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ABSTRACT 

This paper traces the musical development of pianist and composer 

Qara Schumarm (1819-1896) leading to the composition of the Piano Trio, Op. 

17, one of her most significant works. Like her to contemporaries, the 

virtuosi Anton Rubinstein and Sigismond Thalberg, Qara Schumann was a 

gifted pianist and one of the leading musicians of her day. Until recently, 

little was known about her role as a composer, and her works were 

consistently relegated to the domain of the "salon." The musical 

collaboration between Qara and Robert Schumann was productive due both 

to the close nature of their relationship and their mutual respect for each 

other's musicianship. Throughout their lives, they developed a lively artistic 

exchange which included borrowing musical materials from each other. 

Not coinddentally, the first Piano Trio of Robert Schumann, a w^ork of 

substantial craftsmanship, bears a strong musical resemblance to Clara's 

Piano Trio, Op. 17, written one year earlier. 

In addition, to aid the performer unfamiliar with the Piano Trio, a 

discussion of performance considerations is induded. 
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INTRODUCTION: NECESSITY FOR A STUDY OF THE PIANO TRIO, OP. 17 

One of the most powerful statements on the ability of genius to create 

works of art in the face of insurmountable odds can be seen in the 

compositions of Clara Schumann. Clara Schumann managed to raise seven 

children to adulthood, take care of an ailing husband while pursuing her 

career as concert pianist, and, in brief moments of calm, compose music. 

Unfortunately, she did not live to see the kind of social changes witnessed by 

women artists in the twentieth century. Almost a century later, Virginia 

Woolf would champion the need for a woman artist, in order to develop her 

full creative potential, to have "a room of one's own": financial 

independence and freedom from the all-encompassing responsibilities of a 

family. 

Clara was considered "the Priestess" of the piano and felt equal or better 

to any other female pianist of her day. Yet, she doubted her own ability as a 

composer, claiming on numerous occasions that the field of composition was 

not within the grasp of a member of her sex. Fortianately, her own self-doubt 

did not completely prevent her from composing music. Her works consist of 

published pieces from Op. 1 through Op. 23 as well as unpublished works, 

many of which are still unavailable to the public. 

Clara's compositions span the gamut from Lieder to piano concerto, 

yet, it is her Piano Trio, Op. 17, that we may identify as her greatest 

achievement. It is a work of both carefully delineated form and haimting 

beauty, written after thorough study of compositional technique and 
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counterpoint. In addition, written in 1846, one year before the composition by 

Robert Schumann of his first piano trio. Op. 63, the piece contains many 

interesting similarities to the work by Robert, suggesting perhaps, an 

influence on the composition of Op. 63. Furthermore, by examining the Op. 

17 trio, we are offered a rare opportunity to observe the compositional and 

pianistic skills of its composer. 

Unfortunately, while Op. 17 may be considered representative of the 

apex of Qara Schumann's compositional style, past scholarly works have 

failed to examine the possibility of its influence on the writing of Robert 

Schumann's first trio. Op. 63. This paper focuses on the origins of the Piano 

Trio in G Minor, Op. 17, and its similarities to the Piano Trio No.l in D 

Minor, Op. 63, by Robert Schumann. 
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CHAPTER I: CLARA SCHUMANN'S MUSICAL DEVELOPMENT 

From the beginning of Qara Schumann's life, she was indelibly 

influenced by her father, Friedrich Wieck. Qara was bom into a musical 

family: her father was a piano teacher and her mother an accomplished 

singer and pianist FriedxiJi vvieck was an educated man who kept abreast of 

the latest developments in educational psychology. His experiences as a 

Hauslehrer—a tutor of the wealthy—served him well when he began to 

mold the young Qara into a musical prodigy.^ Wieck's obsession with the 

education of the young Qara extended to the creation of a Diary for her in 

which he wrote all of the early entries until Qara was 18 years old, detailing 

her performances and other special events of her life.- In this Diary, Wieck 

connected with his daughter in a way he seemed unable to accomplish on a 

verbal level. 

Clara's other parent, Marianne Tromlitz Wieck, divorced her husband 

on January 22, 1825. She was only permitted to retain custody of Clara until 

the child was five years old. After that, Qara became the sole "possession" of 

her father, as was customary in Saxon law.3 With Qara's mother out of the 

way, Friedrich Wieck gained the position of authority, not only in the 

household, but in Qara's musical and personal development. Upon her 

1 Nancy B. Reich, "Qara Schumann: Old Sources, New Readings," 
Musical Quarterly Ixx (1984): 332-54. 

- Reich, "Qara Schumann: Old Sources, New Readings," 334. 
3 Unpubhshed Diary, I, 4. Wieck put it this way (vmting as Clara) : "Das 

Recht mich vom 5ten Jahre an zu besitzen stand ihm zu." (He had the right 
to take possession of me from the age of five on.) 
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retxim to him at her fifth birthday, Wieck immediately began his schedule of 

teaching the girl to play piano. 

His educational approach included a steady diet of technique with an 

emphasis on proper hand position as well as a focus on the development of 

her aural skills. Qara first began playing the piano by learning chord 

progressions by ear and transposing them into every diatonic key. Her father 

was equally concerned with her general music education: she received theor\-

and harmony lessons from Christian Theodor Weinlig, the St. Thomas 

Cantor, studied composition with Heinrich Dom, Leipzig opera director, and 

orchestration with Carl Reissiger, Court Kapellmeister in Dresden. In 

addition, she took voice and coimterpoint lessons. Clara's education was 

furthered by violin lessons and score reading and her knowledge of musical 

style and performance enhanced by her attendance at opera, ballet and drama. 

It is obvious that Friedrich Wieck left nothing to chance concerning the 

musical education of his daughter. 

Qara Wieck blossomed as a pianist at an early age, and she embarked 

on her first concert tour at the tender age of twelve.-^ From this moment, 

Wieck became a man consumed with the responsibility of producing his own 

version of the child prodigy. One may gather from the letters between Wieck 

and his second wife, Qementine, that Wieck regarded his daughter's career 

and his own as one; he was entirely captivated by his daughter's success, 

perhaps losing touch with the reality of their mutually different 

circumstances. One may be reminded of that other father, Leopold Mozart, 

Pamela Susskind Pettier, "Qara Schumann's Recitals, 1832-50" 19th 
Cen tury Music 4(1980-81): 70. 
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less than a century earlier, who also took, to heart the musical finishing of his 

son, Wolfgang Amadeus. 

