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FOREWORD 

The purpose of the thesis is to carry out a from analysis of Robert Schumann’s piano 
cycle and performing practice analysis of one of his piano cycles called Papillons. I 
have chosen this piece because I played with my tutor in MIAM. I studied Caplin’s 
sonata form analysis in MIAM, and through this knowledge, I want to analyze the 
form of piano cycle. As a player I know the difficulties of interpretation, and I want 
to show a pathway to those who want to play this piece. During my studies, I 
encountered many problems in this piece, and I could not find an exact answer. 
Although there is not an exact answer in music, the literature or the other pianist’s 
interpretation can be a model to us. The aim is to demonstrate the differences of 
various piano performances during the twentieth century for a specific piano piece 
called Op. 2 Papillons by Robert Schumann with the help of composer’s 
handwritings, literature examples from his beloved writers, and various pianist's 
interpretations. Pianists tended to play faster at the beginning of the twentieth 
century. However, today, pianists play with more rubato and much slower. During 
performing practice analysis, various aspects are taken into consideration such as 
tempo, appoggiaturas, grace-notes, dynamics, touch, and phrasing. This study can be 
helpful for the piano players who want to play Op. 2 Papillons. It can also present a 
piano performance background of the twentieth-century pianists. 

I would like to thank my advisor Assoc. Prof. Dr. Jerfi Aji, Dr. Paul Whitehead, our 
librarian Özlem Gürkan, and also my friends Doğucan Temizel and Mert Soykan. 
Their knowledge and experience enlightened my way. 

 
 
 
November 2017 
 

Engin MEHMETLİ 
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ANALYSIS OF ROBERT SCHUMANN’S OP. 2 PAPILLONS THROUGH A 
PERFORMING PRACTICE APPROACH 

SUMMARY 

Robert Schumann, the son of a book dealer, had deep connections with literature and 
poetry.  He was deeply fond of E. T. A. Hoffmann (1776 - 1822) and Jean Paul 
Richter (1763 - 1825). His source of inspiration was literature. He reflected his ideas 
via music, especially on the piano. He composed multiple piano cycles such as 
Papillons, Carnaval, Kreisleriana. Schumann’s double characters are reflected in his 
compositions as Florestan and Eusebius. These two contrasting characters are a 
model for a vivid, extroverted character and an introverted, dreamy character. 

The purpose of the thesis is to demonstrate how Robert Schumann's Op. 2 Papillons 
interpretations change from the beginning of the twentieth century until the end of 
the century. 

The first chapter gives detailed information about composer’s biography, general 
view of the nineteenth-century piano music, Papillons and Jean Paul’s novel 
Flegeljahre, piano cycle as a form, and a short comparison with piano cycle 
Carnaval. German Romanticism, The Biedermeier movement, and Hausmusik are 
within the scope of this chapter. Different movements and views spread out after the 
Napoleonic Wars in Central Europe. 

In the second chapter, I tried to give detailed information about performing practice 
of the early nineteenth-century piano music. A different view of interpretations and 
performances are discussed according to various theorists. In the eighteenth century, 
composers did not put any tempo or dynamic marking on the score. A performer of 
this era was expected to know the style of the piece and necessary ornaments. 
However, in the nineteenth century, composers started to put necessary tempo or 
dynamic indications on the score. With the advent of technology and 
industrialization, the piano became an every-day activity, a tool of education. 

The third Chapter gives a detailed analysis of form, structure, recommendations for 
correct interpretation and analysis of pianists’ performances. I chose Claudio Arrau, 
Vladimir Sofronitsky, Wilhelm Kempff, Alfred Cortot, Jörg Demus, Sviatoslav 
Richter, Murray Perahia and Samson François among famous twentieth-century 
pianists in my analysis. 

Fınally, in the conclusion part, I gave three charts showing different metronome 
markings of the twentieth-century pianists’ performances. 
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ROBERT SCHUMANN’ IN OP. 2 PAPİLLONS ESERİNİN İCRA GELENEĞİ 
AÇISINDAN İNCELENMESİ                     

ÖZET 

Bir kitap satıcısının oğlu olan Robert Schumann’ ın çocukluğundan beri şiir ve 
edebiyat ile derin bağları oldu. E. T. A. Hoffmann’ dan (1776 - 1822) ve Jean Paul 
Richter’ den (1763 - 1825) çok etkilendi. Piyano sayesinde müzikal düşüncelerini 
müziğe aksettirdi. Papillons, Carnaval, Kreisleriana gibi birçok piyano serisi 
besteledi. Schumann’ ın zıtlaşmalı hâli eserlerine de yansımış ve Florestan ve 
Eusebius adları altında bazı bestelerinde tezahür etmiştir. Florestan daha dışa dönük 
ve canlı, Eusebius da daha içe dönük ve sakindir. 

Bu tezin amacı Robert Schumann’ ın Op. 2 Papillons eserinin yirminci yüzyılın 
başından sonuna kadar icralarının nasıl ve ne yönde değiştiğini göstermektir. 

İlk bölümde bestecinin hayatını, genel olarak 19. yüzyıl piyano müziğini, Papillons 
ve Flegeljahre bağlantısını, bir piyano serisinin bir müzikal form olarak 
düşünülmesini ve Carnaval adlı diğer piano serisi ile bir karşılaştırmasını anlatmaya 
çalıştım. Bu başlığın bir diğer konusu da Alman Romantizmi, Biedermeier hareketi 
ve Hausmusik (ev müziği) adlı hareketlerdir. Orta Avrupa' da Napolyon Savaşları' 
ndan hemen sonra değişik akımlar ve görüşler kültür ortamlarında ortaya çıkmaya 
başlamıştı. 

İkinci bölümde 19. yüzyıl başına ait icra geleneği hakkında bilgi vermeye çalıştım. 
18. ve 19. yüzyıl teorisyenlerinin görüşlerini mukayese etmek şartıyla ideal 
Schumann icrasını anlatmaya çalıştım. 19. yüzyıl ile beraber artık besteciler tüm 
istediklerini nota üzerine titizlikle yazmaya başlamıştı. Buna karşın 18. yüzyıl 
bestecilerinin eserlerinde çok az yazı, not, tempo işareti veya herhangi bir nüans ya 
da dinamik işareti görürüz. 18. yüzyılda daha çok icracının kabiliyetine, yeteneğine 
ve eser hakkındaki altyapısına güvenilirdi. Teknolojinin ilerlemesiyle ve sanayi 
devrimiyle beraber piyano gün içinde başvurulan bir aktivite kaynağı ve bir öğretim 
aracı haline gelmiştir. 

Üçüncü bölümde Papillons eserinin önce müzikal form ve yapısı hakkında sonra 
ideal icrası için birtakım tavsiyeler hakkında ve nihayetinde 20. yüzyılın meşhur 
piyanistlerinin bu eseri yorumlayışları hakkında bilgi vermeye çalıştım. 20. yüzyılın 
meşhur piyanistleri arasından bu analizim için Claudio Arrau, Vladimir Sofronitsky, 
Wilhelm Kempff, Alfred Cortot, Jörg Demus, Sviatoslav Richter, Murray Perahia ve 
Samson François' yı seçtim.  

Son bölümde Papillons eserinin birinci, yedinci ve dokuzuncu bölümünlerinin 
piyanistlerce hangi tempolarda çalındıklarına baktım ve 20. yüzyılın başı ile sonu 
arasında gözle görülür bir fark olduğunu tespit ettim. 
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1.  ROBERT SCHUMANN: MUSICAL AND LITERARY INFLUENCES 

1.1 Introduction 

Robert Schumann, the fifth child of August Schumann and Johanna Christiana 

Schumann, was born into a house of literary activity. His father was an author of 

romance novels, and he was also a book dealer. Schumann's hometown Zwickau is 

located on a strategic trade route between Saxony and Silesia. He started to take his 

first piano lessons at the age of seven. Beginning with very early ages of his youth, 

he became influenced by the Sturm und Drang movement. He was deeply influenced 

by literature especially by the works of E. T. A. Hoffmann (1776 - 1822), Byron 

(1788 - 1824), Walter Scott (1771 - 1832), Jean Paul Richter (1763 - 1825), Novalis 

(1772 - 1801). Before being a musician, he wanted to become a writer. Schumann 

was born into a climate of different movements in his era. The Biedermeier 

movement was one of the influential background movements. This period refers to 

an era in Europe between the 1810s and 1840s. After the Napoleonic Wars, middle 

class started to pay attention to literature, music, and visual arts. Listening to music 

in homes became popular, and so forms like lieder were interpreted. Schumann was 

one of the famous songwriters in that period. Another movement was Kitsch 

(tackiness). It was a popular appeal to lesser forms of art rather than higher ones. It 

included irony and humor. As a musician, he was deeply influenced by Bach and 

Jean-Paul. According to Jensen (2001), “Theodore Töpken, a student at Heidelberg 

who played occasional duets with Schumann, recalled that while improvising "ideas 

would flow out of [Schumann] in an abundance without end''” (p. 83). At the time, 

improvisation was essential to Schumann and enjoyed Hausmusik very much in 

Heidelberg with his friend Töpken. Schumann's letters shows us that he was 

concerned with Jean Paul throughout his life. “Humor und witz” (humor and joke) 

were influential keypoints as Jean Paul states in his Vorschule der Asthetik. Another 

similarity with the composer and Jean Paul is the dual characters like Florestan & 

Eusebius and Walt & Vult. Florestan is vivid and extroverted whereas Eusebius is 
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mystical and introverted. These two contrasting characters can be traced almost in 

every piece of Schumann. He has this duality within himself. Walt and Vult are main 

characters in the novelist's work Flegeljahre. Schumann read all of the five major 

novels of Jean Paul: Die unsichtbare loge, Hesperus, Seiebenkas, Titan and 

Flegeljahre. Due to the will of his father, Robert had to attend a law school in 

Leipzig, but through his letters and friends it seems that he did not attend the classes 

and took his time to improvise and play in his fantasy realm. Robert and his wife 

Clara witnessed the age of technological change in Europe like trains and musical 

change like Wagner. For example, Clara did not like Wagner's music at all. Brahms 

wanted music to be more conservative. Liszt and Clara influenced the audiences with 

their virtuosic styles.  

1.2 Piano in the Nineteenth Century 

In the nineteenth century with the help of Industrial revolution and technological 

development, the manufacture of the instruments increased. According to Todd 

(2004), not surprisingly, piano emerged as a cultural symbol as an object of romantic 

subjectivity; as a sentimental language; as a symbol of the Biedermeier way of 

domestic life in post-Napoleonic-era; and as a piece of furniture in dining rooms. 

Piano began to take place in the every-day life of European culture. The Biedermeier 

period started after the Napoleonic wars in Europe and became popular among 

middle-classes. This time created an atmosphere in which poets like Hugo Wolf and 

musicians like Franz Schubert appeared. According to George Bernard Shaw, the 

vast majority of people took their musical education through pianoforte (Todd, 2004, 

p. viii). With the help of piano arrangments and transcriptions, even a mediocre 

piano player could witness the operas, arias, and other vocal scores and could 

immerse himself in poetry, and literature works influenced by Sturm und Drang, or 

Beethoven symphonies. By that way, hours spent in front of this instrument became a 

source of knowledge from poetry to novels. Sturm und drang, which means “storm 

and stress” is a proto-Romantic movement in German literature and music that took 

place from the late 1760s to the early 1780s. Individual subjectivity and, in 

particular, extremes of emotion were used to react to the perceived constraints of 

rationalism imposed by the Enlightenment and associated aesthetic movements. The 

period is named for Friedrich Maximilian Klinger's play Sturm und Drang in 1777.  
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According to Todd (2004), Schumann used an 1839 Viennese grand piano which was 

a wedding gift to Clara Schumann, wife of Robert Schumann, from the manufacturer 

Conrad Graf. These Viennese pianos did not have the technical capabilities of the 

modern day grand pianos. The Viennese piano was a significant element affecting 

the compositional style of Schumann.  

