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CHAPTER I 

INTRODUCTION 

The Life of Tchaikovsky 

The Russian composer , Peter Ilich Tchaikovsky , was born May 7 , 

1840 , at Kamsko-Votkinsk, where his father was inspector of the govern

ment mines . 1 His unmusical family did not recognize his musical gift . 

An amateur music mistress gave him his first piano instruction when he 

was about seven years old , but his first governess , Fanny Durbach , dis

couraqed his piano practice in favor of encouraginq his early attempts at 

literature . 

In 1850 his fa mily moved to St. Petersburg where he studied 

piano with Filipov . At the age of ten he entered the preparatory classes 

for the School of Jurisprudence . He joined the choral class under 

Lomakin and c ontinued his piano lessons under .Kundinger, but neither of 

these musicians suspected Tchaikovsky ' s musical genius. In 1859 he 

passed from the school i nto the Ministry of Justice as a first-class 

clerk. 

Music was the highest pleasure of his frivolous existence as a 

youth. He improvised at the piano at evening parties and composed 

waltzes and mazurkas which he did not bother to put on paper . 

1Biographical material from Rosa Newmarch , "Tchaikovsky , P . I.," 
Grove ' s Dictionary of Music and Musicians , ed . Eric Blom. 5th ed . 
(New York: St. Martin ' s Press , Inc., 1954). Vol. VIII , pp . 327-338 . 
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Tchaikovsky began studying music theory wit h Nicholas Zaremba 

at the newly opened classes of the Russian Mus ical Society in 1861. 

The cla sses developed into the St . Petersburg Conservatory, and 

Tcha ikovsky ' s interest in his studies was so absorbing that in 1863 he 

decided to give up hi s profession to face an uncertain existence as a 

musician. Anton Rubinstein , direct or of the Conservatory, offered him 

some private teaching to supplement the meager assistance Tchaikovsky ' s 

father could provide. 

At the Conservatory Tchaikovsky studied harmony , strict counter

point , and the church modes with Zaremba , and composition and instru

mentation with Rubinstein . He admired Rubinstein greatly e ven though 

Rubinstein ' s coolness to him as a composer resulted in harsh criticism 

and unkindness. Rubinstein and Zaremba stimulated Tchaikovsky to 

abandon his dilettantism and strive to become a good musician . He 

received his diploma from the Conservatory in 1865. 

Nicholas Rubinstein organized the Moscow Conservatory early in 

1866 and offered young Tc haikovsky a post as harmony professor . In 

Moscow Tchaikovsky enjoyed the companionship of such older and more 

experienced musicians as Kashkin , Albrecht, and Klindworth. He also 

met the young publisher, P . I. Jurgenson, who later became the chief 

publishe r of his works . Nicholas Rubinstein was the conductor of the 

concerts of the Rus sian Musical Society in Moscow and introduced 

Tchaikovsky • s compositions. 

The composition of three major works in addition to his teaching 

during the first two years in Moscow led to a ne rvous disorder which was 

to recur throughout the rest of his life . Wlth a desire for a more quiet 

life Tchaikovsky began long summer v isits with his married sister, 
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Alexandra Davidov , at a large family estate at Xamenka , near Kiev . 

Many of his early compositions were written in that peaceful atmosphere . 

During a visit to St. Petersburg at Easter, 1868 , Tchaikovsky was 

introduced to the nationalist group of young musicians. Though his 

choice of musical subjects was influenced temporarily by Balakirev , 

Rimsky-Korsakov, and Stassov , he was never completely in sympathy 

with the group . 

The same year Tchaikovsky became infatuated with a Belgian 

singer , D(sire'e Art~t. In December he consulted his father about marry

ing her, but she disappointed him by marrying a Spanish baritone in 

Warsaw in January , 1869 . 

The next few years saw much activity for Tchaikovsky. He con

tinued his daily teaching at the Conservatory , composed one important 

work after another, and was music critic of the Russky Viedomosty from 

1872 to 1876 . In the winter of 1876 he suffered from depression and was 

threatened with a collapse. 

Two event s in 1877 had great influence on his career . One was 

his unfortunate marriage to Antonina lvanovna Milyukov, a woman he did 

not love at all . A few weeks after the marriage Tchaikovsky tried to 

commit suicide by Jumping into the Moscow River in the hopes of con

tracting pneumonia . Shortly thereafter he had a nervous breakdown a nd 

the couple was divorced. This "emotional crisis • . . left an impression 

on his mind that could not help but be reflected in many of his larger 

works of his later years. "1 

At about the same time that Tchaikovsky met his wife a friendship 

1ruchard Anthony Leonard , A History of Russian Music (New York: 
The Macmillan Company , 1957) , p. 182 . 
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grew between the composer and Nadezhda FUaretovna von Meck , a 

wealthy widow who greatly admired his works . She had heard of his 

poverty and his nervousness and depression from one of his students , 

whom she had hired as a domestic musician . At first she offered small 

commissions. Finally she tactfully persuaded Tchaikovsky to accept a 

yearly allowance which permitted him to give his full time to composition. 

Though they never met personally, they remained close friends through 

c orres pondence for over thirteen years until she suddenly discontinued 

the allowance and t he correspondence . In 1878 Tchaikovsky resigned 

his position at the Conservatory. 

With his new freedom Tchaikovsky left Moscow much more often , 

spending the summers in the country and going abroad almost every year . 

His popularity as a composer had increased by 1880 . He already had 

established a reputation in Russia; now his music was received well in 

Paris , Berlin, London, and New York. Upon the death of Nicholas Rubin

stein in 188 1, Tchaikovsky wa s offered the directorship of the Moscow 

Conservatory but declined . 

By 1885 Tchaikovsky had conquered his former dislike of publicity 

and began a ccepting invitations to conduct his own compositions . At the 

end of 1887 the c omposer left Russia for a three months ' tour in Western 

Europe. At Leipzig he became acquainted with Brahms , Grieg , Delius , 

and Busoni . An int srnational concert tour was made every year thereafter . 

He conducted six concerts of his own works in the United States in 189 1. 

Tchaikovsky ' s sixth Symphony ("Pathetic"), which he considered 

to be his greatest work , was performed for the first time in St . Petersburg 

on October 28 , 189 3 . The promise of an even more brilliant future as a 

c omposer shown by the sixth Symphony was not to be fulfilled. On 
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November 2 he drank a glass of unboiled water, and on November 6 he 

died from cholera . 

