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The Search for the Ideal and the Will to the Form:
Three Sonatas for Violin and Piano
by Robert Schumann (1810 — 1856)

yet been touched by his great predecessors. There, we find an echo of the pro-

found processes of our spiritual life, doubts, despairs and aspirations towards
the ideal that overwhelm the heart of a modern man”. And this is what a contemporary
says: “What is Schumann for me? It is always interesting for me to observe what appears
suddenly - apart from conscious things, beyond the first row of the observed will, between
the lines, on the other side of sounds "(Natalia Troull).

Indeed, in the three sonatas for violin and piano created by Schumann in the last years
of his life, the images of spiritual confusion and impeccable harmony of formal construc-
tions make up an amazing synthesis. But what is behind this synthesis? Is it the search for
and establishment of new means of expression, which in general is characteristic of Schu-
mann’s late creations? Is it the conditionality of chamber instrumental ensemble, the genre
Schumann tumned to for the first time as late as in 18427 Yes, but not only that.

In the 1840s and early 1850s, along with the late piano and vocal opuses, Schu-
mann worked extensively on pieces in the genres that were new to him - those were
large-scale compositions for choir, soloists and orchestra, trios for piano, violin and cello,
quartets for different instrumental line-ups, and a piano quintet dedicated to Clara Schu-
mann. “My music wants to carry something completely different rather than mere har-
mony and pleasant entertainment, - it makes me happy and helps me strive for even
higher goals”; “I have carried many things to completion, and there is even more in the

According to Tchaikovsky, “Schumann’s music ... touches the strings that have not
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form of plans for the future ... and so we spin our thread on and on until we entangle
ourselves,” Schumann wrote to his colleagues at the end of the 1840s.

Schumann and his family settled in Dusseldorf in September 1850. There, he found
the long-awaited opportunity to conduct his own compositions; in 1850, the premiere
of Genoveva, his only opera, took place; the recognized master was a director of the
Lower Rhenish Music Festival held in May 1853... It should seem that things were going
extremely well. However, in his correspondence with friends, Schumann was increasingly
complaining about his lasting depressed moods, which, as he believed, were caused by
overwork. In his letter to Joseph Joachim of 28 February 1854, Albert Dietrich wrote
about “a severe bout of despair” and the bad state of Schumann’s nerves: “This has be-
come worse from day to day; he heard music continuously, sometimes it was of the most
beautiful description, but often agonisingly hideous. Later on phantom voices were added
to this, which, as he thought, cried terrible and beautiful things in his ear”. Schumann
attempted suicide. In early March, he was put in a psychiatric hospital in Endenich near
Bonn... “The mysterious spiritual processes”, as Tchaikovsky put it, and the will to the
form - to the form of normal human existence during Schumann’s last years - made up
an inconceivable unity, which was realized in three sonatas for violin and piano.

The Sonata No. 1 in A minor, op. 105 (1851) was written for Ferdinand David, a con-
certmaster of the Leipzig orchestra. Its thematic invention is marked with flexible
melodism. The persistence of the melancholic intonations of the first movement, as if
striving upward and at the same time wandering round in circles, creates an atmosphere
of anxiety; in the third movement, the intonations from the first movement will remind of
themselves again, but the euphoric aspiration of the musical tone of the finale is like an
inexorable flight of time that devours everything in its path. As it is the case with the other
two sonatas, the violin and piano parts here are dramaturgically equal. Owing to the im-
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itational nature of the theme, its cross-flowing from the violin to the piano and from the
piano to the violin, the musical impulse becomes a kind of symbol of the inevitable per-
petuum mobile chained within rigid shapes of the whole.

The Sonata No. 2 in D minor, op. 121 (1851), named by the composer the Grand
Sonata, differs from the First not only in scale, but also in even greater tragedy and in-
evitability of musical events, which is emphasized by frequent, sometimes unexpected
tonal modulations, shifts and dynamic contrasts. Perhaps this is the expression of “doubts,
despairs” the Russian romanticist spoke about. But it is surprising how Schumann weaves
the sound material into the outline of clear shapes, be it the sonata allegro of the first move-
ment or the variations of the second and the scherzo of the third (similar ones in terms of
intonation). The third movement (Leise, einfach - Quietly, simply) can be counted among
Schumann’s masterpieces. A songful and coherent islet of repose and quiet, indeed, after
the initial violin pizzicatos and piano non-legatos - such is the immutability of the com-
poser's will to the form, and also the foreshadowing of the “beautiful things” that the phan-
tom voices will cry in Schumann’s ear. In the final movement, Schumann’s special ensemble
mastery reminds of itself: here, the instrumental parts are indissoluble; they either merge
into thematic unions or pass the semantic initiative to each other, forming a monolithic
sound element.