1.3 Flegeljahre and Papillons Connection 

Schumann was fond of Jean-Paul Richter and talked about him in his letters to his 

friends. He also wished to write poetry like Jean Paul, but eventually he would have 

to sacrifice more time to write poetry than just dreaming. Op. 2 Papillons was 

composed between 1829 and 1831. This was the beginning of a poetically motivated 

period during the 1830s. Some of the pieces within the cycle were composed earlier 

and some were composed later. It is always difficult to know precisely when the idea 

began to influence Schumann's musical thinking. He was influenced by Schubert's 

Les Polonaises when composing Papillons (Tranchefort, 1987). The last pages of 

Flegeljahre are transposed to the music. The main characters in the novel are Walt, 

Vult (the double character of Schumann himself) and Wina, the girl. Later the 

characters Walt and Vult will become Florestan and Eusebius. Schumann had a 

passion for Schubert polonaises in which he found a similarity with Jean-Paul's 

writings. 

Jean Paul’s Flegeljahre, or “The Awkward Age”, features twin brothers Walt and 

Vult, and their reunion after a long period of separation. They are like two different 

spirits who look like each other. The storyline consists of Walt’s attempts to reach 

the age of sixteen to secure his inheritance with his brother’s help. Schumann’s 

Papillons focuses primarily on the last chapter of the book, during which brothers 

Walt and Vult have a shared affection for a lady called Wina. According to Jensen 

(2001), the event takes place at a costume ball, and  Papillons may also refer to the 

butterfly-shaped masks often worn at such masquerades. During the ball, after one of 

the brothers, Walt and Wina dance, the other brother, Vult exchanges costumes with 

Walt and dances with Wina. When she confesses her love to the man, the disguised 

brother gets very angry. He plays the flute as he goes away and Flegeljahre remains 

an unfinished work. 
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In the summer of 1832, unfortunately, Schumann's ring finger of his right hand 

became crippled. Various treatments did not satisfy Robert and this caused him to 

stop his pianistic adventure and to focus really on composing. By this time Papillons 

was published. A butterfly is the result of metamorphosis and there are various 

changes throughout Schumann's life so a correlation can be found with the injured 

finger and the composition. The butterfly is a new phase of life form, and 

compositional process without practicing piano is also a new phase in Schumann's 

life. 

Papillons was the first poetic cycle for the keyboard in Schumann's life. Carnaval 

and Davidsbündlertänze go to extreme distortion from the main dance motives in 

their complexity and derivations. Moreover, the main element of the piece is the 

butterfly. Schumann goes into detail about butterfly image in his musical thinking in 

his diaries. As Daverio said: 

While these overviews and drafts were clearly intended for a cycle already entitled Papillons, 

and thus attest to the subsumption of several early and more recently composed dances under 

a Papillons idea, it is difficult to know exactly when the idea began to influence Schumann’s 

musical thinking. To be sure, the butterfly – an emblem of metamorphosis, of the emergence 

of an elegant and beautiful being from a homely, larval state – had long been a potent image 

in the composer’s poetic universe, but during the late spring of 1831, it seemed to acquire 

renewed significance. In a diary entry of 14 May, for instance, we find: “Butterfly! Take 

away just a bit of your colored fragrance, and all that remains is a dull, lustreless skeleton” 

Then on 8 June, Schumann began to draft a poetic cycle entitled “Schmetterlinge” 

(Butterflies), the first of its four verse fragments running: “Therefore do not rail against 

formative nature! / What once crawled on the ground / Flits with divine lightness in the ether. 

(Daverio, 1997, p. 81) 

1.4 Piano Cycle as a Form 

According to Newcomb (1994), there are three stages of Schumann's compositional 

adventure. Unlike Beethoven, Schumann does not evolve in his compositions but, 

instead, he composes in different forms. Op. 2 Papillons enters in the first stage of 

his compositions which are modest and smaller forms and mostly piano music, 

unlike Op. 17 Fantasie or his piano sonatas. His second phase of compositions dates 

to 1845. He emphasises the polyphonic music and a revival of Bach. Finally, his last 

phase of compositions in his late years consists of didactic and easy pieces, such as 
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Op. 68 Album for the Young, Op. 99 Bunte Blatter, which are an excellent example 

of Hausmusik. In German music tradition, Haydn and Beethoven gave significant 

sonata form examples for piano during the eighteenth century. For example, 

Beethoven did not compose many single short piano pieces like Bagatelles. With 

Chopin, Liszt, and Schumann, a large variety of single short pieces and forms were 

presented to the audience. Schumann has three grand piano sonatas (Op. 11, 14 and 

22). However, Beethoven has 32 piano sonatas which are essential to the piano 

literature. Much of the piano works of Schumann are piano cycles consisting of little 

pieces like Carnaval, Papillons, Kreisleriana. Chopin also contributed little pieces 

and dance music like polonaises and mazurkas and even nocturnes to the piano 

literature but unlike Schumann's little pieces, Chopin's pieces have a climate of dance 

like waltz or mazurka with tonal stability and with its repetitions. For example, 

Chopin's waltzes have their repetitions within itself, and they end in the same tonality 

they have started. Furthermore, Liszt's compositions like Consolations and nocturnes 

have also tonal stability. They do not go to far too different tonalities than they 

started. However, cadences in different tonalities and visiting distantly related 

tonalities can be seen in Schumann's piano cycles. His little pieces depict a scene, an 

image and a dream. They vanish as soon as they are created. They represent a 

glimpse into Schumann's mysterious realm. 

Papillons is not a true programmatic work, since Schumann had already composed 

the first ten Papillons before he read Flegeljahre, and stated that only the eleventh 

and twelfth pieces were directly inspired by the novel. For the first and tenth piece, 

Schumann himself stated that “set the text to the music, not the reverse…only the 

last, which by playful chance took the form of an answer to the first, was inspired by 

Jean Paul” (Daverio, 1997, p.83). 

Erika Reiman (1999) says in her dissertation that the term cycle is preferable to other 

conventional words in literature. For example, the term "Suites" implies a Baroque 

precedent example, while "miniature collections" indicates a different sense of mood 

and derivation between individual movements. The term “set of character pieces” 

does not fully specify Schumann's work from the mass of salon music for piano 

published at that time. Moreover, it is insufficient for the frequent changes of 

character within the pieces. The term "cycles" implies, correctly, a structural 



6 

similarity with the song cycles; thematic connections between the pieces; return of 

the older material; all of which play unimportant roles in these works (Reiman, 

1999). Table 1.1 shows a list of Schumann’s piano cycles through the years. 

Table 1.1 : Schumann’s Piano Cycles. 

Opus number Title Date of publication 

2 Papillons 1831 

4 Intermezzi 1833 

6 Davidsbündlertänze 1837/1838 

9 Carnaval 1837 

12 Fantasiestücke 1838 

15 Kinderszenen 1839 

16 Kreisleriana 1838 

18 Arabesque 1839 

19 Blumenstück 1839 

20 Humoresque 1839 

21 Noveletten 1839 

23 Nachtstücke 1840 

26 Faschingsschwank aus 
Wien 

1841 

28 Drei romanzen 1841 

32 Scherzo, Gigue, 
romanze und fughetta 

1841 

68 Album für die Jugend 1848 

82 Waldszenen 1850 

99 Bunte Blatter 1852 

111 Drei Fantasiestücke 1852 

124 Albumblatter 1852 

 

According to Chernaik (2012), Schumann prefers to call his little pieces as character 

pieces to signify persons, imaginary places, moods or emotions. Under these 

circumstances, any scene can be depicted with or without a title. Although some 

critics called these pieces as miniatures, it will be confusing to call them so 

(Chernaik, 2012, p. 69). In Papillons, these character pieces are mixed with other 

dance pieces like polonaise or waltz. Every character piece has its own inspiration. 

Reiman's and Chernaik's views differ from each other. Reiman does not propose to 
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call the cycle as a set of character pieces; he simply calls it a cycle. However, 

Chernaik proposes to call it character pieces. As a result, the whole cycle can be 

considered as a cycle consisting of character pieces. By this definition, the whole 

cycle is not simply a collection or collage of little pieces but a cycle possessing 

character pieces.  

Papillons, Carnaval and Davidsbündlertänze are the most famous piano cycles. All 

of them contain a waltz chain which was popular at that time. Schumann was surely 

under the Viennese waltz influence during the era. But, Schumann's waltz in his 

piano cycles are quickly changing its mood and switching to different harmonies. 

However, Johann Strauss's waltzes are always returning to the same theme and has 

many repetitions and capturing melodies. In Schumann’s piano cycle, there is always 

a grasping tone which always astonishes the audience with unpredictable 

transformation and metamorphosis.  

Two years after completing his Fantasie, in a letter to Clara from 1838, Schumann 

wrote, “I am now writing with far more ease, clarity, and, I believe, gracefulness; I 

used to solder everything, as if patching it together, and the result was much that was 

wondrous and little that was beautiful” (Daverio, 1997, p. 83). This explains how he 

juxtaposed his ideas in order to express his feelings. Within his early years, cyclic 

forms were ideal to him because of his imaginative nature. 

1.5 Comparison With Carnaval Op. 9 

Schumann’s another famous piano cycle is called Carnaval. Carnaval Op. 9 was 

composed between 1834 and 1835, and published in 1837. It was published six years 

after Papillons' publication date. It is easy to notice here the composer's improved 

technical and formal skills. It is subtitled Scenes mignonnes sur quartre notes (Little 

Scenes on Four Notes). This work is related to his fiancé Ernestine von Fricken. The 

four important notes come from the town that his fiancé was born. A-S-C-H would 

correspond to A, E-flat, C, and B. Carnaval's introduction is called Preambule, and 

in opposition to Papillons' introduction, it is much longer. It has a lot of tempo 

modification. Here is a little explanation of each important little piece: 

Pierrot: Pierrot is a fictional character from Commedia dell’ Arte, a form of theater 

characterized by masked types which became popular in Italy from the beginning of 
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the sixteenth century untill the eighteenth century. Commedia dell’ Arte is an 

improvised drama with its witty characters, where each performer is required to act 

according to his character at a particular scene. Pierrot is portrayed as a sad clown. 

Pierrot’s sadness is communicated through diminished-seventh chord. Schumann 

often uses diminished-seventh chords to express stress and ambiguity like the 

beginning in the sixth piece of Papillons. 

Arlequin: Arlequin is another character from Commedia dell’ Arte. In contrast with 

Pierrot, Arlequin is portrayed as a clever guy. This character piece presents a jovial 

ambiance with its octave leaps. 

Like in the Papillons cycle, Carnaval also has a waltz. However, it does not start in 

the first degree and has a middle section away from the waltz ambience. It starts 

already with modulated harmony. 

Eusebius: Eusebius represents the calmer side of the composer himself. However, 

this calmness is related to Schumann’s introspective nature and darker passions. It 

resembles the fifth piece in the Papillons because of its arpeggiated left hands 

beginning with the measure 17. 

Florestan: Florestan represents Schumann’s fiery side. The fiery tone is primarily 

generated from the diminished-seventh harmony. The piece starts passionately with a 

diminished-seventh chord and a triton leap in the melody. This piece has much 

material from the first character piece of the Papillons. First, it has diminished-

seventh harmony again in the beginning. Secondly, it has the growing scale motif in 

the measure 19 like in the first piece of Papillons, but this time in B-flat major 

tonality. 

Chopin: This piece is Schumann’s portrayal of Chopin. Some theorists believe that 

Schumann thought mostly of the Polish composer Chopin (Sadie, 2001). Other 

theorists note that Schumann criticized Chopin’s Op. 25 études (Lee, 2015). The 

music largely mimics Chopin’s writing style. Chopin’s cantabile melody and 

consonant broken chords are evident throughout the piece. Frequent use of 

appoggiaturas create a sighing effect typical of Chopin’s lyricism.  

Paganini: Niccolo Paganini is a famous virtuoso violinist during the nineteenth 

century. As a representation of Paganini, Schumann wrote one of the most difficult 
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pieces in the suite. Both hands play leaps throughout the piece at a very quick tempo. 

Furthermore, the left hand accents are syncopated, which gives restless ambience. 

The end of the Carnaval begins with a march, and it has reminiscences from its first 

piece. One thing to notice is that Schumann uses the Grossvatertanz motif in the last 

piece of the cycle Carnaval. Grossvatertanz, which was in D major in the Papillons 

became E-flat major with a slight difference in rhythmic pattern.  