Like all pianists of the 1830s, Qara performed virtuosic crowd-p leasers 

on her programs. And, like the virtuosos of this period, she was also expected 

to perform works demonstrating her own compositional merit. Though a 

young girl, she was encouraged to compose by her father. VVieck knew that a 

keen ability to write music was necessary for his daughter if she were to attain 

prominence in the musical world. 

When Qara was just ten years old, she experienced a momentous 

meeting with the great violinist and composer, Paganini. Her father, ever the 

master manager of her career, attempted to arrange a concert by Clara in 

Leipzig for the famous violinist. Facing defeat of his proposal, Wieck 

followed Paganini to Berlin. Paganini must have been exceptional!}' 

impressed by the girl; he at once arranged for her to play four concerts in 

Leipzig during the autumn of 1829. In October, Qara showed up at Paganini s 

doorstep ready to play for the master. After performing her Polonaise in E flat 

"... he told my father that I had a vocation for art, because I had feeling. He at 

once gave us permission to attend all his rehearsals—which we did." 

Perhaps most significant to a study of her compositional style, we leam 

that the young Qara improvised short preludes, a skill that she continued at 

the beginning of each practice session, even into her seventies. Her 

improvisational skills, in part due to her study of Czemy's Guide to the Art ot 

Improvisation, were seen as exceptional by those who heard her in concert. 

VVieck says in a letter of 1830 to Qementine: "No one would believe that 

Qara could also compose and all present went into raptures when she 
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extemporized on a given theme (from La muette de Portici)"-

Shortly before her death, she wrote in her diary, "I would like to write 

preludes that I always play before scales but it is difficult since 1 always do it 

differently—^just the way it strikes me as I sit at the piano." 

Pursuant to the path of the virtuoso artist/ performer, Clara wrote 

pieces that she programmed on her own recitals. According to Nancy Reich 

in Clara Schumann the Artist and the Woman, she included an 

improvisation or an original composition in every program between 1830 

and 1838. Apparently, the public reception of both her performances and her 

own compositions was exceptionally good. Wieck states in a letter from 

Cassel in 1831: 

1 must tell you that Spohr singled us out especially and 
that Clara's playing was considered the best by him, by the 
woman from Malsburg, and by the cello player Hohemann (they 
are almost the only knowledgeable people in Cassel). But 
don't be surprised—Clara's compositions and the four 
Polonaises—that no one in Leipzig can or will review without 
prejudice—here got their due.^ 

Given the social prohibitions against women composing music, it was 

exceptionally daring that Wieck had these Polonaises published as Clara's 

Op. 1. Qara quickly became something of an oddity and a young girl who not 

only performed but composed proved quite unusual and interesting to 

5 Joan Chissell, Clara Schumann: A Dedicated Spirit (London: 
Hamish Hamilton, 1983), 10. 

^ Friedrich Wieck. Briefe aus Jahren 1830-1838, ed. Kathe Walch 
Schumann (Cologne: Amo Volk-Verlag, 1968), 34; trans, and quoted in 
Camilla Cai, "Qara Schumann 'A Woman Must not Desire to Compose...,'" 
Piano Quarterly, 37 (1989): 55. 



14 

audiences. For W'ieck, "no one could believe that Clara could also compose 

because it had never happened with a girl of that age. But then, after she 

improvised on a given theme, everyone went into raptures." ~ 

What can we make of her compositional style? She was labeled a 

"member of the romantic school" by a Prague newspaper in 1837, which 

cormected her to composers like Chopin, Mendelssohn, and Schumann.^ She 

heard and performed the music of these men in Leipzig during the 1830s and 

was a champion of new works in general. In a remarkable example of free 

sharing of ideas by artists of the time, these composers occasionally performed 

their music for her and she reciprocated by playing her own compositions tor 

them. It is therefore possible that Chopin, Mendelssohn and Schumann were 

significant influences on her compositional style. In addition, her own 

writing may have had some impact on theirs. 

Clara was privy to a musical banquet of sounds. She was moved by 

Italian opera composers like Vincenzo Bellini, Gioachino Rossini, and 

Gaetano Donizetti, having attended, according to her Diary, more than fort\-

operas between 1822 and 1840.^ She had studied and analyzed Bach's 

compositions, and was aware of Hector Berlioz' Si/mphonie Fantastique, a 

forward looking work that Schumann described in an essay from the summer 

^ Wieck, Briefe, 27. 
® Berthold Litzmarm, ed., "Clara Schumann: Ein Kunstlerleben nach 

Tagebuchem und Briefen," 1:139. Abr. ed. translated by Grace E. Hadow. in 
Clara Schumann: An Artist's Life, Based on Material Found in Diaries and 
Letters (London: Macmillan, 1913). Quoted in Nancy B. Reich, Clara 
Schumann, the Artist and Woman (New York: Cornell University Press, 
1985), 226. 

^ She studied the piano score with her father before attending opera 
performances. 
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of 1835 in the Neue Zeitschrift fiir Musik. 

Qara was witness to the changing tastes in music and one can hear 

characteristics of the romantic school in her youthful compositions. Her 

music is fertile ground for the budding pianist: in her works one finds 

character pieces with extramusical associations, an exploration of dance 

rhythms like the polonaise and mazurka, and the loosening of the confines ot 

regular phrase structure. Qara was more than a child prodigy; she achieved, 

at an early age, a reputation as both composer and virtuouso pianist. In a 

letter by the tutor of the Duke of Weimar, we read how the young musician 

was received by the audience: 

We heard the little Wieck of Leipzig—she's a veritable 
marvel; for the first time in my life 1 caught myself admiring 
with enthusiasm a precocious talent: perfect execution, 
irreproachable measure, force, clarity, difficulties of all sorts 
successfully surmounted—here are fair things at any age—but 
still one encounters them occasionally, and if little Clara had 
offered nothing more, I should have said that she was a 
machine, to play so remarkably, and I would have remained cold 
as stone; but she is a musician, she feels what she plays and 
knows how to express it; imder her fingers the piano takes on 
color and life; one takes lingering illness, she will not have 
much need of beauty in order to become a tempting Siren. Poor 
child! she has a look of unhappiness and of suffering, which 
distresses me; but she owes perhaps a part of her fine talent to 
this inclination to melancholy; in examining closelv the 
attributes of the Muses, one could almost always find there some 
traces of tears. 

