mf cresco ff 

1 bar 2 bars 2 bars 2 bars *10 bars 
*cl imax 

59 The indication in parenthesis in Tables XI and XII indicate a scoring 
revision of the original part. U> 

0'1 



Table XII 
Svnphony No.4, 4th· movement 
measures 863-879 

Mahler 
flutes If 
oboes ff 
clarinets ff 
bassoons ff 
horns f - mf 
tr~ts f - mf 
troot>ones 
tirrpani f 
strings ff 

Tf .ff fr- -- ~- "11 
ff ff ff ff 
ff ff (8va) ff ff 
ff ff ff ff 
ff f - mf ff (fanfare) ff 
ff f - mf mf ff 
f f-mf mf ff 
f f f ff 

ff ff ff ff 
(sec~ls double firsts) (seconds 8va cello fanfare) (cello fanfare) 

3 bars I, bars 3 bars 2 bars *S bars 
*cl imax 

Table XIII 
Symphony No.4, 4th movement 
measures 863-879 

l.Ieingartner 
flutes f - mf cresco ff • mf cresco ff fp cresc.sf 
oboes f - mf cresco ff - mf cresco ff fp cresc.sf 
clarinets f - mf cresco ff - mf cresco ff fp cresc.sf 
bassoons f - mf cresco ff - mf cresco ff fp cresc.sf 
horns f • mf cresco ff - mf cresco ff fp cresc.sf 
tr~ts f - mf cresco ff - mf cresco ff fp cresco 
tronbones ff ff fp cresco 
t irrpani f • mf cresco ff cresco ff fp cresco 
strings f mf cresco ff - mf cresco ff fp cresco 

1 bar 2 bars 2 bars 2 bars 5 bars 2 bars 
*cl imax 

*3 bars 

\0 
-..J 
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melodic and accompaniment parts beginning in measure 371 to 

pianississimo, indicated a forte-piano for the sustained horns 

and bassoons in bar 383, and brought out the oboe and 

clarinets beginning in this bar with a fortissimo marking. 

Toscanini deleted the sustained trumpet and horns in measures 

387-390, wrote a forte for the woodwinds and strings in 

measure 391 and a subito pianissimo for the full orchestra in 

measure 399. These revisions help to strengthen the return 

of the theme at the recapitulation in measure 411. 

Szell and Weingartner used revisions similar to those of 

Mahler and Toscanini. Szell maintained the original dynamic 

indications but deleted the flutes in measures 367-374 as well 

as the second oboe in bars 375-378. He indicated a subito 

piano for the full orchestra in measure 399. Weingartner 

increased the original horn, bassoon and clarinet theme to 

fortissimo, used a forte-piano for the sustained bassoons and 

horns in bar 383, and indicated a subito piano for the full 

orchestra in measure 399. The alterations made by each of the 

conductors help make the climactic return of the theme in the 

recapitulation more effective. The alterations of Mahler and 

Toscanini can be studied in Examples XXV and XXVI 

respectfully. This type of dynamic revision is important to 

help clarify the form of the movement. The recapitulation 

becomes more powerful. 

Mahler, Toscanini, Szell and Weingartner all made 
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revisions to effect a more exciting fortissimo restatement of 

the first theme of the first movement of Symphony No.3 at 

measure 57. Mahler and Szell placed a piano in measure 54 

before the crescendo, Toscanini indicated a diminuendo in 

measure 53 with a piano beginning in bar 54, and Weingartner 

designated a subito piano for this bar. The effect of the 

fortissimo is strengthened in measure 57 by interrupting the 

full forte scoring prior to the crescendo. 

In order to achieve clearer prominence of the oboes, 

clarinets and bassoons in measures 118-122 of the first 

movement of Symphony No.1, Mahler and Szell used a 

combination of varied dynamics and scoring while Weingartner 

indicated graded dynamic marking only and added pizzicato in 

the first violins and double basses. Schumann scored this 

section with sustained forte chords and tremolo in the strings 

with heavy forte rhythmic punctuation in the brass, first 

violins, double basses and timpani. Even though the melody 

in the oboes, clarinets and bassoons is marked fortissimo, the 

instruments are not written in registers where they will carry 

well. Besides altering the dynamic indications of the 

accompaniment and calling for pizzicato in the first violins 

and double basses, Szell used doubled oboes, clarinets and 

bassoons for a total of twelve players in an attempt to 

balance these bars. Mahler added the two clarinets to double 

the oboes in measures 118-119. Examples XXVII, XXVIII and 

XXIX illustrate these alterations. 







Example XXVII 
Symphony No.1, 1st movement 
measures 118-122 
Mahler 
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Example XXVIII 
Symphony No.1, 1st movement 
measures 118-122 
Szell 
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Both Szell and Mahler made some dynamic variations 

between bars 15 and 25, but changed the last six bars to make 

the crescendo more effective. Szell designated a piano before 

the crescendo in measure 25. He also placed a diminuendo in 

the sustained winds, celli, double basses and timpani in bars 

30-31 and a crescendo for the eighth note pattern in the 

violins and violas. Following a slight breath in the winds 

and timpani in bar 31, all parts play forte. Accents are 

placed in the wind and timpani parts as well. Mahler used a 

pianissimo dynamic for the strings in measure 25 and the first 

violins begin their crescendo a bar early. The horns and 

woodwinds begin measure 25 with a piano. While the winds and 

lower strings continue the crescendo, Mahler clearly indicated 

a forte for the violins and violas in bar 27. He also deleted 

the trombones from measures 25-28, saving them for added 

volume in measure 30. The violins and violas arrive at a 

fortissimo in measure 30 which is further strengthened by an 

octave adjustment in the second violins and the addition of 

violas to the second violin part. All sustaining winds and 

timpani playa forte-piano with a crescendo to fortissimo for 

all parts at the end of bar 31. The impact of this fortissimo 

is further heightened by the introduction of rests in the 

winds one b~at before the climax. The Szell and Mahler 

revisions can be studied in Examples XXX and XXXI. 
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also eliminated the sforzandi in all parts until measure 320 

where they are reinstated. A peco a poco indication was 

placed for all parts beginning in measure 322 fo~lowing the 

crescendo marking. The dynamic at the end of the section is 

a uniform fortissimo for the full ensemble on the second beat 

of measure 323. 

Weingartner recollU'lended a Diano be placed on the downbeat 

of measure 317. All parts begin a crescendo in bar 318 which 

continues to the forte in measure 323. The sforzandi remain 

in the score with the note that they "will be delicate at 

first, but then will be ever more strongly stressed. ,,60 He 

deleted the horns beginning in measure 317 and saved them for 

added strength in octaves, at the climax, in measure 323. 

Szell made the same alterations as Weingartner without 

classifying the relative strength of the sforzandi. Reiner 

doubled the first violins with the seconds to give added 

strength to the climax. The changes of Mahler and Weingartner 

can be compared with the original in Tables XIV, XV and XVI. 

Table XIV 
Symphony No.2, 1st movement 
measures 317·323 

schunam 
flutes f 
oboes f 
clarinets f (sforzandi) 
bassoons f 
horns f 
strings f 

4 bars 

cresco f 
cresco f 
cresco f 
cresco (sforzandi) f 
cresco f 
cresco f 
2 bars 1 bar 

~ Weingartner, On the Performance of the Symphonies of 
Schubert and Schumann, VII, No.2, p. 64. 



Table XV 
Synphony No.2, 1st movement 
measures 317-323 

Mahler 
flutes pp 
oboes pp 
clarinets pp 

bassoons pp 
horns pp 
strings f pp 

3 bars 

Table XVI 
Synphony No.2, 1st movement 
measures 317·323 

weingartner 
flutes 
oboes 
clarinets 
bassoons 
horns 
strings 

p 
p 
p 
p 
p 
p 

1 bar 

pp cresco poco a poco ft 
pp cresc. poco a poco ff 
pp (sforzandi) cresco poco a poco (sforzandi) ff 

pp 
pp 

(in all parts) 

1 bar 

cresco poco a poco 
cresco poco a poco 
cresco poco a poco 

·2 bars 

cresco poco a poco 
cresco poco a poco 
cresco poco a poco (sforzandi· gradually) 
cresco poco a poco (becoming stronger) 
cresco poco a poco 
cresco poco a poco 

5 bars 

ff 
ff 
ff 
1 bar 

f 
f 
f 
f 
f 
f 
bar 
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Both Weingartner and Szell provided a clearer transition 

to the fourth movement by eliminating the clarinet and bassoon 

doubling of the strings from the third beat of bar 640 through 

measure 643 of the Fourth Symphony. They also deleted the 

second bassoon the first four bars of the transition. This 

reduced instrumental density provides necessary color contrast 

and allows a more effective diminuendo to pianissimo. 