Tcha ikovsky and His Music 

Although Tchaikovsky proba.bly does not belong with the great in 

music, he cannot be dismissed lightly. 1 He is a commanding figure 

a mong the composers of the nineteenth century and one of the greatest 

masters in the history of Russian music. 2 Evans calls Tchaikovsky an 

inspired composer but admits that his works present great inequalities . 3 

In reviewing his career in Grove ' s Dictionary of Music and 

Musicians , Rosa Newmarch finds an "absence of salient landmarks and 

clearly defined points of fresh departure"; it is impossible to divide his 

works into periods. His life moved in "spiral c onvolutions " and his musi

cal progress seemed to be based on impulse rather than on intellectual 

conviction. In regard t o his place in music history , she says: 

When we c ome to estimate his place in the history of music , we 
cannot forget that a more logical continuity of development , 
closer concent ration, more searching self-criticism, more ruth
less elimination of all that is merely fac ile and sentimental 
have always been the characteristics of s upreme genius. 4 

A Russian ha s said , "If we discount the unsuccessful attempts of 

musical snobs to belittle the importance of Tchaikovsky ' s music , •. • 

we wUI find t hat it has won a permanent place in the musical life of the 

entire world as an art istic phenomenon of classical perfection and of 

1Paul Henry Lang, Music in We stern Civilization (New York: 
W . W. Norton and Company , 194 1). p . 950 . 

2Leonard , p . 197 . 

3Edwin Evans, Tchaikovsky (New York: Avon Book Division, the 
Hearst Corporation , 1960). p . 149 . 

4Vol. VIII , p . 338 . 



6 

permanent value . " l 

While hi s nationalist contemporaries in Russia (Balakirev , 

Borodin , Moussorgsky , Rimsky-Korsakov , and Cui) spurned the musical 

heritage of Western Europe , Tchaikovsky wa s truly cosmopolitan . From 

childhood he admired Mozart and the Italian school which had i nfluenced 

serious Russian music since the end of the seventeenth century; his 

tra ining under Anton Rubinstein was in the German tradition . Yet traces 

of Russia appear in his music . Stravinsky has said t hat Tchaikovsky 

drew from t he "true, popular sources of our race" unconsciously. 2 

In his di scussion of Russian music , Lang states: "This Russian 

mus ic • . . recalls the wars of certain Oriental nations which fight their 

national battles with arms made in European factories , and Tchaikovsky 

reminds us of one of those Oriental captains who study European tactics 

throughout their lives • "3 

Shostakovich remarks that even though Tchaikovsky frequently 

used foreign subject s for his compositions, they are still as national in 

s pirit and character as the rest of his work . 4 

Tchaikovsky has been criticized for the highly emotional and 

sentimental qualitie s of his music . Mason attributes his persistent use 

of minor keys , monotonous rhythm , and c onstant use of climax to his 

emotional instability , 5 Leonard maintains that Tchaikovsky ' s abnormal 

shyness and neuroticism repressed his emotional energy; music was his 

lAcademic ian Bori s Assafyev (Igor Glebov) , "The Great Russian 
Composer, " Russian Symphony: Thoughts about Tchaikovsky (New York: 
Philosophical Library , Inc ., 194 7) , p . 7 . 

20uotedinLeonard, p . 19 7 . 3p . 944 . 

4Dmitri Shostakovich , "Thoughts about Tchaikovsky , " Russian 
Symphony: Thoughts about Tchaikovsky . p . 4 . 

Soavid Gregory Mason , From Grieg to Brahms (New York: the 
Macmillan Company , 1921) , pp . 166-168 . 
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only outlet .1 At the conclusion of his chapter on Tchaikovsky , the same 

writer says, "It is beside the point to wish that Tchaikovsky had been 

less sentimental for he composed in a sentimental age , while we now 

listen in one which is increasingly hostile t o sentiment in art. u2 

Assafyev does not agree with the majority of the critics. He 

asserts that Tchaikovsky ' s lyrici s m comes from a special insight into the 

spiritual life of the men and women of his time and that there is "nothing 

of passionate abandon or emotional anarchy in Tchaikovsky 's music . .,3 

In Music in the Romantic Era Alfred Einstein states that Tchaikov

sky seldo m succeeded in a mastery of form because he was led by melo

dramatic and sentimental programs. "He intensified everything to the 

extreme , which is a general sign of Romanticism . " His extreme exhibi

tion of feeling i s a mark of the last phase of Romantic ism . 4 

The Piano Music of the Romantic Period 

The Romantic period i s generally regarded as tantamount to the 

nineteenth century . Subjectivity , emotionalism , individualism , and 

nationalism were characteristics of the romantic point of view in litera

ture, the arts , and philosophy. Romanticists were interested in the 

supernatural, the ancient , and the mystic . 

Personal feeling, emotionalism, and sentimentality are qualities 

found in nineteenth-century music . Harmonic complexity increased, new 

sonorities in piano music were discovered, and new instruments were 

added to the orchestra . "Harmony and c olor were the principal means 

whereby the nineteenth-century composers sought to express in music the 

1p . 184 . 2p . 198 . 

4 (NewYork: W . W. Norton and Company , 1947) , p . 316, 
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Romantic ideal of remoteness , ardor, and boundless longing." 1 Songs 

and operas of the time have romantic subjects; program music is more 

important than in any other period of music history . Instrumental muslc , 

especially for the piano and for the orchestra, was expanded. Great 

length in symphony and opera contrast with small forms in piano and song 

literature . The virtuoso composer-performer in piano and violin was a 

characteristic of the century . 

Kathleen Dale calls the nineteenth century the "golden age of 

piano music . "2 The piano had become the recognized keyboard instru

ment for the home as well as the concert hall. Short piano pieces with 

descriptive titles were characteristic of the period . The waltz , the 

mazurka, and the polonaise were the popular stylized dances. Free forms 

such as romances, fantasies , nocturnes , ballades, and novelettes came 

into being . Etudes based on specific aspects of technique were glorified 

for concert performance. 