10 Eugenie Schumann, Robert Schumann, Ein Lebensbild meines 
Vaters, quoted in "Clara Schumann: Old Sources, New Readings," Musical 
Quarterly Ixx (1984): 349. 
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By the age of twelve, Qara Wieck had embarked on a musical path ot 

discovery that was sure to impress some of the key musical figures of the 

nineteenth century, foremost among them, her future composer husband, 

Robert Schumann. 
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CHAPTER TWO: THE CREATIVE PARTNERSHIP 

In music, the union of harmony and melody is often constructed so 

that the two are inseparable: the one implies the other. Frequently, life 

imitates art. From the intimate musical connection between composers Clara 

and Robert Schumann, we may identify a similar symbiosis of creative 

proportions. 

While Friedrich Wieck's influence over the yoimg Clara Schumann 

was profound, another relationship between eleven year old Qara and twenty-

year old Robert began to blossom. Though so much older, Robert was ver}' 

much Qara's musical contemporary. He, too, was just refining his 

compositional skills and stiU learning to play the piano when both Clara and 

Robert began composition, harmony and counterpoint lessons with Heinrich 

Dom in the early 1830s. 

Robert was an eager pupil. After studying with Wieck for less than a 

year, he continued a correspondence with him through letters. When Robert 

was faced with a choice between ptirsuing law or music, Wieck intervened, 

writing to Robert's mother that the avenue was clearly a career in music: 

Wieck said that he could and would make Robert into a virtuoso. As a result, 

Robert moved into the Wieck house for a six-month trial period and was 

swiftiy integrated into its musical life. 

Obviously, the fact that Robert was now living in the Wieck house 

meant great potential for growth in Qara and Robert's friendship. As a 

fellow pupil of Qara, Robert studied alongside her for one and a half years, a 
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period representing almost all of his advanced training. Though Robert's 

musical education was less complete than Qara's intensive musical 

upbringing, the two became fast friends. 

As musicians, they commtmicated with each other through games at 

the keyboard and the telling of musical ghost stories, fables and riddles. In a 

letter to Qara from early 1832, Robert, intrigued by the idea of a Doppelganger, 

a supernatural "double," states that his and Qara's "doubles" should meet at 

an appointed time and day, a meeting that could occur orily if he and Clara 

were playing music at the exact same time. For Robert, the division between 

sleep and waking life, fantasy and reality, became unclear: he wrote, 'I 

sometimes hear music in my dreams—that is, when you are composing.' 

Robert and Qara quickly developed a spiritual communion, forged through 

the exchange of both words and musical ideas. 

As a resxilt of this personal cormection, both Clara and Robert 

composed music linked to some extra-musical source, sometimes specifically 

written for each other. After composing her Opus 1, Clara irutialed a copy ot 

the work "(to) Herr Schimiarm, who, since Michaelmas 1830, has lived with 

us and studies music."^^ Clara struggled with her father regarding the 

dedication of her Opus 2, Caprices en forme de Valse, to Robert. She viewed 

composing as a social activity yet Wieck saw her "social activities" from a 

practical standpoint—a way to attain prosperit}'. He suggested that she would 

fugendbriefe von Robert Schumann, ed. Clara Schumann (Leipzig, 
1885), trans. May Herbert as Early Letters of Robert Schumann (London, 1888), 
159. Quoted in Anna Burton, "Robert Schumarm and Clara Wieck: A 
Creative Partnership," Music and Letters 69 (1988): 211-28. 

Berthold Litzmann, Clara Schumann: An Artist's Life, trans. Grace 
E. Hadow (New York: Da Capo Press, 1979),1:23. 
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do better to dedicate the work to Madame Foerster, an influential friend of the 

family. 

Like Qara, Robert found in their compositional "games" a medium for 

sodal expression. He writes to Qara while she is on tour in Paris, 

Have you composed anything? :\jid what? ...With Dom I 
have gotten to three-part fugues. In addition, a Sonata in B 
minor and a volume of Papillons are finished; the latter will 
appear in print within fourteen days. 

Musical collaboration quickly became the norm for the ttvo musicians: 

they not only relied on each other for motivation but also for critical 

suggestions regarding their new compositions. For example, when Clara 

began her piano concerto in 1833, Robert assisted in the orchestration of the 

work. Qara, in turn, sent him her Opus 3 Romance variee, imploring him to 

incorporate its theme in a piece of his own. She says in a letter to Robert, 

"Your ingenious arrangement of this little musical thought should make m\' 

bad (ideas) good again. Therefore I ask you for such a thing because I can 

hardly wait to make its acquaintance."^-' Robert had once before come in 

contact with this same theme, but he seemed not to have remembered, 

because he responded to Qara's invitation by writing Impromptus, Opus 5. 

By crediting Qara with the origin of the theme—the work was entitled 

Impromptus sur une romance de Clara Wieck—he demonstrated his 

Qara and Robert Schumann, Briefvvechsel: Kritische 
Gesamtausgabe, ed. Eva Weissweiller, 2 vols. (Basel: Stroemfeld/Roter Stem, 
1984, 1987) 1:3, trans, and quoted in Camilla Cai, "Clara Schumann: A 
Woman Must not Desire to Compose,"' Piano Quarterly,37 (1989): 56-57. 

Schumann, Briefwechsel, 1:9-10, quoted in trans., Cai, "Clara 
Schumann: 'A Woman Must not Desire to Compose,"' 37 (1989): 57. 
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admiration for her creative inspiration. 

Ironically, the theme may well have been first devised by Robert, as it 

appears in the September 28/ 29,1830 diary entry. Robert may have forgotten 

that he wrote it and, in hearing Qara's Romance variee in 1833, assumed it 

was, indeed, Qara's idea. Though Robert honored Qara through the tide ot 

his Impromptus, he probably did not admire her Romance variee. Op. 5. The 

variations are not irmovative but predictable in their use of the musical 

clichfe of the day. Robert was to later denigrate in his Neue Zeitschrit't works 

similar to Qara's Romance variee. 