The fate of the Sonata No. 3 in A minor, WoO 2 (1853) is somewhat unusual. It should
be reminded that in October 1853, the twenty-year-old Johannes Brahms paid a visit to
Schumann with a reference letter from Joseph Joachim. Schumann was fascinated by
the young composer’s artistic personality. In his last essay “New Paths” dedicated to
Brahms, he wrote about Brahms’s “entirely brilliant performance, that made the piano
into an orchestra of lamenting and jubilant voices” and foresees him as a pioneer of the
new era; later, already in the hospital in Endenich, he recalled in a letter to Clara about
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his impressions of Brahms's early piano opuses. It is not by chance that Schumann
wrote the so-called F-A-E Sonata for violin and piano dedicated to Joachim in collabo-
ration with Brahms and Dietrich. The initial letters of Joachim’s personal motto “Frei aber
einsam” (“free but lonely”) were the notes F-A-E that formed the basis of the sonata’s
thematic work. Two of the movements (Intermezzo and Finale) were written by Schumann,
the first movement by Albert Dietrich and the third (Scherzo) by Brahms. The manuscript
was given to Joachim, and Schumann started to write a new, his own version of the
sonata, adding the first and second movements to the two movements composed earlier.
This CD features this very version of the sonata.

According to Natalia Troull, “The first thing that comes to mind in connection with the
Third Sonata is the phrase from Ryunosuke Akutagawa’s novel The Life of a Stupid Man
written shortly before the author committed suicide: “He barely made it through each
day in the gloom, leaning as it were upon a chipped and narrow sword”. The other allusion
is musical and unexpected: Brahms. The Third Piano Sonata in F Minor. After all, the
second theme of the finale is actually cited by Schumann at the beginning of the slow
second movement of his Third Sonata. The entire Sonata at large feels like an attempt
to create a monumental work. Beethoven is behind, and what we have on the way out -
through the clumsy texture of the endless arpeggios, eight-sound chords and hard-
to-perform passages with double notes - are brilliant insights of a torn consciousness”.

Back to the nineteenth century. Schumann's physician Dr Franz Richartz wrote about
him in his memoirs: “As if anticipating the onset of hopeless darkness, he was in a hurry
to bring discipline to his spiritual economy, he was in a hurry to pass on to the subsequent
generations all the wonderful things that the genius had entrusted to him. ... Melancholy
that always accompanied him did not leave until that very moment when his vital thread
broke, just like the goddess that kept him, she held her hand on his brow, preventing a
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tragic metamorphosis”. Actually, the three sonatas for violin and piano created before
the very end of Schumann’s life, were sounding symbols of the search for the ideal and
the will to the form, despite the coming tragic metamorphosis, despite to the torn con-
sciousness of the German romanticist.

Vladimir Tchinaev
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MopbiB K uaeany u sBons K popme:
Tpu coHaTbl ANA CKPUNKU U PpopTennaHo
PoGepra Lllymana (1810 — 1856)

HE KOCHY/UCb ero BENKME NPEALIECTBEHHWUKN. B HE Mbl HAXOAMM OTFOIOCOK TexX

TaUHCTBEHHO [Y60KMX MPOLLECCOB HAlLEN AYXOBHOM KW3HM, TEX COMHEHWH, OT-
YastHWU# 1 NOPbLIBOB K WUAeainy, KoTopble 06ypeBatoT cepALe COBPEMEHHOO YEN0BEKa».
A BOT C10Ba Hallero CoBpeMeHHuKa: «41o ans mens Lyman? MHe Bcerga MHTEPECHO Ha-
6ntoaath, 4TO NPOSBISETCA BAPYr — MOMUMO 0CO3HAHHOTO, BHE MEPBOr0 PsiAa BbISBNEH-
HOM BO/IU, MEXY CTPOK, MO Ty CTOPOHY 3BYKOB» (HaTanba Tpynib).