By differing methods, Mahler and Szell achieved a more 

effective diminuendo in measures 619-627 of the third movement 

of Symphony No.4. Mahler delated the oboes, beginning in 

measure 621, for the rest of the section and wrote a 

pianississimo for the winds and a pianissimo for the strings. 

Szell indicated the violin eighth notes to be played up bow 
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and further lightened the section by changing all quarter 

notes in the winds to eighth notes which match the second 

violins and violas. 

The Schneller section of the fourth movement of Symphony 

No.4 begins at a forte dynamic level in all parts. 'The 

climax at measure 847 is marked fortissimo. There is no 

indicated crescendo, and the only device Schumann used 

throughout the entire sixteen-bar section to create increased 

intensity was the rhythmic punctuation in the brass. Mahler 

indicated two piano to forte sections within the first eight 

bars, and strengthened the effect of the last eight bars by 

writing the second violins an octave higher to double the 

firsts while using the violas to double all the violins an 

octave below. He also deleted the timpani part where it does 

not match the bass line for most of the first eight bars and 

saved it for increased intensity in the last eight bars. 

Weingartner and Szell wrote a sforzando-piano in the first 

bar and indicated a crescendo to forte on the downbeat of 

measure 838; Another crescendo was placed in bars 845-846 to 

achieve the fortissimo dynamic at the climax. Szell also 

rewrote much of the horn part in this section. The Mahler, 

weingartner and Szell versions may be studied in Examples 

XXXII, XXXIII, and XXXIV. 
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The many extended crescendi and diminuendi passages found 

in the Svmnhllnv ; n C y.f~·;nt: ~re part; cql;:H~ly 1:'e~resentative of 

Schumann's lack of ability to note the dissimilarities of the 

dynamic range of instruments within their respective registers 

in different sections of the orchestra. Individual performers 

cannot be expected to make more than minor adj ustments in 

dynamics when they perceive it to be necessary. More 

comprehensive changes must be done by providing the performer 

with carefully edited parts as well as instruction at 

rehearsal. 

The conductor's editions used for this study incorporate 

a variety of revisions regarding dynamics. Even though the 

previous discussion does not encompass every revision which 

deals with varied gradation or scoring of dynamics using 

orchestral densities, the wide range of editing of dynamics 

is evident. Some of the alterations may correspond with the 

nuances a sensitive musician might play instinctively, but the 

majority provide an improved balance, more effective gradual 

changes in dynamics and clarification of the form. 

There are a number of places in Schumann's symphonies 

where conductors have placed dynamic indications which clarify 

phrasing and expression. Since markings of this type are not 

as significant to orchestration as other revisions aimed at 

achieving clarity and balance, they will be discussed only 

briefly. 
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Changes in dynamics made by szell and Weingartner 

throughout the fourth movement of symphony No.2 serve two 

purposes. The first gives dynamic direction to the melodic 

fragments. The second strengthens the recurring theme from 

the opening of the slow movement of the symphony. This occurs 

several times in various forms throughout the final movement. 

Only one example is shown here. 

Example XXXVII 
symphony No.2, 4th movement 
first violins, measures 243-245 
Szell and Weingartner 

~ 

J 1 J r 'j 1 'r 
Toscanini, Weingartner and Mahler used similar dynamic 

direction for the celli and double basses in measures 342-345 

of the first movement of the Rhenish Symphony. The dynamic 

direction of this melodic fragment woul~ not necessarily be 

played in this manner unless parts were edited or instructions 

were given to do so. 

Example XXXVIII 
Symphony No.3, 1st movement 
celli and double basses, measures 342-345 
Toscanini 

- lr 
--=-rp 

19\\ ~ r 



Example XXXIX 
Symphony No.3, 1st movement 
celli and double basses, measures 342-345 
Mahler 

~<I~.....----.... 

I ?"J", 8 f· If 

Example XL 
symphony No.3, 1st movement 
celli and double basses, measures 342-345 
Weingartner 

3";I~ 

l?l6t1'f" If \c(' &) IJ 
rr 

1 j II 
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A final example comes from the Scherzo of Symphony No. 

!, measures 412-413. The natural rising and falling of the 

melodic eighth-note figure in the first violins was emphasized 

dynamically by Mahler. He does this in the viola, celli and 

double bass figures which follow as well. 

EXdmple XLI' 
Symphony No.4, 3rd movement 
first violins, measures 412-413 
Mahler 

~I" 

*I§ j un IE ID)) IJ I~ ,., 
+ f .r==: :. ===-=-=---

The dynamic changes for phrasing make the intentions of 

the conductor clear where necessary. Since they are 

interpretive and stylistic considerations, they tend to vary 
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significantly from one performer to the next. 

Orchestral Transparency 

Rimsky-Korsakov stated the "transparency, accuracy and 

purity in the movement of each part are essential conditions 

if satisfactory resonance is to be obtained ,,61 in 

orchestration. Thick instrumental textures are generally the 

result of excessive doublings of secondary middle voices, bass 

lines, or thematic material. Extravagant use of string 

tremolo, the overstatement of rhythmic figures, particularly 

in the trumpets and timpani, as well as timpani pitches which 

do not correspond to the bass line, also contribute to a heavy 

texture. In addition, woodwinds are often used in registers 

where they do not "speak" readily. Gerald Abraham stated the 

"the bane of Schumann I s orchestra is its thickness and 

heaviness. ,,62 The density of Schumann I s scoring originates in 

his liberal use of instruments to accompany melodic lines. 

Because he generally doubled the melodic lines lightly in 

relation to accompanying parts, he had a large number of 

instruments available for supporting roles. Schumann 

initially created his full orchestra sonority by means of 

comprehensive, redundant doublings in accompanying parts which 

61 Rimsky-Korsakov, p. 63. 

~ . Abraham, Gerald, ed., Schumann. A Symposlum (London: 
Oxford University Press, 1952), p. 185. 
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are often extended chords supporting rhythmically active 

lines. 

Schumann frequently doubled inner parts. If he had held 

the trumpets and horns more in reserve, instead of doubling 

the middle of the texture, they would provide greater effect 

at climaxes. In addition, Schumann's predominant use of brass 

for sustained harmonies and rhythmic accentuation does not 

fit adequately with the complexity of his compositional style. 

Schumann also used heavy orchestral pedals which he usually 

over-scored by combining horns wi th trumpets. Rhythmic 

overstatements are found in the timpani and trumpet parts. 

Schumann often used this device too mechanically and 

carelessly. 

The bass line frequently suffers from heaviness as well. 

Schumann rarely used the celli only on sustained bottom lines, 

even in quiet sections. The doubling of the double basses 

with bassoons and trombones results in a thick and heavy bass 

line. Examples of extensive bass line doubling occur in 

almost every movement. An appropriate example of bass line 

heaviness is found in the opening of the Rhenish Symphony 

where the celli are doubled an octave lower by the double 

basses for the first 164 bars. "Solo instruments" are often 

doubled in a similar manner. Except for one bar of flute solo 

in the entire Fourth Symphony, no woodwind or brass instrument 

has a single solo melody. 
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The heavy textures are generally reduced in the re­

orchestrations by simply deleting the doubled parts, modifying 

the timbral characteristics, or by decreasing the dynamic 

level. Deletion assists in improving balance and provides 

contrast in the texture, allowing each part to be 

distinguished more clearly. Greater flexibility of soloistic 

expression and clearer projection of those lines which require 

prominence is also an end result of deletion. 