Qara and Robert's relationship was to quickly change from a platonic 

to a romantic cormection. In time, their musical games became less like 

abstract ideas and more like messages of endearment. Eventually, such 

messages in their compositions developed into a way of communicating their 

love to each other while keeping their romance secret from a disapproving 

Friedrich Wieck. In a most vivid example of their exchange of tender 

musical messages, Robert states after receiving her Three Romances, Op. 5: 

"Wonderful, when did you write the piece in G minor? In March I had 

exactly the same thought; you will find it in the Humoreske. Our (similar) 

sympathies are so remarkable.''^^ In addition, Qara's Mazurka, Opus 6, No. 5, 

was the origin of the opening of Robert's Davidsbundlertanze, 

Opus 6. 

Robert apparentiy admired Qara's Op. 6 Soirees musicales contenant 

toccatina, ballade, nocturne, polonaise, et deux mazurkas pour le pianoforte, 

and predicted that they were but a suggestion of the quality of future works b\-

^5 Schumarm, Briefwechsel, II: 640, Cai, 57. 
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the young composer. He described her work as "... the buds before the wings 

of color are exploded into open splendor, captivating and significant to view, 

like all things that contain the future within themselves."^^ 

Robert borrows at least two musical ideas from Qara's Op. 6. The first 

of which occurs in his Novelette Op. 21, No. 8. The central theme resembles 

a melody hinted at in the Toccatina while appearing in full in the Nocturne. 

He labels this melody, "Stimme aus der Feme (Voice from Afar)." Robert's 

call to a distant beloved, his Qara, echoed in a sense the message of another 

composer, Ludwig van Beethoven, in a different context, his song cycle. An 

die feme Celiebte (To a Distant Beloved), Op. 98, written in 1816. In the 

second example of a musical exchange of ideas, the energetic rising theme of 

the Mazurka in G Major is really the "Motto von C. VV." that we hear at the 

onset of Schumaim's Davidsbundlertanze. 

Though the arguments between Wieck and Robert placed Clara in a 

preccirious position, her increasing loyalty to Robert meant indifference and 

hostility from Wieck. Nonetheless, Qara displayed confidence in her musical 

ideas as she vehemently defended her Scherzo, Op. 10, in a letter to Wieck 

from July 1838: 

It is not too long, I believe since it goes very fast, 
"appassionato que possibile." I like the final repetition of the 
theme to the end of the piece best of all.... But don't cut the 
misterioso as this is the most beautiful part of the entire piece.'" 

Robert Schumann, Gesammelte Schriften, 3rd ed., 2 vols.; translated 
and quoted by Nancy Reich in Clara Schumann: The Artist and the Woman, 
239. 

Qara Schumann, Ausgewahlte Klavierwerke, ed. Janina Klassen 
(Munich: Henle, 1986),Vm, trans, and quoted by Camilla Cai in, "Clara 
Schumann: 'A Woman Must not Desire to Compose,'" Piano Quarterly 37 
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Despite Robert's suggested alterations to her Romance, Op. 11, No. 3, Qara 

demonstrated her new found self-confidence, as seen through the following : 

I have received the Idyll and thank you for it, my love. 
You will forgive me, I am sure, when I tell you that some things 
in it I do not like. You have completely altered the ending, 
which was my favorite part and precisely the one that made the 
biggest impression on everyone I played it to....You are not angn* 
with me, are you?^^ 

Ironically, although these comments demonstrate a musical assurance 

displayed when dealing with her father and future husband, she had 

numerous self-doubts about her real ability to compose. A product of her 

time, she internalized the thoughts regarding the limitations of women, 

believing that women were not capable of writing anything of significance. 

She was aware of the societal restrictions on the life of a young, married 

woman, saw clearly the conflict between composing and her matronly duties, 

and therefore questioned her own creative talent. As she states in a diar\' 

entry of 1839: 

1 once believed that I had creative talent, but I have given 
up this idea; a woman must not desire to compose—here never 
was one able to do it. Am I intended to be the one? It would be 
arrogant to believe that. That was something with which only 
my father tempted me in former days. But I soon gave up 
believing this.^^ 

(1989); 57. 
Schumann, Briefwechsel, 11:577, trans, and quoted by Cai in "Clara 

Schumann: A Woman Must not Desire to Compose,'" 61. 
Reich, Clara Schumann: The Artist and the Woman, 229. 



wife, her need to compose diminished. Robert saw their relationship defined 

by different but complementary roles, he the composer and she the pianist. 

Qara, too, thought of herself as an interpreter rather than a composer. In 

addition, after her marriage to Robert, Qara's household duties required a 

great deal of time. Compositions were written for special occasions like 

birthdays and holidays and as gifts to her husband. Perhaps marriage to 

Robert, whom she respectcd and admired for his compositional gifts, was also 

intimidating. She bemoans in the Marriage Diary I, the week of january 111b, 

1841, "Several times I've gotten myself to work on the poems by Riickert that 

Robert had copied, but is simply won't go at all—I have not talent whatsoever 

for composition!"20 

The musical games and artistic collaboration of old were not entirely 

lost during their marriage, however. While Robert viewed Qara's role as 

wife and mother central to her life, he still supported her when she composed 

and, obsessed by the need for order, organized her works, delegating tide 

pages and tables of contents for her manuscript collections. Quite 

significantiy, he also arranged for the publication of many of her pieces. 

One of the most remarkable compositions by Qara, ironically written 

during a difficult period in Qara's married life, is the Trio fur Pianoforte, 

Violine und Violoncello, Op. 17. Written during their years in Dresden, 

1845-1847, the work represents her first attempt at writing for a combination 

other than voice and piano. The Trio was completed during the summer ot 

1846 when, in an effort to bring Robert back to health, the Schumanns 

20 The Marriage Diaries of Robert and Clara Schumann, ed. Gerd 
Nauhaus, trans. Peter Otswald (Boston: Northeastern University Press, 1993), 
52. 
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traveled to Nordemey. In addition, during the summer of the Trio's 

conception, Qara suffered a miscarriage- Despite these traumatic events, 

Clara, now a wife and mother, seemed more easily able to manage the 

harrowing seas of both of her identities than in her early years of marriage. 

With Robert, she studied Cherubini's Counterpoint and Fugue, and analyzed 

Bach and Beethoven. She performed chamber music by Haydn, Mozart and 

Beethoven. 

Her own compositions profited greatly from the renewed study of 

counterpoint, and she surprised her husband on her birthday in 1845 with a 

copy of her Preludes and Fugues, Op. 16. Significantly, her Piano Trio, Op. 17 

was completed in 1846, near Robert and Qara's anniversary. Her diary 

reveals her joy at the work's first rehearsal on October 2, 1846; "There is 

nothing greater than the joy of composing something oneself and then 

listening to it. There are some pretty passages in the Trio, and 1 think it is 

fairly successful as far as form goes.'-^ 

Though in many cases throughout their lives Clara's completion ot 

compositions followed works written previously by Robert, it is clear that 

Clara was the first of the "creative partnership" to complete a piano trio. 