Sonatas , variations , rondos, fugues, and fantasies were among 

the larger forms for piano . The main outlines of sonatas and variations 

followed classical principles but were romantic in conception or structur

al details . The romantic composers altered the rondo , fugue , and fantasy 

until they were almost unrecognizable in structure or style in some 

cases , 3 

Compositions of medium length such as impromptus, novelettes, 

ballades , rhapsodies . and those with more specific titles , such as 

1Donald Jay Grout, A History of Western Music (New York: W.W . 
Norton and Company, 1960), p. 500. 

2Nineteenth Century Piano Music (London: Oxford University 
Press , 1954), p . 5 . 

3Ibid ., p . 123. 
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"Berceuse," "Barcarolle , " and "Humoresque" were first composed in the 

nineteenth century . Combinations of characteristics of several forms 

were sometimes used. The titles had very little precise connotations. 

Pieces with the same title even by the same composer often are strikingly 

different .1 

A preference for the miniature is a peculiarity of the Romantic era . 

Short pieces of music had flourished a long time before , but Beethoven 

marked a beginning with his twenty-five Bagatelles . Beethoven's 

example was followed by the Romantics. 2 

The miniature forms are described by Kathleen Dale in Nineteenth-

Century Piano Music: 

The whole collection of this small scale music is distinguished 
by great diversity in the type of the individual pieces , or sets of 
pieces . Notwithstanding their tiny size , they exemplify nearly 
every kind of musical form and texture current during the century. 
They range from the strictly classical to the unrestrainedly 
romantic. In point of expressive style they display the same 
tendenc ies as do the large-scale compositions of the same 
period, They are either abstract, descriptive, impressionistic, 
or even improvisatory , but the great majority are symmetrical in 
design however fantastic they may be in mood. They blend 
classical balance with romantic feeling in their own inimitable 
way, and a lthough they can be arranged into groups according t o 
their nomenclature, the strong family likeness that exists be
tween them makes any rigid classification impossible. A 
Moment musical by Schubert does not differ fundamentally in 
character from an Intermezzo by Brahms or a Romance by 
Schumann: neither does an "Album Leaf" by Tchaikovsky from a 
Bagatelle by Beethoven , a Prelude by Chopin , or a "Poetic tone
pict ure" by Grieg. 3 

The characteristics and musical forms of the Romantic era were 

firmly established when Tchaikovsky composed during the latter part of 

the period. "There is little of the profound preoccupation with the prob

lems of romanticis m of Chopin or Schumann in Grieg or Tchaikovsky; they 

may be distinguished composers in their own right , but romanticism was 

1Ibid ., p . 149, 2Einstein , p , 70 . 3p . 210 . 
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no longer an ideal to them, only an artistic m/uer . "1 

The Piano Music of Tchaikovsky 

Many of Tchaikovsky ' s compositions for orchestra are well-known, 

but his works embrace various other media such as operas, ballets, 

choral music, songs, chamber music, concertos, and piano works . Most 

of his attention wa s given to operas , symphonies , symphonic poems , and 

ballets. Many of his smaller works were composed on commission or 

upon other external suggestion. 

In a letter to Mme. von Meck dated July 6, 1878 , in which he 

describes his method of composing , Tchaikovsky discusses his attitude 

toward composing small pieces . He found the instrumentation of a large 

work from a sketch pleasant and enjoyable. "The same does not apply to 

the bare sketch of a work for pianoforte or voice, or little pieces in gen

eral, which are sometimes very tiresome." 2 

Academician Assafyez of Russia declares that the power of Tchai

kovsky ' s music lies in the fact that the appeal and effect of his music in 

all fields a re the same. He goes so far as to say that any of the pieces 

from The Seasons , a set of twelve piano pieces , are "just as striking and 

titanic in scope as the First Piano Concerto. •3 

Most other writers agree that on the whole Tchaikovsky ' s compo

sitions in the smaller forms are not of the same quality as his larger 

works. However, they do concede that there are some fine compositions 

lLang, p. 746 . 

2Modeste Tchaikovsky , The Life and Letters of Peter Ilich 
Tchaikovsky . trans. and ed. by Rosa Newmarch (New York: Dodd , Mead 
and Company , 1905), pp . 309-310 . 

3p . 6 . 
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among them. "His lesser works of unequal merit ••. have all, more or 

less , a fasc ination of their own ... 1 

Tchaikovsky was not a master pianist , a fact which is evidenced 

by his shorter piano works . "The smaller forms were unsuited to his in

spiration , and his knowledge of the piano idiom was inadequate to the 

grateful expression of his ideas. "2 Evans states that most of his piano 

pieces seem to want orchestrating because he tried to obtain a variety of 

color the piano cannot produce. For this reason it is not surprising that 

his piano works are not in the repertory of the virtuosos as his orchestral 

works are in the symphonic repertory. 3 In a caustic criticism A. E. F. 

Dickinson concludes that a revival of Tchaikovsky ' s piano music is not 

justified. 4 

The purpose of this study is not to defend Tchaikovsky ' s solo 

piano music but to report the formal and stylistic features of the composi

tions and to evaluate them as to pedagogical possibilities, the relative 

degree of technical difficulty , and general technical problems involved in 

performance. It is hoped that the study will be valuable in obtaining a 

survey of Tchaikovsky's piano music and that piano teachers and per

formers may find useful material previously unknown to them. 

Besides the famous Concerto No. 1 in B-flat minor , Tchaikovsky ' s 

music for piano includes two other concertos, a concert fantasy for piano 

and orchestra, a trio, piano duets, pieces for violin and piano , arrange-

1Edward Dannreuther, The Romantic Period . Vol. VI of The Oxford 
Hi story of Music (Oxford: Clarendon Press , 1905), p . 329. 

2Afbert E. Wier, The Piano: Its History I Makers. Players . and 
Music (London: Longmans , Green, and Co ., 1940), p . 162. 

3p . 141 . 

4The Music of Tchaikovsky, ed . by Gerald Abraham (New York: 
W . W. Norton and Company, 1946) , p . 122. 
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ments of his orchestra works, and compositions for solo piano . This 

study is concerned only with his music for solo piano. There are over 

one hundred compositions in this category, only two of which are written 

in sonata form. The other piano works consist of small pieces occuring 

in collections or as individual compositions. 