Measures 262-289 from the First Symphony, first movement, 

provide an excellent example of nearly all of the concerns 

related to orchestral transparency. This is a 28-bar 

crescendo that is fully scored with very full secondary parts 

and thinly scored melodic parts. The brass play rhythmic 

statements or sustained chords, and the timpani plays pitches 

which do not match the bass line. Mahler, weingartner and 

Szell used a combination of dynamic rebalancing, deletion, and 

the rewriting of some parts. Mahler added additional 

woodwinds and brass to the canonic melodic figure beginning 

in bar 282, and Szell designated that the second violins play 

the thematic figure with the first violins, beginning in 

measure 270. Mahler chose to delete the mismatched timpani 

pitches, while Szell rewrote them to fit the bass line. 

weingartner left them unaltered. The tunable timpani was 

invented and available in Leipzig during the time Schumann 

composed the First Symphony. It is impossible to know why he 
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did not use this capability. A review of Examples XLII and 

XLIII will reveal the changes made by Mahler and Szell to make 

this section more effective. 

In the first movement of the First Symphony, Schumann 

scored a cadenza-like passage for flute and oboe in unison. 

Nearly all the editions deleted all or a portion of the oboe 

to give greater flexibility to this soloistic section. The 

alteration made by Mahler can be studied in Example XLIV. 

At letter M in the first movement of the Third Symphony, 

the original scoring has a very thick texture with inner brass 

pedals and rhythmic figures. In addition, this twelve-bar 

excerpt is the end of a twenty-four bar crescendo to 

fortississimo. 

Nearly all editions reviewed made dramatic changes in 

these bars. The texture is considerably lightened by the 

elimination of the trumpets and timpani which are reserved for 

an effective entry in the climax, by the introduction of rests 

in the horn parts and by the reduction of doublings in the 

middle parts. Examples XLV and XLVI show the great contrast 

between the Szell and Mahler versions and the original. 

Clarification was given to measures 25-32 of the Scherzo 

movement of the Rhenish Symphony ~y Mahler, Toscanini, Szell 

and Weingartner. Deletions in the woodwinds, horns and 

trumpets were made by all four conductors. The result is 

greater transparency in the opening bars and a more distinctly 
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Mahler, Weingartner and Szell changed the dynamics of this 

section to reduce the harmonic background so the melody may 

be heard clearly. 

Schumann's practice of doubling the string parts in the 

winds often causes a thick texture. Measures 87-100 in the 

first movement of Symphony No.4 provide an example of 

excessive wind doubling. Mahler used dynamics only to provid'· 

contrast in this section. Weingartner and Szell deleted all 

the woodwind doublings until bar 98 and then added solo 

clarinet, followed by solo flute in measure 100. They also 

reduced the horn half-note sforzandi from four to two players, 

eliminated the celli doubling of the violas and reduced the 

volume of the double basses with a pizzicato indication. The 

dynamic alterations of Mahler may be seen in Example LVI, and 

the Szell and Weingartner changes are shown in Example LVII. 

A similar problem of woodwind doubling of string parts 

is found in the continuous sixteenth note figures in measures 

337-349 of the first movement of Symphony No.4. Here the 

woodwinds have an exact duplication of the violin and viola 

parts. Weingartner and Szell provided much greater clarity 

in this section by revising the woodwind parts so they play 

rhythmic figures similar to the brass. This gives "breathing 

space" within the texture so the string color can be heard 

more distinctly on the sixteenth notes. Example LVIII shows 

these alterations. 
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There are no solo instruments between measures 95-110 of 

the first movement of Symphony No.3. The theme begins with 

a doubling in the oboes and clarinets and then the first 

violins, oboes and clarinets. Both Szell and Weingartner 

deleted the oboes in bars 102-110. Mahler, Szell, Weingartner 

and Toscanini altered the dynamics in this section to help 

with clarity and balance. Toscanini indicated a fuller 

dynamic of mezzo-forte in the violins in measures 99-101, but 

designated it to be played with four players on first, and 

four players on second. 

Schumann used wind doublings in the first movement of 

Symphony No.3. Measures 18-20, 74-76, 85-86, 134-138 and 

182-184 provide just a few examples. Szell and Weingartner 

generally provide color variety in their revisions by deleting 

the winds. Mahler usually added density to the strings with 

double stops or additional doublings in the winds. Toscanini 

clarified the phrasing and generally wrote the flutes a due. 

All of these alterations provide color change and greater 

thematic prominence. Examples LIX and LX show alterations for 

measures 18-20. 
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deleted the mismatched bass notes in the timpani from bar 248 

to the end of the passage in an attempt to achieve greater 

transparency. Because of the scoring proble~s in this 

section, both Weingartner and Szell called for doubled 

woodwinds for larger orchestras. Reiner attempted to clarify 

the woodwind melodic material by deleting the tremoli in the 

first violins in measures 245-252. He then wrote the woodwind 

melodic figures in the first violin part in measures 247-252. 

Reiner also clarified the beginning of this section by placing 

the rhythmic figure that is most prominent throughout the 

entire orchestra in the first violins and violas as well. 

Example LXVIII illustrates Reiner's alterations. 

Szell and Weingartner changed the dotted half-note 

rhythms to quarter notes tied to an eighth in measures 237 and 

239 of the same movement. This provides greater clarity for 

the celli. Example LXIX shows this. 

The eighth-note figure in the clarinets in measure 221 

is not reinforced by any other instrument in Schumann's 

scoring, so Mahler and Toscanini added other instruments to 

double it. Toscanini doubled the clarinet passage in the 

second oboe, the second violins and half of the violas. 

Mahler used the second violin doubling only. Toscanini used 

the second oboe and violas again in measure 222 to double the 

same figure. Example LXX illustrates Toscanini' s alterations. 
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Szell and Mahler gave additional strength to the eighth­

note figures carried by the celli and double basses in 

measures 300-301 in the first movement of Symphony No.2 by 

adding the timpani. Ormandy and Walter also made this 

identical change. 

Mahler, Szell and Ormandy changed the horn parts two 

measures before Animato (379-380) in the same movement to 

coincide rhythmically with the full orchestra. The original 

after beats for the horns in F may give the impression of 

errors. 

In the first movement of Symphony No.3, measures 27-28, 

Mahler, Toscanini and Ormandy reinforced the second violin 

eighth notes an octave lower. The viola part in measure 48 

was similarly reinforced in unison by the celli in the scores 

of Mahler, Toscanini and Ormandy. 

Szell, Weingartner and Mahler revised the awkward 

doubling found in the woodwinds in Symphony No.4, first 

movement, measures 57-58. The deletion of a portion of the 

sixteenth riotes in the oboes, and octave adjustment in the 

clarinets and oboes, are the techniques used to gain clarity. 

Busch used a solution similar to that used by Szell and 

Weingartner. The introduction of rests in the parts results 

in . an alter~ating oboe and flute timbre with no awkward 

doublings. The Szell, Weingartner and Mahler revisions can 

be seen in Examples LXXI, LXXII and LXXIII. 



Example LXXI 
Symphony No.4, 1st movement 
measures 57-58 
Szell 

Example LXXII 
S"{ffiphony No.4, 1st movement 
measures 57-58 
Weingartner 
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Example LXXIII 
Symphony No.4, 1st movement 
measures 57-58 
Mahler 
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since the trumpets are scored too low to be effective in 

measures 133-142 in this same movement, Mahler and Busch 

deleted them. Mahler added third and fourth horns to replace 

the trumpets. Weingartner and' Szell wrote the first and 

second horn parts for the trumpets as well. 

Szell and Toscanini revised the celli and bassoon parts 

in measure 305-313 so that it is an exact doubling of the 

flute and oboe melody. Furtwangler, Mengelberg and Busch also 

revised these parts so greater clarity may be achieved 

melodically (Example LXXIV). 



Example LXXIV 
Symphony No.4, 1st movement 
measures 305-313 
Toscanini and Szell 
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At the beginning of the slow movement of Symphony No.2, 

Schumann assigned the melody through measure 23 to the first 

violins divisi in octaves. The violas and second violins play 

harmonic rhythmic accompaniment in the orignial and the double 

basses play the bass line. Mahler, Ormandy and Busch 

transferred the second violin part to the violas divisi and 

used the second violins to share the original first violin 

part. This alteration allows the full resources of the 

violins to add richness to the melodic line, and the 
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accompaniment gains transparency as well. 