1.6 The Purpose of the Thesis 

The purpose of the thesis is to demonstrate how Robert Schumann's Op. 2 Papillons 

interpretations change from the beginning of the twentieth century until the end of 

the century. 
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2.  PERFORMING PRACTICE APPROACH   

Music notation can be misunderstood easily if there is a lack of knowledge about the 

composer. Composers can not directly put everything they want on the sheet music. 

For example, a grace-note or an appoggiatura symbol can be written similarly but 

played in different ways throughout the centuries. The performer should be aware of 

the period he is working on. Moreover, an ornament in a stylistic work can be played 

differently in another stylistic work of the same composer. For example, a turn in 

Chopin Polonaises can be played anticipatory, however, can be played on the beat in 

Chopin Piano Sonata. Each performer has to ask himself about the piece performed 

regarding tempo, embellishment, a certain degree of improvisation, qualities, and 

inconveniences of the performing venue. Furthermore, tempo markings differ 

throughout the ages. For example, Bach's Well-Tempered Klavier has no tempo 

markings on preludes nor fugues. In some editions, Carl Czerny, the famous piano 

teacher in the eighteenth century, added tempo markings like Allegro or Andante. In 

the nineteenth century, however, composers started to write more advisory markings 

on or below the notes.  

The performing practice of a piano piece is often very debatable. Some would argue 

that most players are more faithful to the text and some would argue that others play 

with some imagination. Although musical notation has never been able to convey all 

the information for the interpreter, the score is an excellent clue to understanding 

composer's musical world. As Rosenblum indicated: 

The body of knowledge known as "performing practices" helps fill the void between the 

score and the performance. More specifically, performance practices refer to the 

characteristics of notation and the conventions of performance in different periods, in 

different countries, and for different composers, including those customs so commonly 

understood that they were not notated, as well as the niceties that proved too subtle to notate. 

Familiarity with these conventions provides a framework for interpretation and guidelines to 

the many choices available within a style, to the kinds and degree of freedom that prevailed, 

to the extent performances can vary within stylistic limits, and to the existence of ambiguous 

areas. (Rosenblum, 1988, p. xvii) 
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Performance is a creative process which reveals the composer's intentions. There is a 

relationship between the composer and the performer. When they have a similar 

viewpoint, the performer discovers the composer's intentions and does not duplicate 

past performances. The goal here is to create an original performance. Also, there is 

no single interpretation of a composition. As Brown points out: 

In the matter of notation, there are enormous areas of uncertainty, where we are confronted 

by symbols that meant one thing to one composer and something else to another, or even 

where a symbol has various meanings within the opus of a single composer. (Brown, 1999, 

p.3) 

Moreover, in printed music, there is no doubt about the symbol, but in the 

manuscript, it may be unclear whether one symbol or another is intended. There are 

many problems with dots and strokes used as articulation marks. The amount and 

precision of symbols are augmented by twentieth-century composers. Composers of 

the classical and romantic periods did not exercise a despotic control over the 

performance of their music. Acquiring the composer's text and understanding its 

notation is a difficult task. An Urtext edition is preferable. In the second half of the 

nineteenth century, revised complete critical editions flourished to reach more 

realistic and appropriate performances.  

In his book “A pianist's A – Z”, Alfred Brendel (2013) discusses the performance as 

an art of interpretation in a room full of mirrors. A perception of any sound is already 

an interpretation. The audience does not perceive the composer's intention, but they 

perceive the interpretation of the performer. Unlike other arts, music is not alive 

without its performer because it does not have a material to present. It only has 

scores which are only meaningful for people who are educated in music. The 

performer is a bridge between the composer and the audience. The performer should 

not lose the attention of the listener as he should not pass the limits of the composer's 

desired sonority. Therefore, the pianist should know the period of the piece 

interpreted and the new ideas should be brought by the composer. Some composers 

are within the limits of the period he lives, and some are not. 

The piano went through several changes in its mechanism. According to Howard, by 

the year 1820 when Schumann was ten years old, the metal framing had been added 

to the instrument to obtain greater volume. Erard, the French piano maker, added 

extra features to the repetition mechanism combined with felt-covered hammers. 
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Schumann provided metronome markings in most of his compositions, but there is a 

belief that Schumann's metronome was faulty (Howard). For example, the ninth 

piece of the Papillons is marked with prestissimo tempo and with the metronome 

marking of 112 for a dotted quarter which is very fast.  Most of the renowned 

pianists of the twentieth century like Gilels, Horowitz or Kempff are not playing at 

that tempo in their audio recordings. 

The aim of this performing practice analysis on Schumann's piano cycle Papillons is 

to explore the complicated relationship between notation and performance in the 

areas of accentuation, the notation of accents and dynamics, articulation and 

phrasing, tempo, tempo modification, ornaments, and finally the use of pedals. 

2.1 Accentuation 

According to Brown (1999), during the eighteenth and nineteenth centuries there was 

an association between accentuation and the beginning of slurred groups of notes. In 

the eighteenth century, slurs were short like in Mozart sonata KV283. Example 2.1 

shows slurs between two notes in a Mozart’s Piano Sonata. 

 

Example 2.1 : Mozart, Piano Sonata KV 283, measures 1-6. 

However, in the romantic period the length of the slurs expanded tremendously. As 

in Schumann, the most extended slur is in seventh piece Papillons. This kind  of long 

slurs depicts the beginning and the end of the phrase rather than accentuation. 

Example 2.2 is an excellent example for long slurs in Schumann. 
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Example 2.2 : Schumann, Papillons, nr. 7, measures 7-18. 

According to Brown (1999), there was a standard view that all dissonances including 

the ornaments like appoggiatura or grace-notes should be emphasized. In 1804, J. F. 

Schubert also observed that if the grace-note or appoggiatura is a non-harmonic tone 

it should be accentuated. In Schumann's eleventh piece, all of the grace-notes are not 

dissonant. However, majority of them are dissonant. Example 2.3 shows the 

dissonant grace-notes in the eleventh piece of the cycle. In the romantic period there 

is not any necessity to emphasize the dissonance. Dissonance treatment and 

suspension handling had strict rules before romantic period especially in the 

Renaissance period. With the nineteenth century, dissonances were not considered a 

problem to handle; they were considered a new sonority to experience. Composers 

started to attract the audience's attention to dissonances rather than omitting them. 

 

Example 2.3 : Schumann, Papillons, nr. 11, measures 44-47. 

According to Brown (1999), there are two other types of accents without any 

marking: The agogic and percussive accent. The percussive accent is more 

appropriate for vocal performance or string instruments in which the performer can 
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control and modify the generated sound. However, a pianist cannot alter the sound 

once the key is struck. Only pedals can modify the generated sound. However, the 

agogic accent can be applied to piano pieces. All strong beats are performed stronger 

than weak beats. In German terminology, strong beats refer to innerlich lang 

(internally long) and weak beats refer to innerlich kurz (internally short). So, by 

definition, the duration of strong beats are slightly longer than weak beats in order to 

show the emphasis. For example, the first note of the cycle is a D on a strong beat 

and it is in mezzo-forte dynamics. It is encouraged to play it longer than a dotted 

quarter note. Example 2.4 shows the first measures of the Introduzione. Similarly, it 

will likely be more attractive to play the first notes of the second and third measures 

of that piece longer. Given that G-sharp is dissonant to the harmony of the piece, 

emphasizing it will be accurate harmonically. 

 

Example 2.4 : Schumann, Papillons, Introduzione, measures 1-4. 

Furthermore, it is preferable to accentuate the first note of the short slurs like in the 

nineteenth and twentieth measures in the fourth piece of the cycle. The little slur 

between the two notes depicts a descrescendo in itself. Even though the first note of 

the slur begins with the weak beat and continues to the strong beat with its second 

note, it is preferable to accentuate the first note of the slur to show the audience that a 

slur is in progress. Example 2.5 shows the little slurs in the fourth piece. 

 

Example 2.5 : Schumann, Papillons, nr. 4, measures 16-20. 
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According to Klindworth, the use of slurs has changed after the eighteenth century 

and the new phrasing-slurs in the nineteenth century allow the performer not 

following strict rules of pianoforte playing but playing every note in the slur with 

first accentuated and the last slightly shortened in value (Brown, 1999, p. 238). A 

comparison with a string instrument like violin explains this situation. A violinist 

begins the slurs with a new bow so the first note of the slur would be slightly 

accentuated. The last group of notes would be with one bow to finish the phrase. The 

pianist should imitate the string bow action in his playing not physically but 

consciously. Moreover, Hugo Riemann states in the preface to his edition of 

Schubert's Moments musicaux Op. 94 that slurs that are used to indicate legato touch 

show the thematic analysis of the work such as the union of motives into phrases and 

the disjunction of phrases from each other which results in an unequivocal 

punctuation (Brown, 1999, p. 239). Musical thoughts exist through correct 

punctuation in the phrases. Like in the speech example, one has to punctuate his 

phrase according to his thoughts and expression he wants. 

2.2 Notation of Accents and Dynamics 

Before the eighteenth century, composers did not write the dynamics on the score. 

They left it to the performer's taste. For example, there are not any dynamic notation 

in Johann Sebastian Bach's Well-Tempered Clavier. According to Brown (1999), 

Pierre Baillot was aware of the consequences of the development of an 

individualistic, expressive style in the second half of the eighteenth century. Early in 

the eighteenth century, marking a forte dynamic instead of rinforzando or sforzando 

was common. Schumann however, did not use any consecutive forte dynamics to 

indicate any repeated accent. In Papillons, which is one of his early compositions, 

Schumann followed his composition style with his particular notation. For example, 

in contrast to Beethoven, Schumann gave more detail in accentuation. Although 

Beethoven is famous with his sudden sforzandos, he did not use excessive 

accentuation in his scores especially in his solo piano works like his sonatas. 

However, Schumann uses marcatos, sforzandos, accents quite freely. Schumann 

sometimes prefers to accentuate the weak beats as well as the strong beats. For 

example, in the tenth piece of the cycle between the measures 25 and 39, there are 
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accents on the weak beats. Although this is a waltz and not a polonaise, he preferred 

to accentuate the third and weak beat of the triple time. Example 2.6 shows accents 

on the third beats in the tenth piece of the cycle. 

 

Example 2.6 : Schumann, Papillons, nr. 10, measures 31-36. 

Throughout the whole cycle, the composer prefers to use the Italian term sforzando 

(abbreviated version is sf or sfz) instead of forte-piano (abbreviated version is fp or 

ffp or mfp) or rinforzando (abbreviated version is rf, rfz or rfp). Every composer 

during the seventeenth century used his choice to express his ideas. Schumann's 

intention to use only sforzandos in this cycle can be explained by his whole purpose 

of creating an atmosphere. In this very early composition, accentuation details such 

as sforzandos and rinforzandos are neglected by the composer to give more detail to 

the tempo modification which is more influential in creating an atmosphere. 

Excessive use of accentuation like sforzando can be unappealing to the listener, 

however, a change of tempo like accelerando can be exciting. Furthermore, 

Schumann uses the Italian term fp in his Piano Trio Op. 80 and in his Third 

Symphony Op. 97. This usage of fp explains the composer's change of attitude 

towards the accentuation terminology throughout the years.  

There are different approaches for signs as accent markings such as staccato mark (. 

ˑ), accent hairpin (>), le petit chapeau (^) or horizontal line (-). Schumann prefers to 

use le petit chapeau, accent hairpin, and staccato markings for his accentuation rather 

than the Italian terms like sforzando or horizontal line. The composer's intention 

throughout the cycle is to mark only the first bars. Throughout the cycle, the first 

measures in certain pieces are marked, and the remaining bars are intact. The reason 

is that the first bar plays a model for the upcoming bars in the same section or 

character piece. For example, in the third character piece, le petit chapeau is used in 

the first bar, and composer left other bars intact. However, accented playing should 

be continuous for eight measures. Example 2.7 shows the first measures of the third 
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piece. In the same way, the ninth bar's markings are a model for the upcoming bars 

until the end of the piece.  

 

Example 2.7 : Schumann, Papillons, nr. 3, measures 1-3. 