Following is a list of the solo piano music of Tchaikovsky com

piled from the list of compositions in The Music of Tchaikovsky, l 

Opus No. 

None 
None 
None 
None 

l 
2 
4 
5 
7 
8 
9 

10 
19 
21 
37 
37a 
39 
40 
None 

51 
None 
59 
None 
None 
None 

72 
None 
80 

Title 

Valse (18 54) 
Piece (on the theme "By the River, by the Bridge") (1 862) 
Fragment of an allegro in C minor (1 863-64) 
Theme a d Variations in A minor (1863- 64) 
Scherzo la Russe and Impromptu in E-flat minor (1 867) 
Souvenir de Hapsal (Nos. 1 and 3 , 1867; No. 2, 1865) 
Valse-Caprice in D (1 868) 
Romance in F minor (1 868) 
Valse-Scherzo in A (1 870) 
Capriccio in G flat (1 870) 
Reverie, Salon Polka and Salon Mazurka (1870) 
Nocturne and Humoresque (1871) 
Six Pieces (1873) 
Six Pieces on a Single Theme (1 873) 
Sonata in G (1878) 
TheSeasons (twelve pieces) (18 76) 
Album for the Young (twenty-four easy pieces) (1878) 
Twelve Pieces (of moderate difficulty) (1876-1878) 
March , The Russian Volunteer Fleet (published pseudony-

mously as the work of "P. I. Sinopov") (1878) 
Six Pieces (1882) 
Impromptu-Caprtccio (1885) 
Dumka (1886) 
Valse-Scherzo, No . 2 (1889) 
Impromptu in A flat (1 889) 
Military March (for the 98th Yurevsky Infantry Regiment) 

(1893) 
Eighteen Pieces (1893) 
Me mento lirico , completed by Taniev 
Sonata in C-sharp minor (1865) (posthumous) 

Since the complete solo piano works of Tchaikovsky are not pub

lished in this country , most of the works have been imported. Several 

1pp. 245-246. 
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volumes were imported from the Soviet Union . These inc lude Opus 80 , 

Sonata in C -sharp minor , and Se lected Piano Work s, Vols. I , II , Ill, V, 

VII , and VIII. Publications by C . F. Peters , Leipzig , Germany , include 

Au sgewahlte Klavierwerke , Vols. I , II, and Ill , and Opus 37a , Die 

Jahreszeiten (the Seasons). Opus 37 , Sonata in G major, is published by 

D . Rahter, London, England . G. Schirmer, Inc., New York, published 

Opus 39 , Album for the Young . and the Tchaikovsky volume of Edwin 

Hughes ' Master Series for the Young , which includes selections from 

Opus 39 and Opus 40 . 

Several of the compos itions are not included in any of the editions 

available to the writer. None of the compositions in the above list prior 

to Opus 1 were available. "Impromptu , " Opus l , No . 2 , was published 

by mistake and is not included. The manuscript book in which Tchaikov

sky wrote Opus 1, No . l also contained the "Impromptu , " and the pub

lisher was not i nformed that it was not to be published . 1 Neither of the 

military marches wa s available. Missing from the above publications are 

Opus 40 , Nos . 1, 3 , 4 , 5, 7 , 8 , 11 , and 12, and Opus 51, Nos . 1 and 3. 

The Momento lirico c ompleted by S . I. Taniev is not included in the study. 

1Evans , 1. 142 . 



CHAPTER II 

ANALYSES OF THE SOLO PIANO WORKS OF TCHAIKOVSKY 

Introduction 

The analyses of the solo piano works of Tchaikovsky are div ided 

into two groups, the sonatas and the works in short forms. Following an 

introductory paragraph for each sonata or opus , the tempo indication , 

form diagram, and description of each movement or piece is given. Tech

nioal problems are discussed in the last paragraph of the description . 

Tables instead of form diagrams are employed in reporting analyses of 

"Theme and Variations, " Opus 19, No. 6, "Fugue, " Opus 21, No . 2 , and 

Album for the Young. Opus 39. 

Equal space has not been given to all compositions in the descrip

tive paragraphs. Characteristics vary from composition to composition, 

and analytical detail will likewise vary . Many of the works are domi

nated by repetitive rhythmic units , hence the abundance of rhythm 

examples . 

The form diagrams conta in four lines . The first line indicates the 

major sections of the work; the second shows themes or divisions. Fig

ures under the horizontal line indicate measure numbers where passages 

begin. The last number is the final measure of the piece . Keys are indi

cated on the bottom line. Capital letters indicate major; small letters 

indicate minor . Dotted lines after a key name signify that the passage 

begins in the key but does not remain in it . 

14 
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The time signature is the first figure to the left on the horizontal 

line. Changes in time signature are indicated in the appropriate place. 

Double vertical lines denote double bar lines in the score; single 

vertical lines are inserted by the writer to indicate major divisions . 

Length i s a factor in an arbitrary distinction between a coda and 

an extension . Blocks of materia l from specific sections present in codas 

are shown in the diagram . 

In the diagrams of sonata forms "I" and "II" signify first and 

second groups of themes , "trans ." is an abbreviation for "transition," 

and "C . T . " i s an abbreviation for "closing theme." 

Capital and s mall letters used as nouns in the text stand for sec

tions or passages as shown in the diagrams. Key names are followed by 

the words "major" and "minor ." 

The Sonatas 

Opus 80 , Sonata in C-sharp minor 

The posthumous Sonata in C-sharp minor was composed in 1865, 

the yeaf"Tchaikovsky left the St . Petersburg Conservatory . "The post

humous sonata has moments of beauty , but is really not usable in its pre

sent form. Tchaikovsky knew it was not good and left it unpublished , but 

he used its scherzo, or rather, adapted it , to one of his symphonies. "l 

The Sonata i s in four movements . 

I. Allegro con fuoco 

\c 
Exposition 
I trans. II 

69 
E 

Development 
C .T. 
131 

I II I 
145 175 
E •• • •. Di ..•• 

1Albert Lockwood, Notes on the Literature of the Piano (Ann Arbor: 
University of Michigan Press, 1940), p . 199. 
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Recapitulation Coda 
I I trans . II 

219 263 284 
c* c# 

1344 380 
ob ... ci 

The first movement follows first-movement or sonata form as 

described by Tovey . 1 A repeated-chord introductory passage begins the 

movement . The first theme has an essentially diatonic melody with 

broken-chord accompaniment . A portion of the theme is used in the tran

sition to the second group . The main theme of the second group rises 

from the second scale degree to the upper third and back over a pedal 

point. A four-note ascending figure and triplet accompaniment character

ize the closing theme. In the development a sequential passage dealing 

with material from the second group is repeated a half-step higher. 