The contrasting solutions to measures 3-4 in the third 

movement of the Rhenish reveal the necessity for some change 

in Schumann's scoring. Mahler and Toscanini deleted the oboes 

and horns. Walter deleted the second oboe part. Greater 

transparency is achieved in all cases. Example LXXV 

illustrates the changes of Toscanini and Mahler. 

Example LXXV 
Symphony No.3, 3rd movement 
measures 3-4. 
Toscanini and Mahler 
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Toscanini's score contains an annotation that only four 

double basses should play beginning with the fourth quarter 

in measure 17 with a tutti indicated in measure 25. This 

gives lightness to the bass line in this delicate passage and 

allows the celli only to play the bass line (Example LXXVI). 
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double basses, celli and violas, is a modulating scale passage 

and the timpani is scored on a repetitive A. Mahler and Szell 

deleted these mismatched pitches. 

In the fourth ·movement of Symphony No.1, measures 65-

73, Mahler and Szell made corrections to the timpani part that 

allow it to be more in agreement with the harmony. Mahler's 

changes are shown in Example LXXVII. 

Example LXXVII 
Symphony No.1, 4th movement 
measures 65-73 
Mahler 
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In measures 81-89 of the same movement, Mahler used a 

combination of deletions and" tuning changes to correct the 

timpani part. Szell used only tuning changes (Example 

LXXVIII) . 



Example LXXVIII 
Symphony No.1, 4th movement 
measures 81-89 
Mahler 
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Mahler and Szell used a combination of deletion and 

tuning changes in Symphony No.4, measures 142-145 of the 

first movement to correct the timpani part. Szell wrote a C 

for the last eighth note in bar 142 to match the bass. Mahler 

deleted the part in bar 142 because of the bass line C at the 

end of the bar, and then added the bass note in measure 143 

and 145. The Mahler and Szell versions of the timpani in this 

passage is illustrated in Exampl~ LXXIX. 

The timpani passage in the fourth movement of Symphony 

No.2, measures 324-352 was deleted by Mahler. It is not 

consistent with the bass line or the harmony and gives a 

rhythmic emphasis that is too heavy for this section. 

Excessive use of string tremolo, possibly used mistakenly 

for greater volume, also contributes to thickness of texture 

in the symphonies of Schumann. Cecil Forsyth has pointed out 

that the tremolo "is more exciting to the hearer, and this 
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Schumann's orchestration gains lightness, strength and 

contrast by changing certain tremolo passages to standard 

bowing. 

The revisions concerning clarity and orchestral 

transparency are necessary because Schumann did not balance 

the sections of the orchestra. This was true particularly 

between the principal and subsidiary material. He 

overestimated the power of individual instruments or groups 

at different dynamics in their respective registers and often 

added to the thick texture by using timpani notes which did 

not match the harmony or the bass line. Tremolo often 

detracts from the power at crucial places in the symphonies 

and overemphasized rhythms further add to the muddy texture. 

The maj or method of achieving transparency in Schumann's 

scores is deletion. The changes made by conductors generally 

give greater melodic prominence, less harmonic thickness and 

brighter clarification of the form. 

continuous Scoring 

Another concern of Schumann's scoring, related to 

transparency, is his lack of using the orchestral colors for 

contrast. His constant use of compound timbres eliminates 

characteristics of tone and produces a dull, neutral texture. 

Adam Carse wrote of Schumann's continuous scoring: 

The continuously even tone quality, the full bodied but 
monotonously rich tint of his coloring, is due to the 
employment of strings, woodwind and horns in constant 
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combination. It is difficult to credit the fact that any 
composer could score not only complete movements, but a 
whole symphony and an overture, in which string tone is 
not allowed to be heard in a pure unmixed state for a 
single bar: yet Schumann achieved that feat in his ~ 
Minor Symphony (1851).~ 

An almost continuous tutti exists throughout the maj ori ty 

of the Third Symphony. Schumann used the woodwinds, brass and 

strings almost constantly and thickened the texture further 

by using frequent divisi or double stopping in the lower 

register of the strings. These characteristics rob his 

orchestration of timbral variety and clarity. 

Alan Walker wrote that the first violins in Schumann's 

scoring "are frequently overworked. ,,67 They introduce most of 

the thematic material in the Third and Fourth Symphonies and 

are usually in the forefront of the music's progress. 

Schumann could often add greater force, color, clarity and 

brilliance by using the device of combining first and second 

violins at the unison or octave. This device would certainly 

have provided clarity for the opening of the Rhenish Symphony. 

He did write for unison first and second violins in the Coda 

of the Scherzo of Symphony No.2. This section is brilliant 

and effectively cuts through the chordal accompaniment of the 

rest of the orchestra. Another setting in which Schumann used 

the massed violins is found in the third movement of Symphony 

66- Carse, Adam von Ahn, The History of Orchestration 
(London: Dutton and Co., 1925), p. 264. 

67 Walker, p. 313. 
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No.2. The unison and octave doublings in this movement are 

powerful and eloquent. 

The final movement of symphony No.2 has scoring between 

measures 359 and 373 in which both the woodwind and string 

sections are self-sufficient, each duplicating the other. The 

most significant changes here were recommended by Weingartner. 

The clarinets, bassoons and oboes alternated with the strings 

throughout the section, the almost constant string scoring is 

modified, and the double bass part is simplified. These 

changes relieved the scoring of its uniform,· continuous 

thickness, giving the woodwinds and string sections greater 

identity and effectiveness by distributing them in an 

antiphonal manner similar to Schumann's own orchestration in 

the Scherzo of this symphony. Example LXXXII illustrates the 

changes made by Weingartner. 

Mahler and Szell allow the upper strings to rest for 

nearly three bars in measures 70-73 in the first movement of 

Symphony No.2. This provides color contrast and allows the 

timbre of the violins to gain renewed interest when they enter 

on the legato phrase (Example LXXXIII). 





Example LXXXIII 
Symphony No.2, 1st movement 
measures 70-73 
Mahler and Szell 

I ~ 
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(~'" ~~~~~~~~-~~~ 

A similar example is the alteration in the middle section 

of Symphony No.4, second movement. Mahler changed the 

original violin solo into an alternation between solo and 

tutti creating contrast of color. 

In the last movement of the Rhenish symphony, where more 

distinctive variation in orchestral color and density could 

have been achieved when the opening eight bars are restated, 

Schumann scored the entire passage for woodwinds and strings. 

Toscanini omitted the woodwinds until the last quarter of the 

eighth measure, reduced the role of the horns in the first 

phrase and of the trumpets in the second, and eliminated the 

timpani part. AS a result, there is a well-defined difference 

in timbre between the first phrase and the repetition (Example 

LXXXIV) • 
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The passage from measures 162-191 in the fifth movement 

of Symphony No.3 has also received a great deal of attention 

from conductors. Toscanini, Mahler, Szell and Weingartner 

provided sufficient "breathing space" in the texture to allow 

greatly needed transparency. These alterations include 

dynamic rebalancing, the deletion of winds which duplicate 

strings and the elimination of horn, trumpet and timpani 

rhythmic statements which do not coincide with the melodic 

framework, bass line or harmony. 

The pickup to measure 851 in the fourth movement, which 

is scored only for the first violins, is the only example in 

the entire Fourth Symphony where the violins play alone. This 

sole note frequently creates the impression that the ensemble 

playing lacks precision. The alterations in this passage 

vary. Toscanini and Furtwangler reinforced the pickup with 

the second violins anticipating their notes from the next bar. 

Weingartner and Szell used the second violins, violas, flutes, 

oboes and clarinets for the same purpose. Ormandy and Busch 

also used the woodwinds and strings. Mahler and Mengelberg 

used the entire string section for strength. 

The deletion of doubled parts helps in "airing" the 

texture of Schumann's orchestration. Rimsky-Korsakcv wrote 

of economy in orchestral color: 

Neither musical feeling nor the ear itself can stand, for 
long, the full resources of the orchestra combined 
together. • A group of instruments which has been 
silent for some time gains fresh interest upon its 
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reappearance. 68 

Deletion not only helps provide timbral variety but 

assists in improving the balance and creating contrast when 

these instruments resume playing. 