Another perfect example of this marking method is the ninth, tenth and eleventh bars 

of the ninth character piece. These three measures are a model to follow for the 

remaining measures till the end of the piece. All eighth notes should be played 

accentuated. Example 2.8 shows the staccato model of the ninth piece. 

 

Example 2.8 : Schumann, Papillons, nr. 9, measures 8-13. 

Although the accent marking in staccato was discussed by different theorists of the 

earlier centuries, the exact differentiation was not entirely clear (Brown, 1999, p. 98). 

This sign can be used to mark an accent or to shorten the interpretation of the note or 

both. German composers during the nineteenth century used a staccato sign for 

accents and also for shortening (Brown, 1999, p. 104). Schumann used, for example 

in his Third Symphony Op. 97, both staccato sign and strokes which are printed as 

wedges. The purpose was to differentiate staccatos form the accents where strokes 

were put to indicate accents and staccato sign to indicate shortening. As opposed to 

his symphony example, in the ninth piece of the cycle, Schumann intended to express 

the piece with both shortening the eighth notes and giving an accent.  

One primary question is how much accent a composer wants on a note marked with 



19 

accent hairpin. What is the intensity of the accent in a hairpin compared to 

sforzando? According to Dotzauer (contemporary of Meyerbeer and Weber) accent 

hairpin was an abbreviation for rinforzando or sforzando occurring on a single note 

(Brown, 1999, p. 110). Thus, the accent hairpin is indicating a softer accent than 

sforzando or rinforzando depending on the context. Schumann also used hairpin as 

an inferior accent to his sforzandos. For example in bars thirty-three, thirty-four and 

thirty-five in the sixth piece of the cycle both > and sf are used in the same measure. 

Therefore, the note A in the left hand should be inferior to powerful chords in the 

right hand. Otherwise, the composer would have indicated all the markings with a 

hairpin or sf without any differentiation. Example 2.9 shows the different usage of 

sforzando and hairpin. 

 

Example 2.9 : Schumann, Papillons, nr. 6, measures 31-35. 

Another captivating example is that the le petit chapeau marking is used only once in 

the first quarter note in the last piece of the cycle. For Schumann and Czerny, this 

sign is noted for a superior emphasis than > (Brown, 1999, p. 122). A good example 

of this differentiation is that in the third piece of the cycle, given that the dynamic of 

the piece is forte, the accent markings are indicated with petit chapeau. On the other 

hand, in the second section of the previous piece where the dynamic is pianissimo 

only > is marked as an accent. Thus the composer uses the petit chapeau in a forte 

dynamic context and the > in piano dynamic context. 

2.3 Articulation and Phrasing 

Eighteenth-century keyboard instruments such as organs, clavichords were unable to 

create dynamic complexity. Articulation, ornaments and tempo modifications were 

different ways to embellish the compositions. Stylistic interpretation and adding 
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some new interpretation to the ornaments were highly demanded and needed. 

Composers often did not write an explanation for ornaments and phrasing and left it 

to the performer's skill and choice. For example, French keyboardists were 

influential in harpsichord literature. Elisabeth Jacquet de la Guerre, a famous French 

female composer, was known for her idiomatic writing and style brisé. However, in 

the nineteenth century, with the invention of the fortepiano, composers tried to create 

dynamic variety. Especially German composers like Brahms and Schumann did not 

implicate an authentic writing style but rather a genuine compositional style. They 

were attached to the tradition. Creating new writing styles and idiomatic composing 

became slightly obsolete as various changes within the tradition were used. For 

example, Brahms used the sixth interval in the melodic line excessively. 

One significant change in the nineteenth century was the use of slurs. In the 

seventeenth century, slurs were short enough to link one or two notes, but in the 

nineteenth century, slurs were expanded. New long slurs were depicting the phrase 

structure. The tenth piece of the cycle uses longest slurs in the cycle to indicate each 

phrase structure. 

Another way to indicate phrasing is putting rests after the phrase is terminated. 

According to Manuel Garcia, phrase division is done by right breathing and it states 

that good melodies, just like good speeches, are divided with pauses (Brown, 1999, 

p. 155). Even if the composer did not put a rest after a critical phrase, the keyboardist 

has a choice to execute an imaginary rest after the phrase is finished.  

2.4 Tempo 

It has been observed that performers have traditionally opted for a free choice of 

tempo. However, composer's intended expression is much more intensified or 

weakened by the choice of tempo. An indication like Andante molto can be 

confusing. For some performers, this expression can be a slower tempo than Andante 

and for some others, it is the opposite. However, in our case, Schumann indicated the 

metronome marking for all pieces in the cycle. According to Brown (1999), a rumor 

exists that Schumann's metronome was faulty especially with his fast metronome 

marks, and his wife Clara Schumann altered many of the markings in her edition of 

his piano works. By the time Robert Schumann composed his first works, the 

metronome had already become an indispensable device. According to Brown 
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(1999), Gottfried Weber advised to use pendulum instead of Maelzel's metronome, 

and Spohr used his method of indicating tempo. According to Brown (1999), 

Beethoven was the first composer to use metronome markings by the 1810s. 

However, in the eighteenth century, before the invention of the metronome, 

performers were expected to know approximate tempo values for each piece. This 

approximation is sufficient for dance pieces like menuets or polonaises. However, for 

example, in Mozart sonatas whose titles are like allegro or moderato, a correct tempo 

is impossible to imagine. One thing to observe is that all the character pieces in 

Papillons cycle have triple time (3
4 or 3

8)except the second piece which has a 2
4 time 

signature. These character pieces were influenced by dances, mazurkas, polonaises or 

waltzes. All of these dances have a triple time signature. Another impressive feature 

of the cycle is that most of the tempo markings of the pieces are either presto or 

prestissimo. Some pieces have metronome markings but do not have any tempo 

marking. The slowest piece is the seventh one with semplice performance direction. 

The fourth piece has a presto marking and the second and the ninth piece have a 

prestissimo marking. There is a correspondance of tempo markings with the cycle 

Carnaval. Out of twenty character pieces of the Carnaval cycle, eight of them have 

one of the following tempo markings: molto vivace, vivo, molto vivo, presto or 

prestissimo. All of these tempi are very fast metronome markings. Schumann prefers 

to go to the extreme metronome markings to express his utmost passions. A tempo 

marking such as allegro vivace or simply allegro is rarely seen in him. For example, 

the first piece of the cycle Kreisleriana opens with a marking of ӓuerst bewegt 

which can be translated as “with extreme passion.” Thus, tempo markings and 

accelerandos and ritardandos are vital elements in Schumann's music. He gives 

more emphasis to tempo modification than accentuation to set in music what he truly 

feels. 

The slowest piece of the cycle, which has a performance direction of semplice, has a 

metronome marking of fifty-eight for a dotted quarter note. Triple time always gives 

a false impression for the performer because of its time signature. The performer has 

to either count 174 for an eighth note or fifty-eight for a dotted quarter note. Both 

choices are different to imagine. It is safer to imagine with a quarter note given that 

all tempo marks refer to quarter notes. To accomplish this, one has to first divide the 

original metronome marking (fifty-eight in this case) by two and then multiply it 
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with three (eighty-seven in this case) to find its equivalent in a quarter note. This is 

approximately the equivalent of an andante tempo. Andante implies calmness and 

uninterrupted flow of melody which is the mood that the composer wants. However, 

a constant flow of melody and serenity has the risk of monotony and boredom. The 

seventh piece is rather short considering other pieces. For example, the fifth piece 

which has only a metronome marking of eighty for a quarter note is another slow 

tempo piece with its repetitions and longer duration. In this piece, the composer 

breakes a potential boredom with the help of the antiphonal structure of bass and 

soprano lines. Monotony is eliminated through a subject and counter-subject. 

Moreover, four-part writing between measures 15 and 18 represents a fugue-like 

passage to prevent a weak compositional style.  

Another tempo marking peculiarity in this cycle is the second piece which has a 

metronome marking of 116 for a quarter note and a tempo marking of prestissimo. 

Obviously, this metronome marking is not within the limits of prestissimo. The 

composer prefers to give a prestissimo attitude rather than real prestissimo tempo 

which is above 200 for a quarter note. Quick arpeggio passage can be played 

extremely fast to give the desired atmosphere, and further passages can be played 

slower instead. 

Another tempo marking peculiarity in this cycle is the ninth piece which has a 

metronome marking of 112 for a dotted quarter note and a tempo marking of 

prestissimo. These two indications side by side is hard to imagine. However, with the 

procedure given for the seventh piece above, a new metronome marking of 168 is the 

result of the calculations. Even though this new tempo is not within the limits of 

prestissimo, it makes more sense than 112 for a dotted quarter note. 

2.5 Tempo Modification 

Even though there is not any tempo modification like accelerando, the performers are 

expected to alter some tempi within limits. The question is how much alteration one 

should do. During the eighteenth century and the early nineteenth century, a 

significant part of the authorities tended to use remarkably restrained employment of 

tempo flexibility if there isn’t no marking (Brown, 1999). In 1833 J. Feski observed 

that most of the time diminuendo is confused with slowing down and crescendo with 

speeding up because of the performer's interpretations (Brown, 1999). The 
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nineteenth-century performer always had the choice to alter tempo in solo piano 

music when playing among his audience. However, when interpreting music earlier 

than the nineteenth century, this liberty is much more restrained. 

Although Schumann was creative about marking accentuations, he was much more 

imaginative when altering the tempo of the piece. Throughout almost all of the 

pieces of the cycle, even though Schumann did not write ritardando, there is a 

tendency to play the ends of each piece with a ritardando or diminuendo or both. The 

second piece has to end with a ritardando. Furthermore, the third piece has to end 

with ritardando as well as diminuendo. The sixth piece ends with diminuendo but 

without any ritardando. The seventh piece which is the reminiscent of Chopin étude 

op. 25 No.2 ends with ritardando. Table 2.1 shows the endings of all pieces of the 

cycle in different editions. Compared to other Romantic-era composers like Liszt, 

Chopin, Thalberg, it is Schumann who needs to be played with tempo alteration. 

Scholars say that Schumann's music is poetic rather than virtuosic like Liszt. It is this 

poetry that creates the tempo fluctuation in his music. For example, in the eleventh 

piece of the cycle, there are two different tempi. The middle section has its own 

slower tempo but with the beginning of the piece, second measure tempo accelerates 

and with the third measure it decelerates. There is tempo fluctuation in only two 

measures. Furthermore, in measures 46 and 47, there is ritenuto which ends with 

tempo vivo similar to the initial tempo of the piece. 

Table 2.1 : Piece Endings of Papillons in Different Editions. 

Piece number / 
Edition 

Henle Verlag Universal Edition Breitkopf & Hӓrtel 

1 - crescendo crescendo 

2 - - - 

3 diminuendo diminuendo diminuendo 

4 - poco ritardando - 

5 diminuendo diminuendo diminuendo 

6 sforzando sforzando sforzando 

7 Point d' orgue point d' orgue Point d' orgue 

8 Ritenuto e diminuendo ritenuto e diminuendo Ritenuto e diminuendo 

9 - - - 

10 - - - 

11 diminuendo diminuendo diminuendo 

12 ritardando ritardando ritardando 
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2.6 Ornaments 

The interpretation of ornaments is always controversial. Interpretation varies from 

period to period and composer to composer. According to Charles Bériot, 

embellishments aim to please the audience with the help of amiable, flowery and 

graceful style, but, German music, which is more bound to harmony than Italian 

music, do not interfere very much with embellishment (Brown, 1999). In Schumann's 

compositions there are not many embellishments or ornamentations. Only grace-

notes are used in Papillons. For example, Chopin composed by using much more 

embellishments, turns, appoggiaturas. His mazurkas and waltzes require advanced 

ornamentation skill. Chopin prefers embellishment if the same melody arrives the 

second time. On the other hand, Brahms and Schumann usually prefer to change the 

harmony of the theme or to add a second subject or additional melodic line if a 

recapitulation of the theme exists. Intermezzi Op. 118 of Brahms are good examples 

in order to show various harmonies of the repeating themes. The waltz section 

starting with measure 25 in the tenth piece of the Papillons is also an excellent 

example of repeating motifs and identical rhythmic structure, but, transformed 

harmonies.  