Tchaikovsky restate s a second sequential passage based on the first 

group a whole step lower. The development section ends in G- sharp 

major . The recapitulation is essentially the same as the exposition 

except for the transposition of the second group to the tonic major and the 

necessary change in the transition passage . Motives from the introduc

tion are used in the coda . 

Wide intervals and awkward skips make the movement difficult. 

The main problems are the broken-chord accompaniment in the first theme , 

rapid octaves, maintaining the pedal point in the second group, and two

against-three rhythm in the closing theme. 

II . Andante 

3 
4 

A 

l 
A 

B A' Coda 

b ls4 1~1 ~1 106 II 
E A ••• ci .. A 

1Donald Francis Tovey , The Forms of Music (New York: Meridian 
Books , Inc . , 1959), p . 214. 
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The single-note melody in Section A of the Andante is accompanied 

by chords on the second and third beats. A dotted-note motive in block 

chords dominates Section B. In A' the melody is first in the left hand and 

then in the right with a dotted triplet figure as accompaniment . Sextu

plets accompany the final statement of the A theme in the coda. 

Chords with wide intervals, wide skips in the triplet and sextu

plet accompa niment figures , and bringing out the melody are the principal 

technical problems in the second movement. 

Ill. Scherzo and Trio ~llegro vivo) 

I~ 
A (Scherzo) B (Trio) 
a b a' ll•a p 
1 45 71 ' 119 ' 1~5 
ci E ••• ci A • • , •• C 

A' 
a' Ila 156196 
A •• , . ,c# 

b 
224 
E 

a ' 
250 
ci 

Coda 

I 210 lie 300 320 II 

The Scherzo is characterized by piano four-part chords in the 

rhythm ( ,~/ m ) contrasted by forte passages in the same rhythm. 

Aa consists of two eight-measure periods and their repetition. The same 

material ts used in Ab, but the phrase structure is not so symmetrical and 

the tonality is unstable, An extension of Aa ' ends the Scherzo . The Trio 

i s binaryl in that the first clause ends away from the tonic, first on the 

dominant and on the dominant of C-sharp after the repeat . Thematically 

the Trio is in three parts with a contrasting middle section. A bridge pas

sage in the characteristic rhythm of the Scherzo leads to the repetition of 

measures 17-94 of the Scherzo , The coda contains elements of both the 

Scherzo and the Trio and prepares for the fourth movement by changing 

meter and by ending on the dominant. 

Octaves with wide leaps , rapid sixteenth notes, extensive double 

1Ibid .. p . 208. 
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notes, and broken octaves are the main technical problems. 

IV. Allegro vivo - tranguillo ma energico 

Exposition 
I O I trans . II 

1 32 51 
ci E •. . . . . E 

Recapitulation 

C .T . 
107 
E 

Development 
11 n 
130 162 
E • •• .Eb .... 

.-oda 
I I trans. n 
2io 261 2~0 

C .T. I 
410 II 

C E ...... .D 

The third encl fourth movements are connected by the repetition of 

G-sharp with a lower octave grace note. The fourth movement is in 

~ form and is similar in key structure to the first movement. 

Arpeggios in the right hand with octaves and chords in contrary motion in 

the left hand distinguish the first group . The transition passage is char

acterized by broken chords and an arpeggio on the n7 of E minor. Except 

for the closing theme the second group (tranguillo ma energico) is chordal 

and primarily in half notes . A fragmer.t of the first group and sextuplets 

spaced over the measure are contained in the closing theme. The first 

part of the development section begins with the repeated G-sharp motive, 

moves through several keys with the arpeggios and chord theme, and 

cadences in A-flat major. The passage beginning at measure 162 is in the 

slow rhythm of the second group but is contrapuntal in texture . The re

capitulation restates the exposition with the second group transposed to 

D-flat major . In the coda the Neapolitan sixth introduces a fragment of 

the second theme in E-flat maj or and in E major. The rest of the coda is 

derived from the first theme, beginning in F major and pointing up C-flat 

major . A perfect cadence in full chords ends the Sonata. 

The fourth movement is the most difficult of the entire work. The 
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rapid arpeggios in the first group and in the development section are often 

awkward. Chords in the second group are impossible to play without 

rolling them. The contrapuntal passage in the development requires skill , 

and a reserve of power is necessary for the last part of the coda . 

Opus 37 , Sonata in G major 

The Sonata in G major , Opus 37, was composed in 1878 and dedi

cated to Charles Klindworth , a German pianist , conductor, and teacher at 

the Moscow Conservatory. Nicholas Rubinstein performed it for the first 

time in public in Moscow on November 2 , 1879 , l Lockwood calls the 

work "a long work of magnificent proportions, fine ideas, and great vari

ety , " "the last great sonata of the romantic period, " and "a symphony for 

piano . "2 Dale d oes not write in such glowing terms. She states that it 

made no important contribution to sonata literature and is not convincing 

enough to be in the recitallst ' s repertory. 3 The Sonata is in four move

ments. 

I. Moderato e rtsoluto 

Exposition 
I~ Ia b a 

l 18 41 
G g G 

trans. Ila 
58 69 
G ...... e 

Recapitulation 
\ lb a ' t rans. Ila 

184 207 218 232 
g G e .. .... . g 

b a ' 
79 90 
G •• .e 

a ' 
242 
g 

C .T. 
96 102 
G C 

Development 
I Ia Ila Ia 

111 139 153 
C • •• • b •••• b ••• 

Coda 
C.T. I 
248 254 267 301 II 
ab Eb, .. G 

The first movement follows sonata form with an internal three-part 

form in both the first and second groups. Fortissimo block chords in a 

dotted rhythm open the movement . Ia is chordal with the left hand in a 

l Evans, p . 142 . 2p . 198. 3p . 95 . 