While Robert had composed string quartets (1842), the Piano Quartet Op. 47 

(1842) and the Fantasiestiicke, Op. 88 (1842), her Trio preceded his initial piano 

trio. Months after Qara finished her Trio, from a line in his household diar\-, 

we gather that Robert became interested in composing a trio. He states that he 

has "...thoughts about a trio." By no coincidence, he began work on his first 

trio. Op. 63, in D minor, shortly after; its first performance, September 13, 

Litzmann, Clara Schumann: An Artist's Lite, 1:410. 



1847, occurred at the time when Qara's Trio was first published. Linked to 

each other during Robert's lifetime, Qara's Trio was often performed in 

conjimction with Robert's on recital programs. 

Unfortunately, Qara denigrated her own Trio after hearing Robert's. 

Critical of her piece, she states: "This evening 1 played Robert's Piano Quartet 

and my Trio which, the oftener I play it, the more harmless it seems."--

When her Trio appeared in print in 1847, she expressed further 

disappointment in her work. Her diary states, "I received printed copies of 

my Trio today, but I did not like it particularly; after Robert's in D minor it 

sounded so effeminately sentimental. 

In writing her Piano Trio, Qara Schimiann demonstrated a 

compositional facility due in part to her intensive musical training and, 

perhaps, her own symbiotic relationship with the composer to whom she was 

married. Robert's suggestions regarding the work are seen in some penciled 

in notes and in a carefully written title page, but the work is clearly written by 

Clara. As we will see in the following chapter, the piece is more them a 

reflection of Schumaimesque tendencies, but, due to the fact that musical 

similarities in the two trios do exist, the Op. 17 Trio may have, in fact, 

influenced the writing of Op. 63. 

Although after the writing of Op. 17 Qara composed some important 

works, including her Piano Concerto, following Robert's death in 1856, she 

gave up composing, writing only a small piece for friends in 1879. 

Apparently, without her partner in life and in music, Clara's motivation for 

22 Ibid. 
23 Ibid. 
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composition was gone. One may ask, given the nature of their "creative 

partnership," if she had been the one to die first, would Robert have 

continued to compose? 



CHAPTER m: CORRELATIONS BETWEEN CLARA S OP. 17 AND 

ROBERTS OP. 63 TRIO: THE CASE FOR MUSICAL INFLUENCE 

Musically and formally the two piano trios bear a strong resemblance. 

The first and most obvious similarity is the choice of the minor mode for 

both trios. Clara's Trio in G Minor exploits the lyrical potential of the minor 

mode while Robert's work dwells on the darker, moodier aspects of the 

mode. By beginning the movement with the violin, delaying a melodic 

entrance of the cello, and creating a sparse accompaniment in the piano Clara 

carefully created a scenario in which the instrumental texture supports 

developed lyricism. In other words, each instrument is beautifully balanced 

against others. Though as a virtuoso concert pianist Clara may have been 

tempted to overload the piano's role in the ensemble, what we find instead is 

a work that displays mature musical judgment, arriving at a balance in the 

ensemble while avoiding commonplace doubling. 

Op. 63's first movement relies on energy and chromaticism to engage 

the listener. Marked mit energie unci Leidenschaft, the movement begins 

with a mysterious, slithering chromatic melody in the violin which offsets 

our sense of the tonal center. This is accompanied at the outset by a whirling 

arpeggiated figure in the piano. One notices inunediately a propensitv for 

dark colors in the piano as bass notes are continually doubled at the octa\ e 

and the part is scored primarily in the middle register, rather than exploitini; 

the treble region. The movement has a brooding nature, as momentary-

crescendos and decrescendos, causing the music to ebb and fall, are 

interrupted by sharp sforzandi. 
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1 
)lit EnPr~ie und Leidensc haft. 

Mit Energie und Leidenschaft (:\UL~= 104) 

Example 1: Piano Trio, Op. 63, first movement 

Perhaps reflecting Clara's study of the chamber works of Mozart and 

Haydn, the first movement of Op. 17 is firmly set within the classical idiom of 

the sonata form. The movement is a testament to balance, not only in 

instrumentation, as previously mentioned, but also in its sense of proportion 

regarding harmonic and melodic relationships. Marked Allegro m oderato, 

the movement's opening theme contains a falling fifth followed by a ri sing 

fifth in the violin. Proportionately, the bass of the piano contains a dramatic 

rising octave. 
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Example 2: Op. 17, first movement 

Beginning in m. 22, the texture changes dramatically. A heroic dotted 

figure replaces the lyrical material of the first theme and begins the 

transitional material which will ultimately lead the piece to its secondary 

theme area. And here we find the first parallel between the two work: the 

transitional material between principal and secondary theme area of Op. 63 is 

characteristically heroic in nature and contains dotted rhythms. 
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Example 3a: Op. 17, first movement 



30 

Mit Energie und Leidenschaft 
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Example 3b: Op. 63, first movement 

Similarities between the works continue: the secondary key areas are in their 

respective relative major keys. For Op. 17, the secondary key area is B flat 

while Op. 63's secondary key area is F Major. Despite the lack of variety in the 

musical texture of Op. 17's secondary theme, the material retains momentum 

due to its syncopated, driving eighth notes. Op. 63's second theme is set more 

lavishly, displaying the composer's penchant for thick textures, but often 

suffers from doubling between the cello and the bass line of the piano. 

Allegro moderato 

..-:-----_ a ~ IUflll ~ -. ;;J ~ -
Ji• p 

~~tc· 111111 1 - ~ .... 1'C. ~-
~ 

fp p 

~ ~ ~ a tempo ~ 
-r-- -------

I I I ' - > . . 
'' 

" ., - -+ -:• ::± 
JP I I -r - - I~ 0 :+:: -.-.lT -

Y:4 ·' .~ - r " ' I 
(.p_ r ~ ......... 

- - ... 
: . '' 

-
-d -,j I .. I I I I I..J I 

Example 4a: Op. 17, first movement 
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Afj t energie und Leidenschaft 

27 
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Example 4b: Op. 63, first movement 

The first movement of Op. 17 is clearer in form, if a bit conventional. 