[leficTBUTENIbHO, B TPEX COHATaX A CKPUNKM M GopTennaHo, co3aaHHbIx LymaHom
B NOC/EAHWE FObl WU3HW, IUKN JYXOBHOM CMATEHHOCTU U 6€3YKOPU3HEHHOI CTPOMHOCTH
(dopManbHbIX NOCTPOEHWI 06Pa3yIOT YAUBUTENbHBIM CUHTE3. HO YTO CTOMT 3@ 3TUM CHH-
Te30M? IMOMCK M yTBEPHAEHWE HOBBIX BbIPa3UTE/IbHbIX CPEACTB, Y4TO BOOOLLE CBOMCTBEHHO
MO3AHUM LYMaHOBCKMM TBOPEHUAM? O6YCNOBAEHHOCTb KAMEPHO-UHCTPYMEHTaIbHOMO
aHcamobns - xaHpa, K Kotopomy LLlymaH BnepBbie o6paliaetcs nuwb B 1842 roay? [a,
HO He TONBKO.

B 40-x - Hayane 50-x rogoB Hapaay ¢ No3aHUMKU GopTeENUaHHbIMU U BOKaIbHbIMU
onycamu LLlymaH MHoro pa6otaer Haj NPOM3BELEHUAMW B HOBBIX JJ1S1 HEMO XaHpax —
MaclWTabHbIMWU COYMHEHUAMM 1S XOpa, CONMCTOB M OPKECTPa, TPMO Ans dopTtenuaHo,
CKPWMKM U BUONOHYENM, KBAPTETAMM ANt Pa3HbIX MHCTPYMEHTa/IbHbIX COCTaBOB, dGopTe-
MUaHHLIM KBUHTETOM, NOCBALWEHHBIM Knape LymaH. «Mosi My3blKa XO4eT HECTU COBCEM
MHOE, YEM OAHO UL 6Naro3By4YMe 1 NPUATHOE Pas3BIEYEHNE, - 3TO MEHS padyeT 1 Mno-
MOraeT CTPeMUTLCS K elLé 601ee BLICOKUM Liensim»; «MHoroe s JOBEN 40 3aBEPLIEHNS,

" 0 Mblcan YarikoBcKoro, «My3bika LymaHa ... 3aTparMBaet CTpyHbl, KOTOPbIX eLé

9



ewweé 60/blue UMeeTcs B BUAE NIaHOB Ha Oyayllee... U TaK Mbl NPSAEM CBOIO HWUTb BCE
Janblle 1 Janblue, NoKyAa He onyTbiBaeM camux cebs.» - nucan Lyman B KoHue 40-x
CBOWM KoJneram.

C centa6ps 1850-ro LymaH ¢ cembeii xuBeT B [toccenbaopde. 3aechb oH 0bpetaet
JO/TOXAaHHYK0 BO3MOXHOCTb UPUKMPOBATb COOCTBEHHBIMU COYMHEHUAMM; B 1850-M
COCTOSNAch NMpemMbepa ero eAMHCTBEHHOW onepbl «[eHOBeBa»; NPU3HAHHBIA M3TP -
opraHusartop HWHepernHCKOro My3blKanbHOro (GectuBans, COCTOABLIErocS B Mae
1853-ro... Kasanocb 6bl, BCE CK1afblBaeTCa Ha pearocTb yaayHo. OfHaKo B nepenucke
¢ apy3bsimu LLlymaH BCE yallie CeTyeT Ha [UIUTENbHbIE JENPECCUBHbIE COCTOSIHMS, BbI3BaH-
Hble, KaK OH cyuTan, nepeyromnenrraMn. Anboept JuTpux B nucbMe K Mosedy Uoaxumy
ot 28 deBpans 1854 roga NUWET 0 «CUIbHOM NPUCTYNE OTYasHUS», O «MI0XOM, HEPBO3-
HOM cocTosiHuK LlymaHa. OHO yXyAwanochb € KawabiM HEM; OH 6eCnpepbiBHO Chblwan
My3blIKY, 4acTO NPeKpacHENLLYt, a YacTo U MyYUTENbHO-HENPUATHYIO; NOTOM K HeW [o-
6aBNSINCh ros10ca AyxoB, KOTOPbIE, KaK eMy Ka3anocb, FPOMKO HaroBapuBasv emy B Yl
y)acatowe 1 npeKkpacHenwme sewy». LLlymaH nbitaeTcsi NOKOHYUTb KU3Hb CamMOyoUn-
CTBOM. B Hayane mapTa OH NOMELLEH B KIMHUKY Ansi AyWEBHOOO0bHbIX B IHAEHMXE 6113
BoHHa. .. «TauHCTBEHHbIE AYXOBHbIE NPOLLECChI» (BCMOMHMM C/10Ba YaliKOBCKO0) v BOAS
K dopMme - K Gopme HOPMaNbHOIO YEN0BEYECKOTO CYLLECTBOBAHUSA B NOCNEAHWE rofbl
LllymaHa o6pa3oBanu HEMbICAKUMOE €AMHCTBO, BOMIOWEHHOE M B TPEX COHATax ANist
CKPUMKKM 1 HopTENUAHO.