20 

descending pattern. lb provides contrast with a melody characterized by 

an octave leap and the initial dotted rhythm figure , accompanied by 

broken chords in triplets . The transition theme retains some rhythmic 

elements of the first group. The second group, piano and dolce, has a 

lighter texture and emphasizes the sixth scale degree. Traces of lb 

appear in Ilb. Triplets accompany Ila • and continue in the closing theme , 

which is derived from Ilb. The modulatory development section is largely 

chordal and powerful, with the short passage based on the second group 

furni shing the only respite. The recapitulation omits the first sixteen 

measures of the exposition and the middle part of the second group. The 

coda is based primarily on the first theme, with the last twelve measures 

over a tonic pedal point. 

In discussing the Sonata in G major, Dale states: "The piano 

writing, with its heavily chordal passages and awkward left-hand parts, 

makes such severe demands on the player ' s technique that the work is be

yond the reach of the average pianist." 1 This statement is especially 

true of the first movement. The development section is particularly 

demanding. 

II. Andante non t roppo quasi moderato - Moderato con animazione 

A B A' C A" B' A'" 

I~ 1 II~ 17 II~ 28 II~ 51 !~ 90 II~ 108 II~ 122 15211 
e e e c ...... e e e 

The rondo2 theme of the second movement is a molto legato 

melody characterized by the repetition of the fifth scale degree over a de

scending bass line . Each recurrence is varied in texture and accompani-

2Tovey, p , 192 . 
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ment. The style of the first contrasting section is more detached . 

Dotted sixteenth and thirty-second notes characterize the cadences. The 

middle section ( Moderato con animazione) has an opening leap of a fifth 

and a C major tonic pedal point until the modulation to the rondo theme. 

The final statement of the theme retains the dotted rhythm from B' in the 

accompaniment. A fragment of the middle section appears in a pianissimo 

extension beginning in measure 141. 

Technical problems include chords with wide intervals, complex 

rhythm, and wide leaps in the middle section. The last statement of the 

main theme has a fortissimo chordal passage . 

III. Scherzo (l\llegro qiocoso) 

6 
16 

A 
a b a • 
1 17 43 
G b ••. G 

b 
83 
g 

A 

~~3 II ~35 
Eb •••• G 

b a 
151 177 
b ... . G 

Coda 

I 193 21711 
G 

Sixteenth notes persist throughout the Scherzo , even at cadences . 

Both Section A and Section B have an internal t hree-part form. The first 

section has a characteristic accented second beat , and Ab is contrasting 

more in tonality than in style. An anacrusis to the fourth beat opens each 

phrase in Section B. Its middle part is also contrasting in key rather 

than in thematic material or style . The staccato coda contains material 

from Section A in a diminuendo from forte to pianissimo. 

The Scherzo, with its wide skips and rapid tempo, is difficult to 

play lightly. Suspensions and tied notes hamper clear voice leading in 

some passages, especially when leaps are involved. 
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IV. Finale (Allegro vivace) 

A B A C A B' A' Coda 

I~ 133 1101 I !69 
b a ' 

1239 1271 1367 1395 484 11 1 170 201 
G e ••• G g ... . Eb G b . . •. G G 

The Finale is in rondo form . The rondo theme is repeated literally 

with every return except the last (A '). It opens with syncopated block 

chords in contrary motion and continues with the hands alternating a six

teenth-note pattern . Section B begins with staccato chords first with an 

E minor pedal point and then wit h a G ma jor pedal point. A legato theme 

in E minor begins over a dominant pedal point and continues in a four- part 

texture. The expressive melody i n Ca is in octaves over tonic and domi

nant harmony. The same melody with a triplet accompaniment is used in 

Cb . Ca ' has the melody in octaves and retains the triplet rhythm from Cb 

in the accompaniment. Section B' is essentially the same as Section B 

except for the change of key . The coda grows from Section A' and ends 

with the theme from Section C over a tonic pedal point. 

Although it is not as diffic ult as the opening movement , the 

Finale contains some troublesome passages with wide leaps and sudden 

dynamic changes . Octaves , extended chordal passages , and passages 

requiring wrist staccato present additional technical problems. 

The Short Forms 

Opus 1, No . 1, "Scherzo 'a la russe" 

The "Scherzo 'a la russe" is based on an Ukranian folk song 

Tchaikovsky had used in a discarded string quartet Allegro in B flat . 1 

The piece , originally called "Caprice , " was first played by Nicholas 

1Dickinson, p . 115 . 
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Rubinstein (to whom the work was dedicated) on April 12, 1867 , at a 

session of the Russian Musical Society .1 

Opus 1, No. 1, "Scherzo a la russe" 
Allegro moderato 

A B 
2 
4 

a b a ' II ~ 
10 II ~ 102 
tb •• •.• • 9 

Coda 

11 200 266 11 
g • •• •• bb 

The folk song tune which dominates Section A has the character

istic rhythm ( ~ l:J I n ffl I J) ) . Aa is contrapuntal ln texture' Ab re-.. . .. 
ta ins fra9ments of the original theme, and Aa' is vigorous with both 

hands playing full chords. Section B is quiet , chordal and confined to a 

narrower range than Section A. A canonic paasa9e in thirds in the char

acteristic dotted rhythm of the first theme leads to an almost literal re

statement of Section A. The quasi adagio contrapuntal passage in B-flat 

minor acts as a quiet interlude before the brilliant coda (~), which 

contains rhythmic and melodic charaoterist101 of Section A. 

Fugal texture in the first section, pauage work with wide inter

vals, and awkward skips in rapid tempo make the composition difficult to 

perform effectively. 

Opus 2. Souvenir de Hapsal 

The Souvenir de Hapsal is composed of the three pieces , "Ruines 

d'un Ch~teau, • "Scherzo," and "Chant sans paroles." The first and 

third of the compositions were written during the summer of 1867 when 

Tchaikovsky visited his sister at Hapsal, Finland. The "Scherzo" i s a 

revision of a piece he had composed as a student . 2 The "Chant sans 

1Weinstook , p. 51. 2tvans, p. 142. 
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paroles " became an immensely popular salon piece and made the com

poser internationally known before any of his more important works were 

heard outside of Moscow and St . Petersburg , l 

Opus 2, No , 1, "Ruines d 'un Ch~teau" 
Adagio mi sterioso - Allegro molto 

I~ 
A 
a 
l 
e 

b 
15 

B 
a 
41 
C 

b 
57 
B 

a II~ 71 
C 

A' 
a II 

89 
e 

114 II 

A st riking feature of the first section of "Ruines d ' un c ifateau" is 

the use of open fifths on the tonic and dominant in t he left hand accom

paniment in every measure except at cadences . The narrow range of the 

melody, confined to outlining tonic and dominant, the exact repetition of 

each six-measure phrase , and the monotonous accompaniment create the 

effect of a dark atmosphere one might expect to find in castle ruins . The 

contrasting middle section in C major (Allegro molto) has a t riadic 

melody reminiscent of horn call s. Imitation at the sixth distinguishes 

the brief return of the fi rst t heme. 