The use of appoggiaturas and grace-notes are extra notes to the value of the bar. In 

Germany, the small notes associated with the note they precede were called 

vorschlӓge, and those associated with the following note were called nachschlӓge; in 

England, they were called grace-notes; in France, they were called accent, appuy, 

coulé and port de voix (Brown, 1999). The term acciaccatura is used for very short 

appoggiatura. Schumann uses only single note ornamentation in this cycle. The only 

ornamented character piece of the cycle is the eleventh one except for one single 

ornament of two measures in the following piece. According to theorists such as 

Tartini, Quantz, Leopold Mozart, C. P. E. Bach, an appoggiatura should take half of 

a binary main note and two-thirds of a ternary main note (Brown, 1999). 

Furthermore, theorists like Türk states that small notes require greater emphasis than 

the main note (Brown, 1999). However, this is not applicable in all cases. Single note 

ornaments in the eleventh piece of Papillons are anticipatory and always a non-

harmonic neighbor note. These small neighbor notes must be played with less 

emphasis than the main note because of their anticipatory purpose. They always 

precede the beat and this gives a distraction effect. This disorientation effect of the 



25 

small notes uncovers itself with the main note which must be played in a 

dynamically intensified way.  

2.7 The Use of Pedals 

The use of pedals constitutes an essential element in performing practice. Damper 

pedal or the right pedal or simply the pedal in a forte passage tend to resonate 

dissonantly. In forte passages, playing with the pedal gives an orchestra-like effect to 

the instrument. On the other hand, there is a risk of creating dissonances through 

needless pitches, but, the forte dynamic suppresses other dissonances. In piano 

passages, playing with the pedal is helpful for sustaining legato playing, but, the 

performer has to be more careful about handling dissonances. Throughout the 

eighteenth century, composers did not put significant pedal indication. For example, 

Clementi added an indication of open pedal only in the beginning of one of his 

works. However, Mozart did not put any indication of pedaling. According to 

Rosenblum (1988), Czerny's opinion that in Mozart’s music pedal is rarely used and 

never strictly required. One performer can choose to play all Mozart piano sonatas 

without any pedal, and another performer has a choice to add sufficient half pedal. 

There is an increased demand for pedaling and resonating sound after Mozart's time. 

Beethoven used more pedal in his works but real pedaling started with romantic-era 

in piano music especially with Chopin, Schumann, and Liszt. According to 

Rosenblum (1988), there are two types of pedaling: rhythmic pedaling and legato 

pedaling. Rhythmic pedaling designates the change of pedal simultaneously with the 

attack, wherever a chord changes. Its purpose is to obtain a clean sound rather than a 

continuing resonating sound. This method works perfectly in dance music like 

waltzes or polonaises. In this case, pedaling improves the rhythmic atmosphere of the 

piece. On the other hand, legato pedaling or syncopated pedaling starts immediately 

after the attack and remains depressed until a new harmony comes, regardless of the 

length of beats. Romantic music composers like Chopin composed more works with 

longer pedals than Beethoven and his contemporaries. The aim was to play always 

within the pedal with quick changes in order not to make dissonances. For example, 

in the coda of the last character piece of the cycle Papillons, there is a D held more 

than twenty bars on the pedal. It is not possible to hold the pedal that long. This pedal 

indication results in a desire of resonating D impossible to fulfill. Even though the 
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performer would depress the sostenuto pedal for that note only the sound produced 

will eventually die and not to be heard because of the other melodies played in other 

parts. One realistic resolution is to play a fortissimo D (even though it is not written 

so) and release the pedal half-way through the end of the piece. In that process, there 

is a possibility to hold that D with little loss of sound. The performer should count on 

the longevity of the sound produced with bass notes because of the thicker strings. 

The method of releasing half-way pedal should mute the thinner strings. This quick 

change of pedal would not give enough time to mute bass strings. 

In the Urtext edition of Henle Verlag; a few pedal markings are displayed in the 

Papillons score. Schumann preferred to put pedal signs only to emphasize 

indispensable measures. For example, in the sixth piece pedal after the note A in the 

bass is required to sustain that note. Otherwise, the bass note would vanish. In the 

seventh piece, only pedal marking is in the final diminished-seven chord of the first 

section and in the diminished-seven arpeggio in the measure 18. The reason why the 

composer put pedal markings only below diminished-seventh harmony is that he 

wanted the harmony to sound entirely with its four notes. This pedal indication 

shows the emphasis given by the composer to that harmony. The pedal marking in 

measure 45 in the tenth piece is rather discomforting. This pedal is held over four 

bars. Harmony changes by one measure eventually creates a dissonance if the pedal 

is depressed. The composer desires that section to be played with full pedal. The 

previous similar four-bar section is not marked with a pedal indication. This lack of 

indication is the contrast that has to be shown by the performer. Using the pedal 

partially and depressing it one-half or one-quarter of its full depth is a suitable 

method for a balanced interpretation. Professional pianists like Hofmann states that 

ear has to decide on the use of pedal. The situation of the instrument and the place of 

the music played are very important for the use of the pedal. According to 

Rosenblum (1988), contemporary evidence and today's experience has shown that 

pedaling has to be economical rather than generous. Pedaling has to be short and 

precise.  
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3.  A MULTI-FACETED ANALYSIS OF PAPILLONS, OP. 2 

To give a general view, throughout the cycle there is a four or eight-bar structure 

repeating itself. This four or eight-bar structure creates a cycle within a cycle effect 

for the audience. For example,  piano sonatas are much bigger forms which contain 

eight or four-bar structure but also additional transition and development and 

recapitulation elements. Schumann's little pieces do not have this kind of extra 

features, but they repeat themselves with little modification. Overall the phrase 

structure of the whole cycle is given below in Table 3.1. The total number of 

measures in some pieces are multiples of four, and some are not. Four or eight-bar 

phrase is easier to perceive in the first nine character pieces. However, with last three 

pieces, it becomes harder to perceive them. Last three character pieces have a 

complex form with some repetitions. Especially the last piece consists of echoes 

getting shorter and softer, used as an effect for the first time in the cycle. 

Table 3.1 : Phrase Structures of Papillons cycle. 

Piece 
number 

Total 
Measures 

Phrase structure 

1 16 3 x four-bar phrase, 1 x four-bar phrase 

2 12 2 x four-bar phrase, 1 x four-bar phrase 

3 26 2 x eight-bar phrase, 1 x eight-bar phrase 

4 48 4 x eight-bar phrase, 2 x eight-bar phrase 

5 26 4 x four-bar phrase, ten bars of development 

6 38 3 x six-bar phrase, 4 x four-bar phrase, four-bar new material 

7 24 2 x four-bar phrase, 2 x eight-bar phrase 

8 32 3 x eight-bar phrase, 1 x eight-bar phrase 

9 40 1 x eight-bar phrase, 4 x eight-bar phrase 

10 78 2 x eight-bar phrase, 2 x four-bar phrase, 5 x eight-bar phrase, 2 
x four-bar new material, 2 x four-bar phrase new material  

11 67 Complex form with 3 x four-bar phrase in the middle section 

12 92 Complex form with 4 x four-bar phrase of beginning 
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All of the examples are from Henle Verlag Urtext Edition. There is not much 

difference between editions regarding accentuation and dynamics. However, Clara 

Schumann edition has much more pedal markings and different tempo indication. 

Robert Schumann’s sketchbook is not revealing much information about this specific 

composition. It is either illegible or without enough indication. As indicated in the 

Preface of the edition of Henle Verlag Urtext Edition, all of the tempo markings and 

fingerings are the composer's indications. The performers of Papillons are chosen 

from famous twentieth-century pianists such as Sviatoslav Richter, Murray Perahia, 

Samson François, Alfred Cortot, Wilhelm Kempff, Claudio Arrau, Jörg Demus, 

Vladimir Sofronitsky. Sviatoslav Richter (1915 – 1997) was a Soviet pianist known 

for the depth of his interpretations, his virtuoso technique, and his vast repertoire. His 

live recording of 1962 is examined in this analysis. Murray Perahia (born 1947) is an 

American concert pianist. His recording of 1977 with label Columbia Masterworks is 

examined in this analysis. Samson François (1924 – 1970) was a French pianist 

admired for his performances of Chopin, Schumann, Debussy, and Ravel. His studio 

recording of 1955 in Paris is examined in this analysis. Alfred Cortot (1877 – 1962) 

was a Franco-Swiss pianist specialized with his poetic insight into Romantic piano 

works particularly those of Chopin, Schumann, and Saint-Saëns. His studio recording 

of 1935 is examined in this analysis. Wilhelm Kempff (1895 – 1991) was a German 

pianist best known as an interpreter of Beethoven, Schubert, Schumann, Mozart, 

Bach, Liszt, and Brahms. His recording date is unknown, but, given that his video is 

black and white, one can assume that it is recorded in the 1950s. Claudio Arrau 

(1903 – 1991) was a Chilean pianist known for his interpretations of a vast repertoire 

spanning the baroque to twentieth-century composers, especially Beethoven, 

Schubert, Chopin, Schumann, Liszt, and Brahms. His recording of 1991 with label 

Philips is examined in this analysis. Jörg Demus (born 1928) is an Austrian pianist 

who owns recordings of complete piano works of Schumann and Debussy. His 

recording of 1974 with label Deutsche Grammophon is examined in this analysis. 

Vladimir Sofronitsky (1901 – 1961) was a Soviet-Russian classical pianist, best 

known as an interpreter of the Russian composer Scriabin. His recording of 1952 is 

examined in this analysis. 
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3.1 Formal and Harmonic Analysis of Papillons Op. 2 

Character Piece No. 1: Introduzione. Moderato 

The introduction begins in a majestic way and is a call-to-dance because right after 

the introduction there comes a waltz in D major. This is a short tonic prolongation 

call-to-dance which attracts the audience's attention. Throughout the piece, there is 

four-bar phrase structure. The first character piece consists of four phrases of four 

bars that can be summarized as follows: 

aa'ba'' 1 

, where a, a', a'' and b are four-bar phrases. Although there is not big difference 

between a' and a'' left hand differs from the first one. The chords of the last two 

measures in the a' are I6
4 - I respectively. However, the new chords in a'' are I - I. The 

whole character piece is sixteen measures. The introduction is played in unison 

consecutive octaves which gives an impression of sharpness. It invigorates the 

audience when it sounds first. Harmonically the character piece is in the range of D 

major using V-V/vi-vi-iii in the first four measures. All of the a, a', and a'' sections 

have similar harmony, but in section b the composer prefers to explore distant 

harmonies like N6 - IV/N - V/V - V4
2 – I throughout the measures 9 to 12. 

Character Piece No. 2: Prestissimo 

The piece starts with technically difficult arpeggios with Florestan mood that is bold 

and courageous. After this thunder in E-flat major, there comes a relaxing Eusebius 

mood in A-flat major which is close to the previous tonality. This abrupt change can 

be seen in almost any composition in Schumann. For example, in the first piece of 

the piano cycle Kreisleriana a calm melody in B-flat major comes after a courageous 

melody in D minor with a totally different dynamic and tempo. As a character piece 

that depicts a certain scene, image or dance movement, this sudden change of 

harmony provides a provoking and growing interest in the subject and a creative state 

of mind which receives various stimulus. The audience has to be very attentive and 

vigilant and has to expect the most unexpected. This A-flat major melody is 

                                                 
 
1 Lowercase letters are used in this thesis to specify the four-bar, six-bar, or eight-bar phrases. 
Uppercase letters are used for longer passages specifically in the tenth piece only, which has a more 
complex and large-scale form. The longer passages in tenth piece are divided into smaller phrases 
which are again analyzed with lowercase letters. 
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definitely not a dance or a march. The left hand with leaping movement gives an 

ambiance of swinging melody which causes an ambiguity and disorientation towards 

a weak end. Harmonies of the A-flat major passage is starting with D-flat major 

harmony which is its related harmony. The harmonies of the measures 5 through 8 

are: 

IV6 - iii6 - ii6 - viio7 / iii - viio6-V6 - I 

This A-flat major passage consists of two four-bar phrases with little differentiation. 