lepBas coHata n1s MuHop, op. 105 (1851) HanucaHa Anst KOHLEepTMencTepa Newn-
Lurckoro opkectpa ®epauHaHaa [asvaa. Tematnam 34ecb OTMEYEH MMOKUM MENoamn3-
MOM. HeoTBA3HOCTb MENaHXOMYECKMX MHTOHALMI NEPBOM YaCTu, CIOBHO CTPEMSILLMXCS
B BbICW W B TO e BpeMs 6/yxaatolLmx N0 3aMKHYTOMY Kpyry, CO3AaloT atmocdepy Tpe-
BOIM; B TPETbEM YACTU MHTOHALMM M3 MEPBOM YaCTU BHOBb HAaMOMHST 0 ce6e, HO 3ipo-
puYecKas yCTPEMAEHHOCTb MY3blKalbHOr0 TOHYCa (GUHaNa - Kak HeymMonuMbli 6er
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BPEMEHM, CMETAIOLLMIA BCE HAa CBOEM NyTW. MapTK CKPUNKK U HopTENUaHO 3A€ECh, Kak,
BMPOYEM, W B IBYX IPYr1X COHaTax, jpamatypruieckv pasHonpasHbl. bnarogaps umura-
LLMOHHOCTW TEMaTU3Ma, ero NePeKPECTHBIX «NepeTekaHnsX» OT CKPUMKK K dopTenuaHo,
0T GOpPTENMAHO K CKPUMKE My3blKa/lbHbIV MOPbIB CTAHOBUTCS CBOEO6PA3HbIM CUMBOJIOM
HeoTBpatMMoro perpetuum mobile, 3aKOBaHHOIO B HECTKME GOPMbI LLENOrO.

Brtopas coHata pe muHop, op. 121 (1851), Ha3BaHHas aBTOPOM «bonbluas CoHata»,
ommyaetcs ot NepBoi He TONbKO MacWwTaboMm, HO ewwe 641blMM TparuamoMm 1 HeoTBpa-
TUMOCTbIO MY3bIKaJIbHbIX COObITUI, YTO NOAYEPKHYTO YaCTbIMKM, NOPOI HEOXUAAHHBIMM TO-
HaNbHbIMKU MOAYNALMAMM, CABUraMU, AMHAMUYECKUMU KOHTpacTamu. HaBepHoe, 310 U1
€CTb BbIPaKEHNE «COMHEHWI, OT4YasHMIA», O KOTOPbIX FOBOPM PYCCKMIA pOMaHTUK. Ho yau-
BUTESIbHO, KaK LLlymaH Bnnetaer 3ByKOBOM MaTepuan B KaHBy YETKUX Gopm, Byap TO CO-
HaTHOE annerpo NepBoM YacTu, AW Bap1aLMm BTOPOW M CKEPLO TPETbEN YacTel (KCTatu,
MHTOHALMOHHO CX0XMKX). TpeTblo YacTb (leise, einfach; TMX0, NPOCTO) MOXHO MPUYNCAUTL
K WyMaHOBCKWUM WweaeBpaM. OCTPOBOK OTJOXHOBEHWS, AEMCTBUTENBHO, TULWHLI OT
HayabHbIX CKPUMUYHBIX pizzicato M dopTenuaHHbIX non-legato K pacneBHOCTU U
CBfI3HOCTU - TaKOBA HEMPENOKHOCTb aBTOPCKOW BOAU K GOPME, HO U NPEABECTUE «Mpe-
KpaCHeMLWen My3blKi», KOTOPYtO OyayT Hanesats LLlymaHy ayxu. B duHanbHOM Yacti BHOBb
HanoMM1HaeT 0 cebe 0c060e LyMaHOBCKOE aHCamMb1eBOE MAcTePCTBO: UHCTPYMEHTab-
Hble NapTUK 34eCb HEPACTOPXMMbI, OHU TO C/IMBAKOTCS B TEMATUYECKMX YHUCOHAX, TO ne-
PEefatoT Apyr Apyry CMbICIOBYHO MHULMATUBY, 06pa3yst MOHONUTHYIO 3BYKOBYIO CTUXMIO.