After a fairly brief development the first theme is ushered in at m. 164 

following a pedal on "D," the dominant. The development section of Op. 63, 

on the other hand, is much longer and involves the addition of themes not 

previously found in the exposition. Where Clara has exploited the potential 

for balance in sonata form, Robert characteristically chooses a slightly more 

adventurous path. Individual melodic ideas resemble one another in the 

first movement of Op. 17, thus creating the impression of a cohesive whole, 

while Op. 63's first movement contains a variety of themes connected loosely 

by precarious transitions. In addition, he introduces a completely new theme 

in the development. While this practice is not new, the melody 's unusual 

scoring, in the high register of the piano accompanied by strings at their 

softest dynamic, provides an other-worldly effect. One wonders whether the 

passage has some cryptic, extra-musical meaning and is not m erely the 

outgrowth of an organic sonata form. 

Clara's scherzo begins with a charming scotch snap motive in the 

violin and a pizzicato accompaniment in the cello against a chordal piano 
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part. The resultant effect is delightfully minstrel-like. One wonders whether 

Clara had recently been exposed to music written by American composers as 

many acquaintances had recently returned from the New World with tales of 

adventure and prosperity. Although the Schumanns had hoped that travel 

to the United States might solve their financial problems, circumstances that 

included Robert's discomfort with long distance travel prevented them from 

leaving for the New World. Finally, Robert wrote on March 6, 1842: "The 

American plans have receded into the background somewhat. The gulf that 

separates it from home is just too enormous."24 

Unlike the two later piano trios by Robert Schumann, in Op. 63 we find 

a scherzo-like second movement in minuet and trio form, in the key of the 

relative major of the first movement. The second movement of Op. 17, in B 

Flat (the relative major of the first movement) is a scherzo, marked Tempo di 

Menuetto. Perhaps, having heard Clara's trio, Robert was inclined to write 

the same form in his work. 
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Example 5: Scherzo, Op. 17 

24 Wolfgang Boetticher, ed. Robert Schumann in seinen Schriften und 
Briefen (Berlin: Hahnefeld, 192), 359, trans. and quoted by Reich in Clara 
Schumann: The Artist and the Woman, 115. The letter is adressed to 
Robert's friend, Theodor Topken. 
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The andante third movement of Clara's piece thrives on its lovely first 

theme. Overall, an uninteresting choice in harmonies within the piano part 

provides for a lack-luster accompaniment but does not interfere with the 

movement's lyricism. The first theme, reflecting a touching, bittersweet 

pathos, is contrasted by a double dotted figure occurring imitatively in each of 

the three parts. A descending double dotted figure in measures 33-34 of the 

piano part strikes the listener as consciously reminiscent of Robert's writing 

in Carnaval. As a testament of their mutual creative splendor, an exchange 

of musical ideas continues as we find an almost literal quote from Clara's 

andante melody, occurring in m. 10 of the cello part. 

Andante 

9 
Andante 

Andante 

Audame 

Example 6a: Op. 17, third movement 
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Langsam, mit inniger Empfindung 

10 

Example 6b: Op. 63, third movement 

In an attempt to achieve an overall sense of connection between the 

movements, Clara consciously constructed a theme with several of the same 

characteristics of the opening and scherzo movements. The final movement 

of Clara's trio matches the first movement's dramatic intensity. As in the 

first movement, the theme, in G minor begins with a descending figure, 

though in this case the melodic interval is a fifth instead of a minor sixth. In 

addition, the dichotomy between the pitches C sharp and C natural parallels 

the relationship between E natural and E flat in the opening motive of the 

scherzo. 

Op. 63's final movement, a rondo notated mit feuer, follows a similar 

course. The main rondo theme, resembling the opening theme of the work, 

may even be identified as an example of thematic transformation. 
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Mit Feuer 

______ ..,.~ 

M.M.J= 104 

Example 7a: Op. 63, fourth movement 

1 

) l it Ener,zie und Leidensc haft. 

1'Iit Energie und Leidenschaft (.'.!r.~r. J= 104 ) 

Example 7b: Op. 63, first movement 

Also in rondo form, Op. 17's fourth movement presents one final 

display of Clara's mastery of technique-an extended quasi-fugal passage in the 

key of D Minor (the minor dominant) begins in m. 111 of the piano part. 

Greatly admired by Mendelssohn, the writing resembles a remarkable three 

part fugue, reflective of Clara's renewed study of counterpoint. After 

climaxing in m. 158 with a thick, predominantly octave texture, the fugal 
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writing gradually disintegrates, becoming a display of motivic imitation. 

Finally, a brief calando passage imites the extended fugue with the return of 

the primary theme. Following a restatement of both themes and a thickly 

scored texture in all parts, the movement draws to a dose with a Coda 

beginning in m. 317. 

Though Qara was disappointed with her Trio, regarding it as a 

"sentimental" and weak composition compared to Robert's Op. 63, the piece 

exudes craftsmanship and attention to detail. In addition, an overall feeling 

of lyricism pervades the work, making it an enjoyable experience for both 

performer and audience. Unfortunately, Qara never attempted a trio again. 

Robert's health continued to wane, and perhaps she felt less inclined to spend 

her time in what she deemed "hours of self-forgetfulness." As a result of 

Robert's suicide attempt and commitment to a mental hospital in 1854, she 

rarely composed a piece again. For Qara Schumann composing had not been 

a profession but a way of demonstrating her love for Robert. Often she 

dedicated her works to him and by performing them, demonstrated her great 

devotion to him. It appears that without Robert her need to compose waned 

as, with the exception of a small piece written for friends in 1879, she gave up 

composing after Robert's death in 1856. 

Utimately, we are left with several musical pearls which suggest the 

talent and skill with which Qara Schumann wrote. It is a shame that the 

musical, lifelong partnership between these two musicians ended 

prematurely, as one wonders what great works may have been written 

through the continued creative collaboration and ingenuity of Clara and 

Robert Schumann. 



CHAPTER 4: PEFORMANCE CONSIDERATIONS 

During the life of Qara Schiunann, the tradition of Hausmusik or 

home music-making continued as a viable source of entertainment for 

Europe's elite classes. More and more frequently, a well-equipped parlor 

included a piano and a copy of Tresor des piaiustes, a collection of works from 

the classical repertory. During their married life together, Qara and Robert 

Schumann composed most of their works on a piano presented to them by 

Graf (serial no. 2616, built in 1839) as a wedding present in 1840.— 

The Op. 17 Piano Trio was written on this piano, a six-and-a-half octave 

instrument that differed only slightly from Beethoven's piano. Johann N'. 