The phrase structure of this character piece can be summarized as follows: 

abb' 

Character Piece No. 3: Allegro 

After the previous ambiguous F minor melody, the composer switches to F-sharp 

minor tonality which is again unexpected tonality. This time a Florestan theme 

comes again with sharp octaves in the left hand which is played in an authoritarian 

way. This character piece has three eight-bar phrases. First eight-bar phrase is 

without accompaniment and is transposed up to minor third in the second eight-bar 

phrase. In the third eight-bar phrase which begins with measure 17, there is an 

imitative canonic passage through the end of the piece. Although the first eight-bar 

phrase is in F-sharp minor, the second eight-bar phrase is in A major. Harmonies in 

the first section are:   

I – V – I – iii - vi - N/V – V - I 

respectively. However, in canonic passage which has a tonality of F-sharp minor, the 

harmonies are changed to:   

i – V/III – i – V/III - III6 – V/III - III - i 

The phrase structure of this character piece can be summarized as follows: 

aa'a'' 

Character Piece No. 4: Presto 

This character piece is in the relative A major of the previous F-sharp minor tonality. 

Again, this piece seems to be a dance piece with a stimulating passage in the middle 

with diminished intervals. The piece ends with F-sharp major tonality which is again 

unexpected. The middle passage between the measures 16 through 32 with marcatos 
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on weak beats has the consecutive diminished chords starting with accelerando in 

the beginning and continuing through the end with ritardando. This tempo change 

results in precipitation and ambiguity in rhythm. This section also has an ascending 

and descending chromatic middle voice melody which comes in measure 21. This 

hastiness and relaxation forces us to imagine a landscape with a different gaze. The 

whole piece has a set of four eight-bar phrases with additional two eight-bar phrase. 

Again the first section through the repeat sign consists of two similar eight-bar 

phrases. Right after that comes a development-like section which is consisted of two 

similar eight-bar phrases. The piece ends with the first two eight-bar phrase in the 

beginning. The phrase structure of this character piece can be summarized as 

follows: 

aa'bb'aa' 

Character Piece No. 5: Andante 

This B-flat major character piece in triple time gives a relaxing atmosphere which 

can be again in Eusebius mood. There are two different voices in the piece. One is 

the bass line and the other is the soprano line. Eventually, this piece is the most 

difficult piece in the whole cycle in terms of voice leading and carrying the melody 

of two different voices. With the exception of the sforzandos in the downbeats of the 

ninth, tenth and eleventh measures, the whole piece is in the dynamic range of piano 

with a cantando bass line. The piece consists of three four-bar phrases and ten bars of 

development with new material with harmonic complexity. The first and third four-

bar phrases are similar. The only difference is that second-time soprano line comes 

with octaves in the right hand. The last four-bar measure begins like the first one but 

it differs in its third measure and closes the piece. The F major, C minor, E-flat major 

harmonies are closely related to B-flat major tonality. However, with the 

development section which begins with measure 9, a complex harmonic march starts 

with sforzando dynamic. The harmony of the ninth measure is respectively:  

Vii6
5/V  – Ger6

5 - V
6  

in B-flat major tonality. This harmonic progression is a model for the continuing 

additional two measures. The second model is in E-flat major tonality however, 

instead of diminished seventh chord of the fifth degree, the composer uses 

diminished seventh chord of the sixth degree which is C minor. After the first chord 
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alteration the German augmented sixth chord and its resolution to fifth degree 

follows as expected. The third model is a little different because it begins with 

diminished seventh chord of the sixth degree but instead of German sixth chords 

composer prefers to use dominant seventh chord with its resolution to E-flat major 

tonality. The phrase structure of this character piece can be summarized as follows: 

aa'baa'' 

Character Piece No. 6: Allegro vivace 

Striking dominant chords in D minor tonality wake up the audience from the 

previous piece's dream with Florestan's impact. Thereafter, in measure 7, an A major 

theme of four bars comes as a predecessor of the G major theme in measure 17 of the 

tenth piece. However, in the sixth piece, the dynamic of this theme is pianissimo. In 

the tenth piece, its dynamic would be fortissimo. By the same contrast, the previous 

section of this theme (measures 1 to 6) is in forte dynamic as opposed to the previous 

section of the tenth piece's theme which is pianissimo. This four-bar theme is played 

twice with very little difference. This theme is a call-to-dance because of its 

shortness. It can be a gesture, a motif, a reverence, a greeting. Furthermore, this little 

theme comes in its modulated version in measure 25 with different pitch relation but 

same rhythm structure which four quarters followed by two eighth and one quarter. 

The first theme in A major has the following harmonic pattern: 

I – IV - I6 - V4
3 – I – IV - I6 – V4

3- I 

However, its modulated version comes with the following pattern in F major:  

I – IV – V – V/vi – vi – V - I 

Although the rhythmic pattern is exactly the same, the melodic line and harmonic 

progression are different. This pattern of two measures would come again further at 

the beginning of the eighth piece this time with two-eighths followed by five quarter 

notes. The piece ends with the striking chords of the beginning. This character piece 

has a more complex form than the previous ones because it has six bar phrase as 

opposed to a four-bar phrase. The phrase structure of this character piece can be 

summarized as follows: 

abb'acdd'a 



33 

, where section c is a completely new material with a tonic prolongation, and sections 

d and d' have likewise four-bar phrase structure. 

Character Piece No. 7: Semplice 

The piece is in F minor tonality which is again far away from previous D minor 

tonality. The whole piece consists of two four-bar phrases and two eight-bar phrases. 

The first eight-bar phrase has a tonic prolongation with F in the left hand. This 

section ends with a diminished seventh chord in seventh degree of the dominant. 

This seventh degree of the dominant is a pivot chord for the following A-flat major 

harmony. This time, this chord is a diminished seventh of the third degree of A-flat 

major tonality. With measure 9, two similar eight-bar phrase begins. Although the 

second eight-bar phrase uses a diminished seven harmony in measure 18, the 

remaining harmonies are very similar to first one. The harmonic progression of the 

first one is the following:  

I-V4
3 - I

6-ii7-I6
4-V

7-I. 

The phrase structure of this character piece can be summarized as follows: 

aa'bb' 

, where the sections a and a' have four-bar phrases and sections b and b' have eight-

bar phrases. 

Character Piece No. 8: Allegro 

The piece starts with striking chords in C-sharp minor which are again unexpected 

after the previous A-flat major tonality. Florestan mood is again in the scene after the 

previous Eusebius mood. The whole piece can be divided into four sections. Each 

section consists of eight-bar phrases. The first eight-bar phrase can be seen as a 

reminiscence of the theme of the sixth piece which starts in the seventh measure. 

Contrarily, this time, the theme is presented extravagantly with fortissimo in 

dynamics. The harmonic progression is the following:  

i-i6-iv-i6-ii7-i-i6-iv-i6-ii7-i-V/VI-VI-V/iv-iv-V/V-V 

There is not any similarity between the reminiscence and the actual theme in terms of 

harmonic progression. The second and fourth eight-bar phrases are a waltz with high 

similarity. The third eight-bar phrase can be seen as development with exact rhythm 

pattern but with a different melody. The overall rhythmic pattern is two-eighths 
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followed with five quarter notes in a two measure envelop. The melodic line in this 

rhythmic pattern is elaborated through the rest of the piece which gives us a swinging 

waltz. The phrase structure of this character piece can be summarized as follows: 

abcb' 

, where all the sections have eight-bar phrases. 

Character Piece No. 9: Prestissimo 

This character piece is the fastest piece of the whole cycle which has a running 

temper leading us somewhere uncertain. Through the cycle, one can see suspending 

ideas in the air without any destination. Its introduction in eight measures is in B-flat 

minor with a tonic prolongation of B-flat in the left hand, and the response is in D-

flat major. Overall piece has five eight-bar phrases. The third and last eight-bar 

phrases are very similar except for last three measures. The phrase structure of this 

character piece can be summarized as follows: 

abb'b''b' 

, where the section b'' have two repeating models of four-bar phrases. The b sections 

have four-voice texture. The bass line and alto line are continuing with parallel 

consecutive tenth motion. The ascending tenor line is imitated in the soprano line 

with one measure delay. The b section has the following harmonies in D-flat major 

tonality: 

I-ii7-I6-IV-IV6-V6-I-V4
3-I 

Character Piece No. 10: Vivo 

First sixteen measures in C major tonality are an introduction for the first melody in 

G major. The first eight-bar phrase is a reminiscence of the fourth piece with its 

rhythmic structure consisting of one dotted eighth note followed by one-sixteenth 

note and one-eighth note. This section is followed by a motif of two bars motif 

borrowed from the previous piece. Two bar motif (measures 9 and 10) is transposed 

down two times which results in a cadence in E minor. The staccatos in pianissimo 

dynamics in this passage are in opposition to the coming G major legato theme with 

fortissimo in dynamics. This theme is very similar to the theme in the sixth piece 

both harmonically and rhythmically. With measure 25, a waltz with arpeggio left-

hand accompaniment, and a singing soprano line in the right hand begins. The left 
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hand grows in amplitude in one measure and shrinks in the following measure which 

makes the bass part self-responsive in its two bar range as if two men are talking to 

each other. The piece is divided into five sections after measure 25. The phrase 

structure of this character piece can be summarized as follows: 

abcc'dd'ed''d'''fd'''' 

, where section a is an introduction of eight-bar phrase. 

 section b is a reminiscence of the previous piece in an eight-bar phrase. 

 sections c and c' are an eight-bar phrase with almost exact repetition of the 

theme in the sixth piece. 

 section d, d', d'', d''', d'''' are eight-bar phrase waltzes. 

 section e is an eight-bar phrase with a reminiscence of the first introduction at 

the beginning of the cycle. First four-bar model (measures 41 to 44) is modulated in 

the second four-bar model (measures 45 to 48). Harmonies of the first model in C 

major tonality are: 

ii6-V4
2 -I

6-V6
4 

All of the accentuated notes in the first beats are nonharmonic tones to the tonality 

and acts as long appoggiatura. They always resolve up in stepwise motion. The 

harmonies of the second model in C major are:  

N6-viiø4
3
 -i6-V6

4 

This time the nonharmonic tones in the first beats are not accentuated but similarly 

resolved up in stepwise motion. 

Section f is a reminiscence of the beginning of the eighth piece with its 

rhythmic structure. It does not serve to a modulation.  

The waltz in section d and its derivations are similar in melodic line but they are 

harmonically different. Given that, overall tonality of all waltzes is in C major the 

first waltz in d section explores the following tonalities: C major, diminished seventh 

of the third degree, dominant of the third degree. However, the second waltz in 

section d' explores in the following tonalities: second degree, sixth degree, fourth 

degree. These two different waltzes explored totally different harmonic progressions 

in eight-bar phrases. However, the third waltz in section d'' (second derivation) 
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explores similar tonalities like in the first waltz except for additional dominant 

harmony of the third degree. Moreover, the fourth waltz in section d''' (third 

derivation) explores third degree minor tonality. After a pause, the last waltz (fourth 

derivation) consisting of nine measures finishes the piece.  

Character Piece No. 11: Allegro 

This piece in D major has an introduction similar to Chopin's Polonaises. The third 

longest after the twelfth and eleventh piece and the only ornamental piece of the 

whole cycle except for single note ornaments in two measures of the following piece. 

The structure of this character piece is more complex than the previous pieces and 

can be summarized as follows: 

ABA' 

, with three measures of introduction. In section A there are polonaise motifs and 

rhythms used frequently. Section B starts with measure 33 and ends with measure 47. 

There are few differences between A and A' sections. One difference is the third 

measure from the beginning. In section A there is a descending stepwise motion. 

However, in section A' there is a descending arpeggio in diminished seventh 

harmony in measure 50. Another slight difference is in the left hand. Although there 

are exact harmonies in measures 21 and 57, left hand differs in the second beat in the 

second repetition. Section A begins with the fourth measure with a polonaise rhythm 

and continues with grace-notes. The two bar model in D major (measures 6 and 7) is 

transposed to G minor further in the same section in measures 18 and 19. In the same 

way, the two bar model in F-sharp minor (measures 10 and 11) is transposed to B-

flat major further in the same section in measures 20 and 21. The first model's 

harmonic progression is the following: 

vii4
2 – i64 - V  

However, the second model's harmonic progression is rather different: 

vii4
2/iii – i64 - V 

This character piece has a special phrase structure compared to the other pieces in the 

cycle. For the section A the complex phrase structure can be summarized as two bar 

phrase structures such as: 
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abacdefb'c'gabah 

, where all phrase structures consist of two bars. 