Clarification of Thematic Line 

Schumann generally underemphasized the thematic line, not 

serving the needs of coloristic and vivid expression in 

support of the structure. A variety of methods are employed 

by conductors to remedy this scoring problem. These include: 

1. Octave adjustment to a higher or lower register. 

2. continuation of a melodic figure in the initial 

register. 

3. Reinforcement by identical instruments. 

4. Addition of silent parts to vital lines. 

5. Deletion of obscuring parts. 

6. Use of doubled, tripled or quadrupled woodwinds. 

7. Improvement of bass line timbre. 

S. Reduced note values. 

9. Clarification of canonic figures. 

10. Rewriting trumpet and horn parts. 

11. Corrections of timpani pitches. 

12. Corrrections of probable errors. 

In the first movement of the Rhenish symphony, the 

68 Rimsky-Korsakov, p. 11S. 
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orchestration of the principal theme causes it to lose the 

dramatic energy needed for a clear opening statement. Mahler, 

Bruno Walter, Toscanini and Szell called for revisions which 

clarify the theme. The flute part is raised an octave in 

almost all the editions beginning in the last quarter of 

measure 3. This continues the melody in the initial register. 

The woodwinds and horns are moved from supporting harmonic 

parts to reinforce the theme. Mahler and Toscanini removed 

the timpani and trumpets from their rhythmic pedal function. 

Szell changed the dynamic of these parts. Mahler and 

Toscanini raised the second violin and viola parts an octave 

to reinforce the first violins beginning in the third measure. 

Mahler deleted the fourth horn part in measure 5 and 6 because 

Schumann had scored the instrument below the bassoons and 

double-basses 0 The effect of the changes made by Mahler can 

be compared with the original in Example xc. 

The original scoring of measures 178-189 in the first 

movement of the Spring Symphony uses basically only flute on 

the melody in the upper register. The accompaniment is scored 

for woodwinds, horns and full strings with rhythmic 

accentuation in the trumpets, trombones and timpani. All 

parts are marked forte. 

A variety of methods were used by Weingartner, Szell and 

Mahler to bring the thematic line to greater prominence. 

Weingartner gave the woodwinds more prominence by notating a 

fortissimo for flutes, oboes, clarinets and bassoons with a 
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by assigning it the original part of the first. He did the 

same with the second clarinet for most of the passage. Szell 

also doubled the woodwind parts with larger string sections. 

The dynamics are rethought in Szell's version. The woodwinds 

are marked fortissimo rather than forte, the trumpets and 

strings are remarked forte-piano, the timpani, mezzo-piano, 

while the horns and trombones remain forte. The timpani pitch 

is also changed in the Szell version from Gb to the D in the 

bass. This passage is an excellent large scale illustration 

of concerns regarding thematic clarification. 

The second movement of Symphony No.1 illustrates a 

melody in the celli alone with heavily scored accompaniment. 

In measures 41-55, the melody in the piano celli part is 

supported by all other strings, two horns and all woodwinds 

which all have a piano dynamic as well. Mahler adjusted all 

the dynamic indications for the accompanying parts to 

pianissimo, deleted the horns for the entire passage and wrote 

varied dynamics throughout the cantabile melodic line in the 

cello part. This is shown in Example XCI. 

The Scherzo of Symphony No.3, measures 53-56, shows a 

thematic line scored for the celli, oboes, clarinets and 

bassoons. A sixteenth-note version of the melodic line is 

written in the second violins. The accompaniment consists of 

first violins, four horns, two trumpets, flutes and double 

basses. Mahler added half of the violas to the melodic line 

an octave above the cello part. He also changed the original 
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fortissimo dynamic of the accompaniment to a mezzo-forte. 

Toscanini raised the celli an octave and used all the violas 

on the melody, thus eliminating their harmonic filling. He 

maintained the original fortissimo dynamic in ::tIl parts. 

Szell also wrote the celli an octave higher but left all other 

parts as they are written in the original. The effect of 

these alterations is best illustrated in Table XVII. 

In the fourth movement of the Fourth Symphony, measures 

839-846, the melody is scored in octaves for flutes, oboes, 

clarinets and all violins. The accompaniment is at the same 

forte dynamic and consists of full quarter-note chords in the 

bassoons, brass, timpani, violas, celli and double basses. 

Mahler clarified the melodic line, with the addition of the 

violas in the same register as the clarinet, to support the 

first violins, flutes and oboes an octave lower. He also 

designated the second violins play an octave higher to double 

the firsts in unison. Clarity was also achieved by Mahler 

with the use of a reduced volume for the brass accompaniment. 

The use of the violas on the melodic line reduced the number 

of players on the accompaniment as well. The alterations made 

by Mahler are illustrated in Table XVIII and may be more 

closely studied by reviewing Example XCII. 



Table XVII 
Syrrphony No.3, 2nd movement 
measures 53-56 
Schl.lll8m Mahler Toscanini Szell 
~nson _lolly - ff lkIlson _lody - ff lkIison _lOClY - ff ~nson _lody - ff 

oboes oboes oboes oboes 
clarinets clarinets clarinets clarinets 
2nd viol in fig. 2nd viol in fig. 2nd viol in fig. 2nd viol in fig. 

a Basso _lady - ff 
cell i 

AccOl1lpill'1i~t - ff 
flutes 
fi rst violins 
violas 
brass 
double basses 
4 bars 

Y, violas all violas 

a Basso _lody - ff 
cell i 

AccOl1lp8f1i~t 
flutes - ff 
first violins - ff 
Vr violas - ff 
brass - mf 
double basses - ff 
4 bars 

cell i 

No 8 Basso _lody 

AccOl1lpill'1i~t - ff 
flutes 
first violins 

brass 
double basses 
4 bars 

cell i 

No a Basso _lody 

Acca.pani~t - ff 
flutes 
fi rst violins 
violas 
brass 
double basses 
4 bSrs 

..... 
OJ 
..... 



Table XVIII 
Symphony No.4, 4th movement 
measures 839-846 

Schumann 
unison melody - f 

flutes 
oboes 
1st violins 

8 Basso melody - f 
clarinets 
2nd violins 

Accompaniment - f 
bassoons 
brass 
tilLlpani 
violas 
celli 
double basses 
8 bars 

Mahler 
un1son me~ody - f 

flutes 
oboes 
1st violins 
2nd violins 

8 Basso melody - f 
clarinets 
violas 

Accompaniment 
bassoons 
brass 
timpani 

- f 
- rof 
-'f 

celli - f 
double basses - f 
8 bars 
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thematic line. The bass line is scored on repeated pitches 

as well with the rhythmic framework of the melody. All of 

the scoring devices used in this section by Schumann rob the 

thematic line of clarity. It is impossible for the first 

flutes and first violins to "single-handedly" balance the rest 

of the orchestra. 

Toscanini, Weingartner, Szell and Mahler made extensive 

revisions in this passage. The vary ing dev ices used by 

conductors to. solve these problems reveal the difficulty of 

a successful performance of the original. Szell raised the 

first violin and first flute an octave from the pickup to bar 

60 to the end of bar 61. He wrote this as a divisi in the 

first violins. Weingartner used the octave higher designation 

divisi for the first violins as well. This follows the same 

melodic pattern of the first presentation of this theme. 

Mahler, Weingartner and Toscanini indicated the octave 

adjustment for flute only. Toscanini and Mahler deleted all 

trumpet and timpani rhythmic statements beginning in bar 60. 

Szell eliminated the timpani only in measures 62-63. Both 

Toscanini and Mahler designated the second violins to double 

the firsts and use the violas divisi to play the original 

second violin and viola parts. Szell gave further strength 

to the melodic line by doubling the first flute part with two 

oboes and two clarinets an octave below. Mahler and Toscanini 

outlined the melodic line in the first and third horns 
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beginning in measure 63. Szell used all four horns for this 

purpose. The harmonic support of the melody is rewritten by 

Mahler and Toscanini in the oboes and clarinets, and by Szell 

in the bassoons. The bass line was lighten~d beginning in 

measure 63 by Mahler and Toscanini who simplified the rhythm. 