"Ruines d 'un Ch~teau" is not difficult , but a good reach is re

quired. The middle section offers an opportunity to develop the tech

nique of playing rapid repeated note s . 

Opus 2, No . 2 , "Scherzo" 
Allegro v ivo 

A B A Coda 

I~ a b C a ' 
104 I ~12 

b C 
1~2 0 

b C a ' 
l324 368 11 l 16 40 69 152 176 235 26 7 287 355 

F C .. F F f Ab f Ab F C ... F F ob F 

1Weinstock , p . 52 . 
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A sixteenth-note upbeat figure is characteristic of Section A of 

the "Scherzo. " Four-part chords in a dotted rhythm typify Aa; broken 

octaves and chromatic thirds are features of Ab; and a left-hand melody 

occurs in Ac. The middle section provides contra st not only in key but 

in its more lyrical , stepwise melody. In Ba the melody is in octaves in 

the right hand , accompanied by left hand arpeggios; in Bb it is in the 

left hand , accompanied by a scale-wise pattern. The first 104 measures 

of the piece are restated literally. The coda contains fragments of the 

melodic material from Section B and the opening upbeat figure . 

The "Scherzo" can be played by an average pianist with a good 

octave s pan. Accompaniment arpeggios and scale passages in the middle 

section present some difficulty . 

Opus 2, No . 3 , "Chant sans pa roles" 
Allegretto grazioso e cantabile 

A B 

I! I 117 
F g 

A' C A" 

26 I 2s I 36 Isa 6911 
B F d •• • F 

An upbeat figure of four sixteenth notes preceded by a g race note 

recurs in "Chant sans paroles . " The figure appears on the third beat in 

the main theme of the rondo-like structure. The melody moves diaton

ica lly over a chordal accompaniment. In Section B a modification of the 

sixteenth-note figure on the first beat is imitated in sixths on the second 

beat. Relief from the sixteenth-note figure is gained in Section C by a 

completely new melodic idea on the dominant of D minor. A return to the 

opening theme disintegrates a fter two measures into a coda-like closing 

in which the initial melodic material is stated in the left hand over a 

tonic pedal point. 

Tenths in the chordal acco mpaniment are the chief technical 
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problem in "Chant sans paroles . " Opportunity for experience in playing 

imitation is given in the contrasting sections . 

Opus 4 , "Valse-Caprice" 

"Valse-Caprice," Opus 4 , was composed in October , 1868 . 

Opus 4 , "Valse-Caprice" 
A tempo rubato non troppo mos so - Tranguillo 

I~ 
A 
a 
l 
D g c ••• D f 

b a ' 
143 173 
Ab ,. , f 

A' 
b ' Ila 
189 232 
Ab • .•• D 

b ' 
240 
g 

Coda 

270 1314 468 11 
c .... Bb ... D 

The capricious nature of "Valse-Caprice" lies in the restless 

rhythm, the unstable tonality , and the rubato indication of Section A. 

Characte ristic rhythmic patterns are (,,l"J { ) ) , (D ) t;) )') , and their 
~ l '-" v't v"r 

variations. An abundance of seventh and ninth c hord implications and 

non-harmonic tones create tonal instability . Ab contains some eighth

note runs with a typical waltz accompaniment . The passage beginning at 

measure 5 7 is similar in style to the first part of the composition . A 

lyrical melody with broken-chord accompaniment characterizes the con

t ra sting section (Tranguillo) , The melody is d is tinguished by an anacru

s i s and grace-note pattern. Repeated notes on the sub-mediant dominate 

Bb . Except for the omission of the first eighteen mea sures, Section A' i s 

a literal restatement of Aa and Ab . The coda is longer than either A or B 

and contains materia l from both sections. The initial theme is stated 

vigorously in the original key . the theme from Ba appears in block chords 

in G- she.rp minor , and the Bb theme in E ma jor i s played con delicatezza 

in the treble . Beginning at measure 394 a ~ section composed of 

descending repeated chords , rising seventh-chord arpeggios , and bril-
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Hant octaves, brings the composition to the final cadence. 

The main technical problem in playing "Valse-Caprice" is the 

presence of wide leaps in .the left hand throughout the piece. Scale and 

octave passages in Ab and Ba ' are awkward. The coda contains wide 

skips in both hands , fortissimo chordal passages, rapid arpeggios , and 

difficult octave passages . 

Opus 5 , "Romance• 

"Romance" in F minor , composed in 1868 and dedicated to 
/ / /\ 

Desiree Artot, belongs to "the representative pieces to be found in every 

Tchaikovsky album . n l 

Opus 5, "Romance" 
Andante cantabile - Allegro energico 

b 
44 52 
bb •• f f Ab f. • . . D 

b 
97 103 
bb .• f 

1os II 

The Andante cantabile theme (Section A) has been called "weak 

Chopin diluted" by A. E. F. Dickinson.2 Grace notes on the fourth beat 

and the melodic minor characterize the melody . The accompaniment has 

a distinctive rhythmic pattern ( n ) }J) ) which "lends the whole piece 

t he character of a dance rather than of a song . " 3 Another rhythmic 

pattern ( frJ )1 ) persists throughout Section B. It is used in the modu

lation to D-flat major and continues as accompaniment to a melody with 

a martia l quality in Ba. In Bb both hands take the rhythmic figure in 

fortiss imo chords with broken octaves in the sixteenth notes . A melody 

based on the F minor scale and punctuated by rolled chords sets the mood 

1Evans , p. 143 . 2p. 116. 3Dale, p. 230 . 
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for the return of the first theme. The restatement of the first section is 

modified with imitation . A portion of both themes from Section B is given 

at the conclusion. The final pianissimo cadence is reminiscent of the 

transition between Sections Band A' . 