Leaving the polonaise ambiance behind, starting with measure 32, there is a piu lento 

passage which is section B. This is the most loose, the most legato and dreamy 

passage in the whole cycle. There are descending consecutive octaves with parallel 

motion in the right hand. However, the composer preferred to postpone the lower 

notes of the octaves by an eighth. The postponed lower note is syncopated and 

accentuated in weak beats. On the other hand, left hand also has a syncopated eight 

note after a sixteenth note. Accents on the left and right hand give us two accented 

notes with a time interval of the sixteenth. These accents in weak beats create a 

disorientation from the previous rhythmic polonaise structure. Furthermore, the 

imitation of this four-bar phrase comes again in measure 44. The phrase structure of 

this section B can be summarized as follows: 

aa'ba'' 

, where all sections are four-bar phrases. The section b is a totally new material 

which derivates from the polonaise rhythm with an exact resemblance to the measure 

four. The sections a and a' are very similar. The harmonic progression of the section 

a in G major tonality is the following: 

I –vii4
2/iii - ii

4
2 -V

6- vii6
5/vi – V/vi – V/ii - ii6-V4

2 - I
6 – I - V 

However, the harmonic progression of the section a' in the same tonality has a slight 

difference: 

I - vii4
2/iii   - ii

4
2  - V

6 vii6
5/vi – V/vi - ii6 - ii7 - V7 – iv6

4 - I 

The piece ends with the recapitulation of the first section with a slight difference. 

Character Piece No. 12: Finale 

The piece starts with the borrowed material from the traditional Grossvatertanz song 

in D major which has a triple time. Example 3.1 shows Grossvatertanz (Grandfather 

dance) which is a seventeenth-century German dance in polonaise style performed in 

wedding parties. It is a traditional folk tune in triple time. In National Library of 

Scotland's website, there is a scanned image of a printed music score which dates 

back to 1901.  
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Example 3.1 : Grossvatertanz, measures 1-8. 

 

The theme is in G major and its tempo marking is molto moderato. Schumann, 

however, uses the theme in D major with quarter notes instead of eighth notes. The 

overall result is that the interpretation is much faster than the original theme's tempo. 

Even though the composer did not put any metronome marking, this song's marking 

can be 132 for quarter note while the succeeding section, which is a borrowed 

materiel from the first piece, can be played with 120 metronome marking because of 

its piu lento tempo marking. 

Then, with measure 23, another borrowed material comes this time from the first 

piece of the cycle in the same tonality. With its second repetition starting with 

measure 32, left hand commences the same Grossvatertanz theme. However, this 

theme in the left hand is dropped out suddenly in measure 42 and continues its 

accompaniment like in the first piece of the cycle. With measure 47 a pedal note in D 

is held to the end of the measure 72. Within these twenty-five measures, echoes of 

the borrowed material from the first piece keep resonating each time getting shorter 

by one eighth note. As the right-hand melody vanishes, the left hand continues the 

dance mood with Grossvatertanz theme in decrescendo step by step. 
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3.2 Idiomatic Piano Technique 

Character Piece No. 1: Introduzione. Moderato 

Schumann was very imaginative when composing, so one has to focus on the 

imagery and appropriate scene before starting to play the piece. The importance of 

the rests in measure 4 and 6 are essential before presenting the dance starting in 

measure 7. Josef Lhevinne states in his book that if one has the feeling of the rests in 

his mind, he or she will bring it out in his/her playing (Lhevinne, 1972, p. 4). 

Furthermore, he states how to obtain that feeling by imagining another instrument 

other than piano, like oboe or horn (Lhevinne, 1972, p. 5). So the rest is as important 

as notes.  

One can attract an equal amount of attention by pausing rather than playing notes. It 

is absolutely necessary to play with fouth and fifth fingers consecutively to obtain 

legato in the first measure of the first dance. The forearm can help to play legato in 

this kind of passage. One way to facilitate the playing is to lean the upper body to 

one side while spreading the forearm. Forearm has to follow the wrist's horizontal 

movement. Starting with the fourth finger and with close contact with the keys is a 

good beginning to obtain dolce playing. As Josef Hofmann says in his book titled 

Piano Playing with Piano Questions Answered the pianist should attempt to keep his 

fingers in contact with the keys throughout the passage to control the legato touch 

(Hofmann, 1976). The left hand should give a dolce waltz tempo and an ambiance 

with a merely audible pianissimo touch. The usage of the pedal has to be at the 

beginning of  each measure. However, in measure 12, 13 and 14, the held note G in 

the left hand can be played by changing the finger one to five while the key is 

depressed. By using this strategy, there will be no need to keep the pedal depressed 

for three measures. 

Character Piece No. 2: Prestissimo 

The beginning octaves interchanging with both hands can be a challenge. Inclining 

the torso over the keys can facilitate to play this passage with the help of the body's 

natural weight. Natural hand movement without any wrist inclination which provides 

a fast leap movement is sufficient to obtain an accurate play. The problem here is to 

press the right key. A slow tempo study which helps the brain to memorize the exact 

location of each finger can be helpful to solve the problem. The two measures of 
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arpeggios can be played with a long sustaining pedal but as the dynamic is in 

fortissimo, too much resonance will occur, and this will lead to an unpleasant 

sonority. The following F minor passage can be played very loosely with dancing 

wrists to obtain the desired pianissimo dynamic and legato touch. 

Character Piece No. 3: Allegro 

This passage can be played with firm wrists and curved fingers in the left hand to 

obtain the brilliant forte marcato effect. The whole piece is played with marcato 

octaves and half pressed and swift changes in the pedal. The pedal change has to be 

on every note to obtain a clean marcato effect without a disordered sonority. 

Character Piece No. 4: Presto 

Except for sections b and b', the pedal has to be applied to the piece. However, the b 

and b' sections have to be played without pedal to give a proper staccato effect in the 

left hand. Although pedal facilitates the legato playing, octaves in the a and a' section 

can be difficult to handle. Using third, fourth and fifth fingers in the right hand for 

those who possess larger hands and using fourth and fifth fingers in the right hand for 

those whose hands are smaller can be a shortcut for legato playing. Loose wrists are 

essential to obtain legato and singing tone. For the left hand, like the first note in the 

piece which requires a jump after pressing the first note, a different approach may be 

helpful. That is to play with finger's fleshy part not the finger's extremity. Using 

fleshy part of the finger gives a beautiful tone. 

Character Piece No. 5: Andante 

The use of pedal is very important to keep this bass line singing. Josef Hofmann says 

on this subject that: 

 As a general rule I recommend pressing the lever or treadle down with a quick, definite, full 

motion and always immediately after - mark me, after – the striking of the keys, never 

simultaneously with the stroke of the fingers, as so many erroneously assume and do. To 

prevent a cacophonous mixture of tones we should consider that we must stop the old tone 

before we can give pedal to the new one, and that, in order to make the stopping of the past 

tone perfect, we must allow the damper to press upon the vibrating strings long enough to do 

its work. If, however, we tread down exactly with the finger-stroke we simply inhibit this 

stopping, because the damper in question is lifted again before it has had time to fall down. 

(Hofmann, 1976, pp. 41- 42) 
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One has to change the pedal as soon as the strike to the new note is finished. 

Furthermore one has to change the pedal after the mechanism of the new note is 

terminated. Due to the releasing of the dampers when pressing the pedal, the weight 

of the key is also changing. For this reason, pedal must interfere when the movement 

of the hammer is terminated. As the bass notes resonate for a long time, it is likely to 

follow bass line to change pedal to avoid any interruption and distortion of the 

melody. To keep legato in the measures 19 and 20 is a difficult task which again can 

be overcome by using the third, fourth and fifth fingers consecutively in the upper 

part of the octaves. 

Character Piece No. 6: Allegro vivace 

The first sforzando chords in diminished seventh harmony require rigid wrists and 

curved fingers. The theme starting with measure 7 has to be played with loose wrists 

to obtain pianissimo touch. 

 

Character Piece No. 7: Semplice 

The pedal usage and legato playing are essential features to focus in this piece. A 

singing soprano line in the right hand and accompanying left hand have to be as 

smooth as possible. The composing style is much similar to Chopin in this specific 

piece with its tonality in A-flat major. It recalls us Chopin étude Op. 25, No. II which 

is likewise in A-flat major with a soprano singing line in right hand. Both pieces 

have a singing fifth finger in the right hand, and an arpeggio left hand. A good touch 

and a rich tone are very important in this piece. Josef Lhevinne advises to cut out any 

action of the fingers except at the metacarpal joints which are the connection of the 

fingers to the hands (Lhevinne, 1972, p.12). Otherwise, if the smaller joints of the 

fingers are crooked or bent and if the fingers fall like a hammer, the produced sound 

will be without richness (Lhevinne, 1972, p.13). Furthermore bending smaller joints 

are an unnecessary effort and causes fatigue which will eventually affect finger touch 

afterwards. Also one has to hit the keys to the bottom to overcome a hesitant or 

unsure playing. One thing also is that if one hits the keys with larger surface of the 

fingertip, the sound produced is more ringing and singing. If the surface of the 

fingertip is small, the sound produced is more metallic. One has to place his arms 

over the keys without any nervous tension or stiffening. One always has to keep his 
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fingers on the surface of the keys without losing contact. If the distance between the 

surface of the keys and fingertip gets larger, the striking effect takes place which 

generates a hard sound rather than delicate sound. The first dotted quarter notes in 

the left hand are more emphasized than other sixteenth notes because of harmonic 

modulations. It is favorable to change the pedal at the beginning of  each measure. 

Character Piece No. 8: Allegro 

The beginning chords require firm wrists and curved fingers to obtain a brilliant 

fortissimo dynamic. Except for the staccatos like in the first measure, throughout the 

piece, the pedal should be employed in a way that the connection between the first 

and second quarters in the left hand has to be as fluid as possible. The harmony often 

changes with the third beat. 

Character Piece No. 9: Prestissimo 

The second part of the piece which has an overall staccato playing can be played 

with a different approach. Josef Lhevinne states that raising the wrist a little can be 

helpful to play staccato (Lhevinne, 1976). 

Character Piece No. 10: Vivo 

The pianissimo staccato chords starting with measure 9 have to be played with loose 

wrists and flatter fingers, otherwise it will sound too brilliant which will destroy the 

desired effect. When playing the waltz, it is preferable to turn the wrist to the 

direction of movement in the left hand. For example, turning the wrist clockwise 

while the notes are ascending and counterclockwise while the notes are descending 

would be helpful to obtain the accentuated note in the third beat. This hand 

movement facilitates the legato playing and appropriate touch in piano dynamic. 

Character Piece No. 11: Allegro 

All the ornamentations in this piece are acciaccaturas. According to Dannreuther, the 

piano music of Schumann was full of free use of the pedal. The grace-notes like 

acciaccaturas are anticipatory and produce a pedal effect. These acciaccaturas are 

always played before the beat whether it is consonant or dissonant. The pedal has to 

be pressed before playing the grace-note to give the desired effect. The B section is a 

place where the aim should be to show the best legato skill. The leaps in the left hand 

can be hard to overcome but can be avoided using the fleshy part of the fingertip.  
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Character Piece No. 12: Finale 

Josef Lhevinne states that Grossvatertanz passage should be played with pointed 

fingers and firm wrists to obtain a forte brilliant sonority (Lhevinne, 1972, p.20). 

3.3 Survey of the Interpretational History of Papillons 

Character Piece No. 1: Introduzione. Moderato 

 Richter plays the introduzione very slow regarding other pianists. François gradually 

does decrescendo and fades out in the end. On the other hand, Demus and Perahia do 

the inverse by starting with accentuated mezzo-forte and decreasing till pianissimo. 