Szell raised both the celli and double basses an octave in 

measures 61-69. Mahler replaced the quarter rest in the flute 

and first violins in measure 65 with a D to correspond with 

measure 9 in the first presentation of the theme. Szell 

further simplified the texture by replacing notes in the 

original second violin part that require a leap of a fifth or 

more. The detailed revisions of Szell, Toscanini and Mahler69 

can be studied in Examples XCIV and XCV. 

Mahler gave greater prominence to the s~rings in measures 

121-124 of Symphony No.4, first movement by deleting the 

tremoli. This adjustment gives a great deal more volume to 

this figure. He also reduced the dynamic level of the 

trumpets, trombones and timpani to mezzo-forte from the 

original for"tissimo. He doubled the first and second horns 

with the third and fourth and wrote the first clarinet an 

octave higher. Weingartner and Szell reinforced the woodwinds 

with the trumpets (Example XCVI). 

~ The aiterations of Mahler and Toscanini are identical 
in this passage with the exception of stylistic markings 
in the first violins in Toscanini' s version. These 
markings will be deleted in the example, using only the 
orchestration revisions. 











Example XCVIII 
Symphony No.3, 5th movement 
measure 34 
Toscanini 
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Mahler and Toscanini had the oboes play in unison with 

the first clarinets, in the fifth movement of Symphony No.3, 

from the pickup to bar 130 through the second beat of measure 

133. This reinforcement by the oboes was possibly 

necessitated by the feeling that the clarinets are scored in 

a comparatively weak register (Example XCIX) . 

Szell and Weingartner used doubled woodwinds to achieve 

greater brilliance of the thematic line in measures 474-482, 

Symphony No.2, fourth movement. They also reduced the volume 

of the strings so the melodic line in the woodwinds could 

become more prominent. Mahler achieved the same goal by an 

octave adjustment to a higher register in the clarinet. This 

moved the clarinet from a relatively weak register to a 

stronger one and placed them in a unison doubling with the 

flute and oboes. Mahler also revised the dynamics in the 

strings (Example C). 
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an octave starting with the third eighth note in measure 138 

through the dotted half note in measure 141. Mahler doubled 

the flute melodic line with the oboes, clarinets and horns. 

Both Mahler and Toscanini wrote a trumpet part in measure 138-

141 which outlines the melody. Weingartner and Szell both 

rewrote the dynamics to achieve greater clarity in the 

thematic line. Examples ell and eIII show the revisions of 

Toscanini and Szell. 

Example ell 
Symphony No.3, 5th movement 
measures 138-141 
Toscanini 
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Additional Changes 

Additional changes made by cunductors include the 

adjustment for modern instruments, adjusting figures so they 

are more idiomatic or less difficult for the instrument and 

the effective use of instruments in their respective 

registers. Phrasing indications and stylistic considerations 

have also received the attention of conductors. Changes in~., 

the manner of performance have provided clarity throughout the 

revisions of the Schumann symphonies. Pizzicato is added in 

various situations to add clarity and color. The scores of 

Mahler and others contain directions for the strings to bow 

over the fingerboard to achieve a lighter tone. Mahler also 

added the designation for "bells up" for various brass in some 

climaxes, and several conductors call for muted brass. There 

are thematic alterations and cuts made by various conductors 

as well as corrections of probable errors. 

A number of changes have been made that take into account 

the technical improvement in instruments since Schumann's 

time. It is surprising that Schumann's timpani parts were 

not composed with greater skill. He generally wrote for the 

timpani in a manner consistent with an earlier time. This use 

of timpani required that the instruments stay at their initial 

pitch for an entire movement, leading either to dissonances 

or omissions in places where they would naturally be included. 

However, Schumann "had first-hand knowledge of the artistic 
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work by the Gewandhaus Orchestrais well known timpanist, Ernst 

Pfundt, who had invented a mechanical device for making quick 

changes in timpani tunings. ,,71 There are only three places, 

measures 121, 194 and 285, in the first movement of the Fourth 

symphony where Schumann called for tunings which differ from 

those indicated at the beginning of each respective movement. 

Such fixed tunings require the timpanist to play some 

component of the harmony other than the true bass, or to play 

pitches which do not conform to the harmonic structure at all. 

Conductors have either deleted those notes which do not 

coincide with the true bass, made corrections which require 

changes in tuning, or composed timpani parts where they are 

lacking. Since several examples of timpani corrections were 

discussed in an earlier section, only two problems will be 

illustrated here. 

An example of a newly composed timpani part is found in 

measures 171-174 in the opening ~ovement of the Symphony in 

o Minor. Mahler wrote a timpani part in this passage that 

doubles the bass trombone in unison (Example CIV). 

Szell's score of the Fourth Symphony reveals a tuning 

change to remove the D-flats from the timpani part which 

conflict with the C major triad in measures 142-145 of the 

first movement. Mahler simply deleted the megaure with the 

conflict and added the C on the resolutions. The szell 

71 Zlotnik, p. 339. 
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Because most double basses in maj or orchestras today have 

the E string extension, which extends the range a major third 

lower, it is common practice to readjust Schumann's sometimes 

inconsistent scoring. In the last movement of the Second 

Symphonv, Schumann originally scored the double basses in a 

fluctuating manner from unison to octave doubling with the 

celli. Conductors often correct this variation in the bass 

line resonance by marking the double bass part an octave lower 

as necessary. 

Awkward leaps, unsatisfactory sonorities,' and often 

obtuse linear writing in the brass are due to Schumann's 

selection of tones from the limited resources of the natural 

instruments. Conductors have rescored these parts to fit the 

capabilities of chromatic instruments. Weingartner made 

numerous changes in his suggested alterations. Mahler, Szell 

and Weingartner altered the entire passage, measures 195-220, 

in the first movement of the Symphony in D Minor. Weingartner 

and Szell rewrote the trumpet parts to strengthen the melodic 

material in the first violins. Mahler used the first and 

second horns for the same purpose. 

Schumann placed the trumpets too low in measures 133-142 

in the first movement of symphony No.4. Mahler deleted the 

trumpet parts after the fermata and added the second pair of 

horns to play in unison with the first in order to regain 

resonance. Weingartner and Szell rewr~te the trumpet parts 
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to double the first and second horns. The Szell and Mahler 

versions are illustrated in Examples CVI and CVII. 

Example CVI 
Symphony No. 4, 1st movement 
measures 133-142 
Szell 
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Example CVII 
Symphony No. 4, 1st movement 
measures 133-142 
Mahler 
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There are numerous instances in which woodwinds suddenly 

skip to a supporting note from a melodic one or leap an octave 

because of the limitations of range in the instruments of the 

mid-nineteenth century. One example is illustrated in measure 

110 in the second movement of the Spring Symphony. All 

melodic instruments are scored to move up a minor third, 

except for the flute part which suddenly skips down to the 

lower octave for that one note. Szell wrote this one note an 

octave higher since modern instrumentalists have no difficulty 

with a high Bb (Example CVIII). 



Example eVIII 
Symphony No.1, 2nd movement 
measure 110 
Szell 
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Several conductors have altered the flute part in 

measures 3-6 in the opening movement of the Rhenish Symphony. 

Schumann made a skip down an octave on the last beat of bar 

3 to avoid the high C and Bb on the flute. The melodic 

contour in the first violin, however, uses the upper octave 

(Example eIX). Similar inconsistencies exist in flute, 

clarinet and oboe parts throughout the four symphonies. 

certain bowed passages in Schumann's orhcestration have 

been changed to pizzicato. This allows the scoring to gain 

in lightness, as well as in contrast. Mahler and Toscanini 

used a combination of bowed versus pizzicato scoring in 

measures 17-25, second movement Third Symphony. In this 

passage the accompaniment figures are played pizzicato and the 

melodic figures are played arco (Example CX) • 
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No. 2 contains such directions; am Griffbrett, for the violins 

in the beginning of the first movement. The sul tasto 

instruction in the middle section of the Romanze in Symphony 

No. 4 was used by Mahler to achieve better balance between the 

solo violin and the rest of the string section (Example CXII). 