Cynbb6a TpeTben coHatbl 18 MuHOp, WoO 2 (1853) HecKobKo HeobblyHa. Hago Ha-
MOMHMUTb, YTO B OKTAGPEe 1853 roga no pekomeHaatenbHomy nucbMy Moseda Moaxnma
LLlymaHy HaHOCHT CBOVA nepBbli BU3UT 20-neTHuii MoraHHec bpamc. LLlymaH 6bin BoCXu-
WEH ero apTMCTMYECKUM 06MKOM. B mocnegHem acce «HoBble myTi», NOCBAWEHHOM
bpamcy, oH nuwer 0 6pamMCOBCKON «COBEPLIEHHO FeHUaNbHOW Urpe, MpeBpallaBLle
(bopTennaHo B OPKECTP M3 Kan0bHO CTOHYLLMX U TPOMKO JIMKYIOLLWX FON0COB», NPOBUANUT
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B HEM NMEPBOOTKPbLIBATENS HOBOM 3MOXM; NO3KE, YIKE HAXOAACh B KIWMHWUKE B HAEHMXE,
OH BCMOMMHAET B NUCbME K Knape 0 CBOMX BeYamieHUsX 0T paHHWUX GOpPTENUaHHBIX OMny-
coB bpamca. He cnyyaiiHo, 4To MMeHHO B coaBTopcTse ¢ bpamcom v [utpuxom LLiymaH
MULLET TaK Ha3biBaeMyto «CoHaty F-A-E» ans ckpunku 1 dopTtenmaHo, NocBsAWwEHHy0 Moa-
XuMmy. HayanbHble GYKBbI M3BECTHOTO AeBu3a Moaxuma “Frei aber einsam” («CB060AEH,
HO OAWHOK») COCTaBAS/IN Ha3BaHWe HOT Ga-Nsi-Mu1, KOTOpbIE W JIENIN B OCHOBY TeMaTu-
4ecKov paboTbl CoHaTbl. [lBe yactn (MHTepmewo u ®uHan) 6bian HanucaHbl LymaHom,
nepsas Yactb - Anbbeptom utpuxom, Tpetba (CkepLo) - bpamcom. Pykonuck 6bina no-
AapeHa Moaxumy. v LLlymaH nuwweT HoBYtO - aBTOPCKYO BEPCUIO COHaTbl, J06aBUB NEPBYHO
1 BTOPYIO YaCTW K paHee COYMHEHHbIM ABYM yYacTaM. Ha Hawem AuCKe NpeacTaBneHa
MMEHHO 3Ta BEPCHS COHaTbI.