Hiunmel discloses his preference for the Viennese pianos over the vastly 

popular Broad wood instruments in a quote from 1828: 

The German (i.e. Viennese action) is the easiest to play 
and responds most readily to the hands; it is capable of ever\' 
nuance...The English action, however, must be acknowledged to 
have durability and fullness of tone. Nevertheless, this 
instrument does not allow the same facility of execution as the 
German; the touch is heavier, the key sinks much deeper, and, 
consequentiy, the return of the hanuner upon the repetition of a 
note cannot take place so quickly....-^ 

-5 Robert Winter, "Keyboards," in Performance Practice: Music Atter 
1600, Howard Mayer Brown and Stanley Sadie, ed. (New York: .Macmillan 
Press), 354. 

Johann Nepumuk Hummel, Ausfuhrlich theoretisch-practishe 
Anweisung zum Piano-forte Spiel (Vienna: 1828/R1929), 462, as quoted in 
Performance Practice: Music After 1600, 357. 
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The Viennese instruments Hummel spoke of, like Clara Schumann's 

Graf, had thinner soundboards, primarily noticeable in the treble area, 

producing a quicker response but a rapid decay of sound. A hard set of 

hammers consisting of wooden cores covered by a few thin layers of leather 

meant that the upper partials were enhanced. These hard, light hammers 

produced a shiny brilliant soimd but also contributed to a shortened length of 

tone in instruments btxilt prior to 1840, like the Graf (1839). 

According to Robert Winter, the performance spaces of the first half of 

the nineteenth century were much more reverberant than those of the 

twentieth century. The additional acoustical warmth meant that, even 

without the continuously raised dampers of the modem piano, the piano of 

the nineteenth century was acoustically accentuated by its performance space. 

A passage played in a fast tempo was not heard as dry or clipped.-" 

One may surmise from the thick texture of Clara's writing for piano 

that she was confident that it would balance well with the violin and cello. 

The modem grand may have a tendency to sound ponderous in passages 

where there are bass-heavy chords, particularly in the Andante movement of 

the Trio, and great care should be taken by the pianist to avoid overpowering 

the strings. Though the piano of the nineteenth century underwent 

numerous changes mechanically and aesthetically, modem string 

instmments differ only slightly from their nineteenth century predecessors. 

For this reason it may be interesting to the pianist performing the Trio to 

explore the possibilities of emulating the shiny, less piercing tone of the Grat 

Robert Winter, "Keyboards," in Performance Practice: Music After 
1600, Howard Mayer Brown and Stanley Sadie, ed. (New York: .Vlacmillan 
Press), 358. 
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instrument. 

Given the opportunity to try a Graf fortepiano or a reproduction of a 

period instrument before plaj^g the work in public, one may gain an 

invaluable lesson on balance between the instnmients in the Trio. String 

players, usually besieged by the potential volume of the modem piano, may 

find when playing the fortepiano that a lower volume than usual will permit 

them to project above the keyboard. Pianists, too, will realize that balance, 

usually a problem in a small ensemble, is less an issue, thus enabling them to 

pay more attention to the printed dynamic and articulation markings in the 

score. 

While playing a period instrument has its merits, some obstacles exist 

to the transference of fortepiano qualities to a modem piano in a modem 

concert hall. For example, in the attempt to limit pedal usage thereby 

emulating the sound of a period instrument, the modem piano sounds icily 

cold. Designed to exploit the potential for sympathetic resonance from the 

continual use of the damper pedal, the modem grand piano, if the damper 

pedal usage is curbed, may soimd brittle in the cavemous halls of the late 

twentieth century Therefore, the pianist will want to employ the pedal as a 

tool for producing a sweeter, less piercing tone akin to Clara Schumann's Graf 

piano. 

Another consideration to an ensemble is the question of the size of the 

performance space. Unlike the larger, heavier works of the late romantic 

period, the Trio's clean, almost classical lines and balanced score make it a 

fine candidate for an intimate hall. Similar to that of the "salon" setting, the 

small hall permits the audience to take part in the performance on an active 
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level. Instead of reljdng simply on aural cues for insight into the composition 

and its performance, the audience is treated to a visual display including non

verbal body language between the ensemble members. In an intimate setting, 

breathing by players between phrases is felt as well as heard and subde 

musical sounds like the attack on a plucked string {pizzicato) in the Scherzo: 

Tempo di Menuetto movement become significant. 

Of course, the benefits of a smaller, intimate performance space are not 

limited to the audience; pefonners, too, may have a different experience. For 

example, because of the unique balance between piano and strings in the Trio, 

a musical dialogue, in which melodies and rhythmical motives are passed 

between performers, is desireable. In addition, due to the ensemble's greater 

sensitivity to their audience, which may include an awareness of the 

sympathetic breathing throughout a performance, may lead to a more exciting 

experience. Between performer and audience, the mutual exchange of 

responses to the music produces a more vivid experience, i.e., a more "live" 

one. 

At this point, it may be of use to examine Clara Schumann's concept ot 

sound and technique in order to facilitate a better performance of Op. 17. 

According to Eugenie Schumann, the youngest Schumaim daughter, Clara 

played the piano with a relaxed wrist, kneading chords at the piano rather 

than stiffening the apparatus.^s Her sound was liquid and mellow, even 

when playing forte. Clara's pupil Franklin Taylor described Clara s sound: 

-8 Eugenie Schumann, The Schumanns and Johannes Brahms: The 
Memoirs of Eugenie Schumann, (New York: Dial, 1927), 101. 
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Nothing ever sounded harsh or ugly in her hands; 
indeed, it may fairly be said that after hearing her play a fine 
work (she never played what is not good) one always became 
aware that it contained beauties undiscovered before. This was, 
no doubt, partly due to the peculiarly beautiful quality of the 
tone she produced, which was rich and vigorous without the 
slightest harshness, and was obtained, even in the loudest 
passages, by pressiure with the fingers rathen than by percussion. 
Indeed, her pla5dng was particulary free from violent movement 
of any kind; in passages, die fingers were kept close to the keys 
and squeezed instead of striking them, while chords were 
grasped from the wrist rather than struck from the elbow. In her 
teaching she advocated a strict attention to detail, once asking 
Eugenie, "Do you think Beethoven would have taken trouble to 
write all this notation, dots, ties, crochets here, quavers here, if 
he had meant it to be otherwise?"-^ 

A particular understanding of the meaning of sforzandi v\dthin the 

context of the final movement of Op. 17 is desirable too. Once again, we 

return to a description by Eugerue Schumann. After playing Wilder Reiter 

for her mother, Eugenie received an admonishment about her sforzandi. 