Example C~II 
Symphony No. 4, 2nd movement 
measures 384-388 · 
Mahler 
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The transparency needed in measures 682-684, fourth 

movement of the Symphony in D Minor, is more easily achieved 

with the combined pizzicato and sul tasto indications Mahler 

used in the strings. The bass line is lightened significantly 

with the pizzicato indication for celli and double basses~ 

The piano dolce is very effective when played over the 

fingerboard (Example CXIII). 

Mahler instructed the trumpets in measures 215-220 in the 

first movement of Symphony No. 4 to raise their bells for 

increased sound projection. In the fourth movement at measure 

205, he indicated Schalltrichter auf! for the entire brass 

section. Muted brass provided color contrast and dynamic 



Example eXIII 
Symphony No.4, 4th movement 
measures 682-684 
Mahler 
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adjustment in certain situations in the edited versions of 

Schumann's symphonies. Furtwangler wrote for muted horns in 

the opening of the fourth movement of Symphony No.4. Mahler 

used muted trombones on a newly composed part to double the 

bassoons beginning in measure 135, Second Symphony, fourth 

movement (Example eXIV). 

Example eXIV 
Symphony No.2, 4th movement 
measures 133-138 
Mahler 
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The placement of short rests in Schumann's symphonies 

give greater definition to phrasing and structure and 

contribute to effective ensemble playing. In Symphony No.1, 

fourth movement, the eighth rest, placed by Mahler on the 

second half of beat one in measure 29 and the quarter rest in 

measure 30, gives clarity to the accompaniment in these bars 

(Example CXV). 

Example CXV 
Symphony No.1, 4th movement 
measures 28-30 
Mahler 

Szell placed rests, staccato, additional accents and 

slurs in the opening bars of the fifth movement from Symphony 

No.3. These instructions greatly clarify the style that is 

desired by this conductor (Example CXVI). 

The polyrhythm in measures 153-156, Symphony No.3, first 

movement, is more clearly defined with judicious placement of 

accents. To emphasize the hemiola effect, Mahler designated 

accents at the appropriate locations (Example CXVII). 



Example CXVI 
Symphony No.3, 5th movement 
measures 1-9 
Szell 
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Example CXVII 
Symphony No.3, 1st 
measures 153-156 
Mahler 
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Weingartner, Szell, Toscanini and Mahler have all made 

thematic alterations in the Schumann symphonies. Mahler 

deleted measure 515 entirely from the last movement of 
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Symphony No.2 and omitted the scale passage in the second 

beat of measure 553 in the same movement, replacing it with 

a descending octave leap in the bassoons, violas, celli and 

double basses. Weingartner felt Schumakm had made a mistake 

in the violin and viola parts in measures 206-207 in the first 

movement of the Symphony in 0 Minor. He changed the rhythm 

to match the same figure which occurred earlier in measures 

132-133 (Example CXVIII). 

Example CXVIII 
Symphony No.4, 1st movement 
measures 206-207 
Weingartner 
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Mahler made two changes in the Symphony in C Major which 

actually changed the harmony and rhythm of the Schumann 

original. The first is measure 510 in the last movement where 

the seventh is added to a basic maj or chord. The second 

change is found in measures 560-564 of the same movement. In 

this passage he completely modified the bass line and changed 
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the diminished seventh chords to major seventh chords. 

Due to the excessive length of the last movement of the 

Symphony in C Major, Mahler and Reiner suggested some cuts 

which would shorten the movement. Mahler's cuts are from 398 

through 422, 438-411, 492-507 and 528-560. This finale is 

unlike any other of Schumann's symphonic movements in terms 

of form. It consists largely of a series of episodes and many 

repetitions. 
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Chapter V Summary and Conclusion 



214 

SUMMARY AND CONCLUSION 

The numerous and varied revisions in the orchestration 

of the Schumann symphonies give strong evidence that 

retouching is necessary for successful performance. The 

conductor must reach an honest agreement between a composer's 

intent and sound orchestral practice. 

It is unlikely that the markings in conductors' scores 

represent all the revisions they made in Schumann's 

orchestration. Many details are often changed in rehearsal 

without recording them in writing. Nevertheless, the 

annotations of the conductors used for this study are abundant 

enough to reflect their practice with reasonable accuracy and 

to demonstrate the nature and scope of their revisions. Szell 

wrote: 

I know from experience, both as a performer and as a 
listener, that each one of the Schumann symphonies can 
be a thrilling experience to both performers and 
audiences if Schumann's case is stated clearly and 
convincingly through the proper style of interpretation. 72 

Because of the magnitude of the revisions in the scores, 

it is unfeasible to describe each and every change in detail. 

Instead, representative problematical passages in Schumann's 

orchestration were selected to illustrate the nature of the 

changes. Th~ use of the orchestration revisions is a matter 

n Szell, George, "George Szell on Schumann," The New 
York Times (March 13, 1960) sec. 12, p. 2. 
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of personal taste. The conductor is charged with the task of 

resolving the problems arising from conflicts between 

Schumann's apparent intent and his limited technical means for 

its fulfillment. 

Erich Leinsdorf stated that "flexibility, good taste, and 

above all, reverence for a master are of the essence. The 

admonition, 'play what's printed', will never suffice." He 

continues, "I can only surmise that the defenders of 

Schumann's original scoring are content with a muddy 

texture. ,,73 The revisions have made it possible for conductors 

to perform Schumann's symphonies successfully. 

The conductor has the right to make the orchestra an 

effective and balanced ensemble. Furthermore, the work of 

orchestral revision cannot be separated from the work of the 

conductor. It appears to be essential in making po~sible 

effective performances. Mahler, Toscanini, weingartner and 

Szell were very concerned about clarity in interpretation and 

focused attention on the necessity of making revisions or 

adjustment in orchestration in order to make the music more 

intelligible. 

Although a composer's ability to write for the orchestra 

is partly innate, his ability to deal with the technical 

73 Leinsdorf, Erich, The Composer's Advocate, (New Haven: 
Yale University Press, 1981), p. 36. 
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aspects of orchestration is a skill subject to change.~ The 

conditions which could assist growth include valid 

instruction, analysis of one's own scoring and the scores of 

others, and, particularly, the experience of hearing the 

performance of each recently composed work. 

structured instruction helps the composer become more 

conscious of the utilization of tone color and the expressive 

character of instruments. skillful control of orchestral 

tutti, as well as careful attention to the broad range of 

colors from pure timbre in solo passages.to unison doublings 

by the same or different instruments and doub1ings at octaves 

or multiple octaves, are required of the successful 

orchestrator. Schumann's problems of balance are directly 

related to his inability to handle the orchestral devices in 

these areas. 

Berlioz wrote that insight into technique of combining 

instruments effectively in the orchestral ensemble can only 

be acquired "by studying the achievements realized in the 

works of the masters, and by analyzing their methods.,,75 

Al though Schumann studied the works of contemporaries who were 

more skilled in the art of orchestration, his attempt to 

attain a richer and fuller sonority often led to scoring 

concerns not found in the works of those he respected. 

74 

75 

Zlotnik, p. 95. 

Berlioz, p. 2. 
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There is a wide variation among composers in their 

ability to think in terms of orchestral timbres and textures, 

as well as varying ability to achieve balance and clarity and 

to score faithful realizations of their intentions. Schumann 

did not have ample experience with performances of his work 

to gain confidence in this area. Successful conducting 

experience also serves conductors in observing those 

techniques that work and provide a laboratory situation for 

scoring techniques. Schumann did not have the type of 

opportunities in conducting that contributed to his assurance 

and technical facility in orchestration. However, Schumann's 

practice of seeking professional consultation should have 

helped se~ve his efforts in the absence of significant 

practical experience. In his 1904 Foreward to Berlioz' 

Treatise on Instrumentation, Richard Strauss wrote: 

Therefore, if the student. • has no opportunity to 
conduct an orchestra • • • he should not only study the 
scores of the great masters, but above all, ask 
instrumentalists of all kinds to familiarize him with the 
exact technique of their instruments and with the timbre 
of their registers. He should, so to speak, try to find 
out the secrets of the orchestra tuning-room. 76 

The fact that a composer may seek conSUltation on 

orchestration problems does not necessarily imply technical 

deficiency. This is one step in the process of achieving 

skill in the art of orchestration. The composer increases his 

skill and confidence in writing for the orchestra by using all 

76 Strauss, p. I. 
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of the above techniques. 

Orchestral thinking in orchestral music, as opposed to 

pianistic thinking, is significant to the composer's ability 

to conceive timbral aspects that are unique to the orchestra. 