o cnoBam Hatanbu Tpyaib, «[lepBas accoumaums B cBS3u ¢ TpeTben COHATon -
¢dpa3a 13 aBrobMorpadryecKoi HoBewlbl POHOCK3 AKyTaraBbl «}KW3Hb MAMOTa», HaNW-
CaHHOM He3afonro 4o camoybuiictea nucatens: «OH NPOBOANN XU3Hb CBOKO B BEYHBIX
cymepkax. C/I0BHO onupasick Ha TOHKMIA MeY CO CIOMaHHbIM JIe3BrUeM». BTopasi, My3bl-
KanbHas - HeoxuaaHHas ann3us: bpamc. TpeTbs dopTenuaHHas coHata da MUHOP.
Beab BTOpas Tema GpuHana npaktmyeckun uutmpyercs LlymaHom B Hauane MeaneHHoM,
BTOPO¥ YacTv ero TpeTbel coHatbl. OLylieH1e BCel COHaTbl B LIeJI0M — MOMbITKA CO34aHus
MOHYMEHTa/IbHOro Npon3BeaeHus. [103aan bETXOBEH, a Ha BbIXOAE — CKBO3b HEYKIIOKYIO
(haKTypy 6€CKOHEYHbIX apnefi¥un0, BOCbMU3BYYHbIX aKKOPAO0B W TPYAHOUCMOIHUMBIX Nac-
caei ABOMHbIMM HOTaMK — FeHUabHble 03apPEHUst Pa30PBAHHOMO CO3HAHMS».

Ho BepHéMmcs B XIX Bek. Bpau LymaHa @. Puxapl, nucan 0 HEM B CBOMX BOCMOMM-
HaHusx: «CNOBHO NMpeavyBCTBYSA HacTyrieHne 6eCnpoCBETHOrO MpaKa, OH ChewWwwn Ha-
BECTU MOPSAOK B CBOEM [AYXOBHOM X03AWCTBE, CMewwn nepefatb MOCAEAYHLUM
MOKONEHMAM BCE TO MPEKPACHOE, YTO A0BEPUI eMy reHui. ... MenaHxonus, BCeraa co-
NPOBOXAAaBLLAA €ro, He 0CTaBIfAa 0 TOr0 CAMOr0 MrHOBEHUS, KOTAa XU3HEHHAA HUTb
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€ro npepBasach, - CIOBHO XpaHMBLLAsA ero 60rvHs, 0Ha Aepana CBOI PYKy Ha ero yene,
npejoTBpalLas Tparuyeckyto metamopdosy». CoO6CTBEHHO, TPU COHATbI A1S CKPUNKK U
boprennaHo, coszaHHble Ha U3éTe ¥u3Hu LLiymaHa, 1 sBUAUCH 3ByYaLL MU CUMBOIAMU
nopbIBa K uaeany 1 Boau K Gopme, BOMPEKU rpsayLLen Tpardeckor metamopdose, BO-
NPeKn pa3sopBaHHOMY CO3HAHUIO HEMELIKOTO POMaHTHKa.
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PoﬁepT |.|])'MaH (1910 _ 1856) %“33?52528 3ByKOpexunccep: Muxann Cnacckui )

Bce COHaTbl 1A CKPUMKM M dOpTentaHo T 74.36 WHKeHepbl: AHTOH HUKoneHKo ((21-[71), Anekceit MewaHoB ([&]-[11)
[JusaiH: Makeum KomnaHeel,

MNepeBoa: HuKkonaw KysHeuoB

Conarta N2 1 ana cKpuMnKu u ¢poprennaHo aa MUHOP, op. 105
A P g P, 0P WcnonHutenbHbI npogtocep: EBreHwnit NnatoHoB

1. Mit leidenschaftlichem Ausdruck 8.17
2. Allegretto 397
3. Lebhaft 5.14
Conarta N2 2 ans cKpunKu u poprenMaHo pe MUHOp, op. 121
1. Ziemlich langsam - Lebhaft 14.37
2. Sehr lebhaft 4.19
6] 3. Leise, einfach 6.13
4. Bewegt 9.31
Conarta N2 3 ansa cKpunku u ¢poprennaHo na muHop, WoO 2 %
1. Ziemlich langsam - Lebhaft 8.04
[e] 2.Scherzo 3.09
3. Intermezzo 3.29
4. Finale 7.25

Anexcei JlyHAMH, CKpUMKa
Hartanbs Tpynnb, Gpoprennaro

3anucaHo B bonblom 3ane MoCKOBCKOW rocyAapCTBEHHON KOHCEPBATOPUM

nm. M.1. anHOBCKOFO, 25 H0ﬂ6pﬂ (')v 26 H09I6pﬂ (')v © & ® 2019 MocKoBcKasi rocyapcTBeHHast koHcepsaTopust um. .1, YaikoBcKoro
31 aBrycra ([8]-[11]), 2018 roga Bce npaBa 3alluLeHbl
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