Clara told her they were anemically played. When Clara described a reckless 

hobby-horse rider knocking objects around in his room, Eugenie better 

understood the nature of the sforzandi. She records in her Memoirs "...the 

suddenness with which it (a sforzando) appears between two less powerful 

notes" and played the piece with more vigor.^'^ 

Unlike other romantic contemporaries, such as Franz Liszt whose 

playing she criticised for its extremes, Qara was known for her sensitive use 

Harold C. Schonberg, The Great Pianists, (New York: Simon and 
Schuster, 1987), 241. 

30 Eugenie Schumann, The Schumanns and Johannes Brahms: The 
Memoirs of Eugenie Schumann, (New York: Dial, 1927), 101. 
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of the pedal and her avoidance of exaggerated rubato. In the Trio, markings 

like poco ritardando and calando should be performed most subtly. In 

addition, the pedal should be used in moderation so as to preserve the clean 

lines and balance of the musical texture. 

Allegretto 

177 1·a Ian do a ll'"IIIJIO v- - p - --= 
~ .. ra Ian no U lt'lllf'O 

:::.< -d__.• .., 
I' 

(' a Jan du a (t'lll()O __..., r- r-- '"I I / i°"'I r--,;;,. 

-... A ~ 1- •41 

17 

Example 8: Op. 17, fourth movement 

While musicians tend to discount the importance of considerations of 

performance practice to the study of music written later than the classical era, 

from the above discussion it is obvious that issues such as whether or not to 

perform the Trio on original instruments, pedalling technique and size of 

performance space must be discussed in order to give a credible account of 

Clara Schumann's compositions. Clara's Graf piano, though louder than 
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earlier Viennese instruments, would be no match for the volimie and 

intensity of sound of the modem grand piano. By emulating the sweet, 

luminescent soimd produced by an instrument like Qara's Graf, one may 

also alleviate the inherent balance difficulties created by the often bass heavy 

texture of her piano parts. In addition, a lively commtmication between 

performers and audience may ensue if the work is performed in a small hall, 

as was typical of the salon performances of 1847 when the composition was 

first performed. Finally, Clara Schimiann's own interpretive style at the 

piano holds interest to the modem day performer of her compositions. Her 

Trio hints at her sense of rubato as she notated subtle tempo changes carefully 

throughout the work and through recollections of her daughter about her 

playing and teaching we become aware of the importance of plajdng sforzandi 

energetically. A pianist reportedly of lovely tone and unusual taste, she 

demanded excellence from both herself and her students. 

It is hoped by better understanding the kind of piano on which Clara 

composed and how its qualities may be emulated by the modem pianist, 

Clara's pianistic technique, and the nature of her playing, one may play the 

Piano Trio, Op. 17, with a greater sincerity to the printed score and in a 

manner worthy of the skill of the composer. 
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CONCLUSION 

Many questions regarding Qara Schumann and her music remain. 

Why did this composer only write one piano trio when, for her, the Op. 17 

Trio proved to be one of her greatest compositional successes? Perhaps self-

criticism and devaluation of her work resulted in the fact that Qara 

attempted few compositions while she was married and rarely composed after 

Robert died. She wrote one piano concerto, one sonatina and one piano trio, 

as if trying the forms on for size, but did not follow through by writing other 

works in the same genre. It is possible that Qara Schimiann was not fully 

comfortable wearing the "hat" of the full-time composer. Thus, in the 

Romantic Period, an age that prized large forms and the quantity of works 

published by a composer, we find Qara Schumann's finely crafted intimate 

works relegated to the arena of the "salon" rather than enjoying a well 

deserved popularity side by side similar pieces in the musical canon. 

Of course, music teachers may wonder where and when to teach the 

music of Qara Schumann, if ever. There are at least two methods of 

presenting this material. In the first example, the teacher presents material 

regarding women composers in the context of a separate class. Unfortunately, 

students may view this approach as a ghettoization of women composers and 

an implied "aside." For the student, separating women composers from the 

curriculum may have the effect of insinuating that both compositions and 

composers are not valuable enough to be taught within the body of the 

curriculum. On the contrary, when the music teacher integrates women and 

minority composers into the classroom, the student is prone to see the 

composers as important to the framework of musiccJ history. An even 
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footing suggests that all material covered is significant to the class. 

Because we are compelled to find the new in that which is old, Qara 

Schumann holds significance to modem musicians. While her works were 

written a full century ago, they remained xmnoticed by history imtil quite 

recently. Part of the interest in a study of Qara Schtimann, then, is that she 

has remained "new" much longer than most composers of her day. We are 

equally fascinated by the discovery of a waltz by Liszt that was lost to 

musicians, the attempts at completing Schubert's "Unfinished" Symphony, 

and the piecing together of a possible Beethoven "Tenth". Qara Schumann's 

music, like other unearthed treastires in the musical world, feels young and 

vital in the blossoming of our present rediscovery. 

Qara Schumann was aware of the difficulties encoimtered by her sex in 

the field of music. Poised at the edge of the modem age, she precariously 

balanced family and career, pianism and composition. By remembering that 

music was the essence of her life, Qara was better able to cope with a life lived 

on the "fringe" of what was acceptable to a woman. She states in a letter to 

Brahms who urged her to leave behind her performance career after Robert 

died: "You regard it only as a way to eam money. I do not. I feel a calling to 

reproduce great works... as long as I have the strength to do so....The practice 

of art is, after all, a great part of my inner self. To me, it is the very air I 

breathe. 

31 Qara Schumann and Johannes Brahms, Clara Schumann-Johannes 
Brahms Briefe aus den Jahren 1853-1896, ed. Berthold Litzmann, (Leipzig: 
Breitkopf und Hartel, 1927) trans. Grace Hadow, (London: Edward Arnold, 
1927) 599, as quoted by Reich in Clara Schumann: The Artist and Woman, 
287. 
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