The ultimate effect, or lack of effect, of Schumann's 

orchestral work relates to two factors: his relative ability 

to achieve a musical conception that is orchestral in essence, 

and a solid command of the art of orchestration. 

This study has demonstrated that there is a long history 

of very eminent musicians who have found problems in 

Schumann's orchestration. The differing solutions show 

considerable variety and indicate that there is not one way 

to edit the scores. The problems may be resolved in different 

ways, depending on the musical taste of the performer. The 

published scores and parts of the Mahler revisions have been 

avaiable for rent since 1977. The Szell scores and parts are 

available for consultation, as are the scores of Toscanini and 

others. Therefore, conductors now have additional resources 

to make choices regarding the performance of the Schumann 

symphonies. 

----- ------- ------ ------ ----
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APPENDIX A 

COMPLETE LIST OF SCHUMANN'S ORCHESTRAL MUSIC 

S~ony No.1, in B flat major 
('Spring' Symphony) 

OVerture, Scherzo and 
Finale in E major 

Symphony No.2, in C major 

Symphony No.3, in E flat major 
('Rhenish' Symphony) 

OVerture to Schiller's 
'Die Braut von Messina', in C minor 

OVerture and Incidental Music 
to Byron's 'Manfred' 

Symphor,y No.4, in 0 minor 

OVerture on the 'Rheinweinlied' 
(see also Choral ~orks) 

OVerture to Shakespeare's 
'Julius Caesar', in F minor 

OVerture to Goethe's 
'Hermann und Dorothea', in B minor 

Date of Composition 

1841 

1841 

1845·46 

1850 (October) 

1850·51 

1848-49 

1841 (as No.2; 
revised 1851 as No.4) 

1853 

1851 

1851 

Other Orchestral Works 

Symphony in G minor (3 movs. only) 1832 

Syq*iony in C minor 1841 
(tompLete sketches for 2 movs.) 

OVerture to Goethe's 'Faust' 
(see ChoraL ~orks) 

pate of PlbL icaticn 

1841 (parts) 
1853 (score) 
Breitkopf & Hartel 

1846 
Kistner 

1848 
~histl ing 

1851 
Simrock 

1851 
Peters 

1852 (Overture) 
1c162 (C~. score) 
6reitkopf & Hartel 

1853 (parts) 
1854 (score) 
Breitkopf & Hartel 

1857 

1855 
Li toL ff 

1857 
Rieter-Biedermann 
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86 

92 

129 

131 

124 
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APPENDIX B 

COMPLETE LIST OF CONCERTOS 
AND OTHER SOLOS WITH ORCHESTRAL ACCOMPANIMENT 

Concerto in A minor, 
Tor piano and orchestra 

'ConcertstOck' in F major, 
for four horns and orchestra 

'ConcertstOck' 
(Introduction and Allegro appassionato) 
in G major, for piano and orchestra 

Concerto in A minor, 
for 'cello and orchestra 

Fantasie in C major, 
for violin and orchestra 

Introduction and Allegro in D minor, 
for piano and orhcestra 

Date of Composition 

1841 (1st movement) 
1845 (c~lete) 

1649 

1849 

1850 

1853 

1853 

Other Concertos 
(unfinished, unpublished, without opus numbers, etc.) 

Concerto in D minor, 
for violin and orchestra 
(first performance given in London 
in 1937, by Jelly d'Aranyi) 

Concerto in F minor, 
for piano and orchestra 
(unfinished) 

Concerto in F major, 
for piano and orchestra 
(unfinished) 

Introduction, Theme and sketches 
for four variations (B mi) on a 
theme of Paganini, 
for piano and orchestra. 
(Vars. 3 and 4 used in opp. 4 and 8) 

Concerto in D minor, 
for piano and orchestra 
(unfinished) 

1853 43 

1829 19 

1830 20 

c.1830 20 

1833 23 

1937 
Schott 

Date of Pl.bl i cat icrl 

1846 (parts) 
1862 (score) 
Brei tkopf " Hartel 

1851 
Schuberth 

1852 
Whistl ing 

1854 
Brei tkopf & Hartel 

1854 
Kistner 

1855 
Senff 
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APPENDIX C 

COMPLETE LIST OF SCHUMANN'S CHORAL MUSIC WITH ORCHESTRA, 
OPERA AND THEATRE MUSIC 

50 

71 

84 

S.O (b) 

108 

112 

116 

123 

139 

140 

TitLe Date of CO!II?Osition 

'Das Paradies und die Peri' 1841-43 
for soLo voices, chorus 
and orchestra 
(translated and adapted 'from 
Thomas Moore's 'LaLL a Rookh') 

'Adventlied' (Ruckert), 1848 
for sop. solo, chorus and 
orchestra 

'Beim Abschied zu singen' 1847 
(FeuchtersLeben) 
for chorus and wind instruments 

'Requiem fur Mignon' (Goethe) 1849 
for soLo voices, chorus and 
orchestra 

'Nachtlied' (HebbeL) 1849 
for chorus and orchestra 

'Der Rose PiLgerfahrt' 1851 
(Moritz Horn) 
for solo voices, chorus and 
orchestra 

'Der KOnigssohn' 1851 
(UhLand) 
for soLo voices, chorus and 
orchestra 

Festival OVerture on the 1853 
'RheinweinLied' 
(Muller) 
for orchestra with chorus 

'Des Sangers FLuch' 1852 
(Richard PohL, after Uhland) 
for soLo voices, chorus and 
orchestra 

'Vom Pagen und der KOnigstochter' 1852 
(Geibel) 
for solo voicl:s, chol'us and 
orchestra 

Date of PlbL icatiCJ'1 

1843 
Breitkopf & HarteL 

1849 (piano red.) 
1866 (score) 
Breitkopf & HarteL 

1850 
Whistl ing 

1851 
Breitkopf & HarteL 

1852 
Simrock 

1852 
Kistner 

1853 
WhistL ing 

1e57 
S'imrock 

1858 
Arnold 

1858 
Rieter-Biedermann 
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143 

144 

147 

148 

81 

115 

Title Date of Comcosition 

'Das GlOck von Edenhall' 1853 
(Hasenclever, after Uhland) 
for solo voices, chorus and 
orchestra 

'Neujahrsl ied' Deceriler 1849-50 
(RUckert) 
for choru; and orchestra 

Mass for chorus and orchestra 1852 

Requi em for chorus and 1852 
orchestra 

Other Choral Works with Orchestra 
(unfinished, unpublished, works without opus numbers, etc_) 

'Scenen BUS Goethe's "Faust'" 1844-53 

Psalm 150 1822 
(unpubl ished) 

OVerture and chorus 1822 
(1.I'lpUb l i sh ed) 

'Tragooie' 1841 
(Heine) 
(basis of op_ 64, No_ 3) 

Opera and Theatre Music 

'Der Corsair', 
opera Libretto 
by Oswald Marbach, 
after Byron 
(unfinished) 

1844 

'Genoveva' , 1847-48 
opera in 4 acts 
Libretto by ReinicK 
'(modified by Schumann) 
based on the dramas of 
Ludwig Tieck and Friedrich ~e~! 

'Manfred'_ 
OVerture and Incidental music 
to the dramat i c poem by Byron 

1848-49 
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~ate of Plbl icati(J'1 

1860 
Rieter-Biedermann 

1861 
Rieter-Biedermann 

1862 (piano redo) 
1863 (score) 

1864 
Rieter-Biedermann 

1858 (piano red.) 
1859 (score) 
Friedlander 

1850 (score) 
1851 (pi ano red_) 
Peters 

1852 (Overture) 
lA53 (piano redo) 
1862 (score) 
Brei tkopf & Hartel 
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