Regarding the following section Kempff plays approximately 180 for a quarter note, 

but, composer's metronome marking is 120. Sofronitsky, who plays slower than 

Kempff, emphasizes the melodic bass line and prefers to accentuate the ending 

chords. Richter plays as 120 for a quarter note and more ritardando and freely. 

François, like Sofronitsky, emphasises the melodic bass line. The most tempo 

alteration by accelerando and ritardando is done by Cortot. Arrau gives a 

straightforward play with economical pedal usage and dynamic contrast. 

Character Piece No. 2: Prestissimo 

Arrau emphasizes the first sixteenth note by playing it detached and accentuated. 

Cortot plays this piece very fast, approximately in 140 metronome marking. Demus 

prefers to play with a little pedal to emphasize the sixteenth rest in the right hand. 

Richter plays in pianissimo dynamic the A-flat major section. 

Character Piece No. 3: Allegro 

Kempff plays this section detached, but, in 160 metronome marking. Almost all of 

the pianists play this section faster than it is written. Perahia and Arrau play very 

legato with little marcato which gives romantic atmosphere. Arrau again prefers an 

economical pedal usage with an effective ritardando. 

Character Piece No. 4: Presto 

Arrau plays slower than 108 for a dotted quarter note. Cortot and Demus prefer to 

reach the composer's tempo marking. Perahia prefers more pedaling and legato. 

François and Richter emphasize the melodic line in the right hand. Kempff prefers to 
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play staccato in some passages and adds a little embellishment in measure 31 in the 

right hand. 

Character Piece No. 5: Andante 

Arrau has a good balance of two melodic lines consisting of bass and soprano voice. 

Cortot, however, plays the right hand in the first plan. Demus plays the sforzando 

chords as they were written staccato at the beginning of the ninth, tenth and eleventh 

measures. However, there is not any staccato marking on the score. Perahia, on the 

other hand, accentuates that sforzando chords very much. The slowest tempo belongs 

to François who prefers to do more accelerando and ritardando than other pianists. 

Richter also gives a detailed emphasis to the dialogue between voices, especially in 

the middle section. Sofronitsky plays the b section like a polonaise by giving an 

accent to sixteenth notes in the first beats. Kempff is the faster interpreter among 

other pianists which gives an atmosphere far beyond a cantando. 

Character Piece No. 6: Allegro vivace 

All pianists play this piece faster than it is written. Although the composer's marking 

is 152, Cortot plays with a metronome mark 190 and prefers to arpeggiate the chord 

in the seventh measure. Perahia opens with a powerful A note in the bass in the first 

measures. However, he plays b section as detached compared to others. Richter plays 

the b section very slow, and pianissimo and in this way creates a dynamic contrast 

compared to section a. 

Character Piece No. 7: Semplice 

Arrau plays slower than the composer's metronome marking which is fifty-eight for a 

dotted quarter note. Cortot provides a very beautiful tone in soprano line in the right 

hand. Perahia is the slowest interpreter among others. François prefers to play the b 

section louder than the previous section. Richter and Sofronitsky play the sections b 

and b' very fast compared to others.  

Character Piece No. 8: Allegro 

All pianists prefer to play faster than composer's metronome marking of 132. Cortot 

plays this piece with a 190 metronome marking. Perahia provides a waltz rhythm 

with its accents on third beats. François retardates the third beats of the waltz section 

and creates a Strauss' s waltz ambiance. As opposed to others, Richter prefers to play 
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the dominant-seventh chord in the third beat of the measure 24 with a piano 

dynamic. Sofronitsky distracts the rhythmic structure when playing the arpeggio 

chords in the measures 17 and 18. 

Character Piece No. 9: Prestissimo 

Arrau plays with the composer's metronome marking of 112. Cortot plays faster than 

others the staccato eighth notes in section b. François and Richter prefer to give the 

desired accents in the right hand in section a with the collaboration of the composer's 

markings. Sofronitsky is the slowest interpreter among the others.  

Character Piece No. 10: Vivo 

Arrau plays with the exact tempo and provides a balanced waltz tempo without too 

much ritardando or accelerando. All other pianists play faster than Arrau. Cortot 

plays the waltz with a tempo of 180 without ritardando. Perahia plays the waltz 

section very softly. Richter gives too much energy in sections c and c' which sound 

beyond a fortissimo. François and Richter prefer too much ritardando coming to the 

end of the piece.  

Character Piece No. 11: Allegro 

All pianists choose the play the small grace-notes before the beat as expected. Arrau 

plays with the exact tempo marking. Cortot plays with metronome marking of 140 

instead of 112. Demus prefers rather a dry playing with very economicalal pedal 

usage. François provides more dynamic contrast between pianissimo passages and 

forte passages. François prefers too much ritenuto in measures 46 and 47. Richter, as 

opposed to others, plays with less dynamic contrast and less tempo modification. 

Character Piece No. 12: Finale 

All pianists refer to their interpretation of first piece's tempo marking to state that it 

is reminiscent. Arrau depicts clearly in his playing the conversation of the first 

piece's theme and Grossvatertanz. Cortot plays with 180 metronome marking which 

is very fast. He does very beautiful diminuendo with the beginning of the measure 

63. Demus plays with 160 metronome marking. François prefers to play last twenty 

measures very slow. The most powerful D in measure 47 is given by Richter which 

is followed by a diminuendo. Kempff plays the sixteenth notes very slowly in 

measure 89. 
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3.4 Tempo Comparison 

Figure 3.1 shows the tempo of the first character piece in the Papillons throughout 

the years beginning from the 1930s through 1990s. The first interpretation belongs to 

Alfred Cortot's 1935 studio recording. The last recording in 1991 belongs to Claudio 

Arrau. The first piece of the cycle is the most variable piece concerning tempo 

among the pianists. Richter, Arrau, Perahia, Cortot, Demus, Kempff, François, 

Sofronitsky play this piece in 1962, 1991, 1977, 1935, 1974, 1950, 1955, 1952 

respectively. Each of them plays with metronome marking of approximately 126, 

120, 132, 200, 132, 180, 166,  160 respectively. 

 

 

 

Figure 3.1 : Interpretation of the First Piece of Papillons Through the Years. 

Figure 3.2 shows the interpretation of the seventh character piece in the cycle. There 

is much more rubato in older recordings than today’s recordings. More change can 

be observed in the interpretations of slow pieces in comparison with faster pieces. 

For example, the first piece’s interpretation varies from 200 to 120 BPM for quarter 

note. But, the tempo of the ninth piece tempo remains more stable during the 

twentieth century. The highest tempo for the seventh piece is in the 1950s with 

Wilhelm Kempff, but, Cortot plays with more rubato and slow tempo. The order of 

the recordings is same as the first analysis. 
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Figure 3.2 : Interpretation of the Seventh Piece of Papillons Through the Years. 

 

Figure 3.3 shows the interpretation of the ninth piece of the cycle. Especially 

Sofronitsky does a lot of tempo alteration. However, others pianists prefer to play in 

stable tempo. The order of the recordings are same as the first analysis. 

 

 

Figure 3.3 : Interpretation of the Ninth Piece of Papillons Through the Years. 
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4.  CONCLUSION 

I tried to demonstrate in this profject how Robert Schumann's Op. 2 Papillons 

interpretations change from the beginning of the twentieth century until the end of 

the century. I tried to make a comparative performance analysis of Schumann’s 

Papillons, Op. 2 by analyzing several recordings which span approximately six 

decades in the twentieth century. In order to support my findings, I adopted a 

performance practice approach, which focused on a comparison of eighteenth-

century and nineteenth-century idiomatic piano technique. To that end, I explored the 

complicated relationship between notation and performance in the domains of 

accentuation, the notation of accents and dynamics, articulation and phrasing, tempo, 

tempo modification, ornaments, and finally the use of pedals. 

The reason for choosing tempo as the main comparative parameter is that other 

performing practice domains such as ornamentation, notation of dynamics and 

accents are related to the score and the composer’s stylistic idiom, whereas   tempo 

and tempo alteration are directly related to the performance itself and they can be 

traced clearly in the audio recordings. In addition to an overview of the comparative 

performance analysis, I included a detailed comparative study for the first, seventh 

and, ninth pieces of the cycle.  

Listening to the audio recordings and analyzing them through a performing practice 

approach present several challenges.  For example, it is difficult to notice the usage 

of pedal especially if the recording belongs to earlier decades. In that case, pedaling 

analysis has to be omitted. However, phrasing can be easier to notice in the 

recordings. In the case of ornaments, there is not much place to check due to the 

unornamental compositional style of Papillons. However, tempo modification is an 

excellent path to check different pianists in the case of Schumann. Schumann uses a 

lot of tempo alteration throughout his compositions, regardless of their brevity. 
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Moreover, recordings from early twentieth century differ from recent recordings in 

many respects. We have evidence in the early twentieth-century recordings that hints 

at how the nineteenth-century pianist played. According to Philip (2004), the 

availability of early recordings shows us how our modern styles and approaches have 

changed. It is impossible to expect from a performer to transport himself back to the 

thinking and practices of earlier centuries (Philip, 2004). Today's performer is 

heavily influenced by the taste of our own time. One can not isolate himself from his 

childhood and act as if he or she lived in the nineteenth century. Every word, every 

action, and every responsive thinking is forming our mind and attitudes. Our society 

influences us and every human being reacts according to that influence. These 

reactions form and develop our thinking styles, which consequently shape our 

performing style. Therefore, we can not live like Corelli or think like Bach. Every 

attempt to think back to that era will be a retrospective view rather than a sensual 

interaction.  

Furthermore, the expectations of the audience have changed. As we listen to older 

recordings in the 1930s, we hear more mistakes by pianists. According to Philip 

(2004), standards of accuracy, tuning, clarity and precision were generally lower than 

today. For example, in my analysis, I noticed that Kempff, unfortunately, has done a 

lot of mistakes in his recording. On the other hand, Arrau’s or Perahia’s recordings 

were much cleaner. Similarly, as we listen to historical recordings of the early 

twentieth century, such as Vladimir de Pachmann’s or Moriz Rosenthal’s recordings, 

we sometimes see a non-synchronisation of bass and melody notes. This was an old 

habit in the early interpretations and late nineteenth century. These very early 

recordings give us a clue to understanding late nineteenth-century performances. 

According to Philip (2004), there was a dislocation of the accompaniment so that it 

falls before or after the beat.  The modern expectation is the opposite of the early 

twentieth century. Today listeners and teachers expect that the chords be played 

together and in synchronisation with bass and melody notes. 

Mathilde Verne (1865 - 1936), Adelina de Lara (1872 - 1961) and Fanny Davies 

(1861 - 1934), who studied with Clara Schumann  are also excellent examples to 

understand stylistic trends of the time. According to Philip (2004), Clara Schumann, 

as a piano teacher, had a disciplined approach to the flexibility of tempo. She 

preferred every tempo to be played as it is written on the score. Even though 
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Mathilde Verne has no recordings, Fanny Davies and Adelina de Lara prefer to play 

the pieces in their recordings with a plain style and slightly loose coordination 

between two hands (Philip, 2004). Paderewski also had a loose coordination between 

his right and left hand. This fashion became unfavourable in succeeding years. 

The new trend of the twentieth century is an overall clean performance. Chords are 

played strictly together, the nature of rubato has changed and has become more 

regular, with a controlled acceleration of the tempo.  

As Artur Rubinstein points out in his autobiography,  musicians at the beginning of 

the twentieth century were mostly concerned with the character of the sound 

produced and the artistic value of the recording, which are all related to an “artistic” 

life of a musician. Music was a result of such artistic life and not the other way 

round. An artistic point of view and an individual approach to worldly matters were 

highly regarded as a symbol of an artistic life. However, today this may not 

necessariliy be the motto for all artists. The concept of an “artistic” life has become 

subservient to the need to become a flawless instrumentalist. Musicians today are 

represented in the arena only with their works and projects.  

With the change of the approach to piano playing in the twentieth century, pianists 

today tend to play more freely, slower and more accentuated, as exemplified in my 

comparative performance analysis of Schumann’s Papillons, Op. 2. Schumann’s 

piano cycles, with their deep connections with literature and poetry, are excellent 

examples for understanding early nineteenth-century piano music and its multi-

layered context.  
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