A series of full chords in eighth notes with wide skips in Section 

Band imitation i n Section A' are the chief technical problems in this 

piece . The accompaniment in Section A contains wide leaps , but the 

slow tempo prevents them from being difficult . 

Opus 7 , "Valse-Scherzo" 

"Valse-Scherzo, " Opus 7 , was completed in February, 1870 , and 

dedicated to Tchaikovsky ' s sister, Alexandra Davidov . 

Opus 7 , "Valse-Scherzo" 
Tempo giusto 

A B 

I¾ ~ li 22'.l \~3 ~~ 1~1 
A c d A F 

A' 
b C a ' ,a b 
101 11 7 133165 177 187 
a C F ••• • A c# d 

Coda 
a " 
215 1237 305 \I 
A. •• .a 

Two melodic ideas, one a running scale-like figure and t he other 

a disjunct figure with the distinctive rhythmic pattern ( /"J i m>, are ..___, 
stated over a typical waltz accompaniment in Aa . The pass age in C-

sharp minor utilizes the second melodic element . A broken octave pat

tern on the fifth and sixth degree s over repeated chords characterizes Ab . 

The middle section is contrasting not only in key but in its four- part 

chordal style . The melody is confined to a narrow range with a predomi

nance of dotted half notes. Except at modulations a different two

measure ostinato bass occurs in Ba , Bb, and Be . A series of five-tone 

scales forms the transition to Section A' . The German sixth prepares the 

coda , which contains elements from Ab in a twenty-measure crescendo, 
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followed by a portion of Ba in its original form and key. The broken

octave motive from Ab with morendo indicated ends the composition in the 

tonic minor. 

This composition has points in common with other salon waltzes 

of the Romantic period. Its main difficulties are scale passages and 

wide skips in the accompaniment. 

Opus 8, "Caprtccio" 

"Capriccio, " completed about the same time as "Valse-Scherzo," 

Opus 7, was dedicated to Charles KUndworth. 

Opus 8 , "Capriccio" 
Allegro giusto - Andante 

A B 

I~ 1 II 40 
G9 g 

48 56 
eb • • o 

C 

1~·61 
B' 

10 :11 11 00 a9 llfsl 
d c ... Bb d 

A' 

106 114 II G1i3 
A •••• ob 

150 II 

A capricious character is given to Tchaikovsky's "Capriccio" by 

a persistent rhythmic pattern ( 7 m ,FJJ ,A,p ) and the indication of 

sforzando on the weak beats. Section A is primarily in a four-part tex

ture; a brief interlude in B-flat minor has a lyrical melody over the 

accompaniment pattern ( 7 ;=l '7 fL 'r Jl ) . Section B contains both rhyth

mic elements cited for Section A. An eighth-note melody is marked by 

accents o n the second half of the beat in the first eight measures of the 

section. The passage beginning in B-flat major has a legato melody 

which gives way to the characteristic rhythmic pattern of the "Capriccio" 

in full chords. The lyric theme of Section C (Andante) is accompanied by 

rolled chords. In measures 80-89 a variation of the first ten measures of 

the section is extended for a t ransition to Section B'. B' is an exact 

transposition of B with a modulation to G-flat major added . The brilliant , 
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fortissimo return of the first theme is in full chords and octaves. After 

the fourth measure the original melody is abandoned for sequential 

chordal patterns and descending scale patterns. The German sixth is re

solved to the tonic six times at the final cadence . 

"Capriccio" provides an opportunity for practice in playing music 

with accents on weak beats . Bringing out the melody in the second part 

of Sect ion C and playing the massive chords in Section A' with steady 

power are the main problems in performance . 

Opus 9 , Three Pieces 

The three short pieces in Opus 9 , "Reverie , " "Polka de Salon , " 

and "Mazurka de Salon , " were composed in 1870 . They bear no relation

ship in content to each other, although the last two are stylized dances . 

Opus 9, No . 1, "Reverie" 
Andante capriccioso - Poco meno mosso 

A' Coda 

I~ ~l l97 I 121 1sa II 
D e ••• ft A •• • D D •• • .D 

The melody of Section A is characterized by an upbeat figure with a 

dotted rhythm ( ,. t.; m I ; ) . The accompaniment has the rhythmic 

pattern ( ffl M ) 'r ) • A pedal point of tonic open fifths in the 

a ccompaniment and irregular phrase structure are additional features of 

the section. The passage in E minor begins with the transposition of the 

initial four measures of the composition and modulates to the next sec

tion over a descending bass . The espressivo melodies of Ba and Bb are 

unified by a similar opening motive beginning with two repeated notes. 

The motive and its variations are used in Bb for a modulation to t he re

turn of A. After twenty-four measures of literal restatement of A, the 
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coda builds toward a bravura passage of double-note triplets and the 

dominant-seventh arpeggio . Fragments of ab appear before a pianissimo 

presentation of the opening melodic idea over a tonic pedal point. 

Keeping the characteristic rhythm from becoming monotonous and 

making the melody clear are the chief tasks in playing this piece. Sec

tion B has a left hand melody with rapid scale accompaniment and com

plex rhythm • 

Opus 9, No. 2, "Polka de Salon" 
Allegro moderato 

A B A' Coda 

I~ a b a 11 :4 b a ll;o b a' 
1102 12s II l 17 28 53 60 86 97 

ab F ab g Bb g ab F ab tb ••• ab 

The characteristic rhythmic units of Section A are 

( n 7 ! I fffi.)) ) and <l )J) n ) in Aa and Ow )]1] ) and 
' ,3 3 J 

(,~ JJ )j ) in Ab. Aa has a light three-pert texture; Ab has a 

single line melody accompanied by chords on the off-beat. Staccato six

teenth-note runs and the tonic chord act as accompaniment to a melody 

line limited to the fifth , seventh, and tonic scale degrees in Ba. The 

sixteenth-note accompaniment is l!!!l!U2 and the melody more flowing in 

Bb . The coda growing out of Section A' contains rhythmic and melodic 

e lements from both of the large sections. The German and Neapolitan 

sixths are prominent in a chordal pasHge preceding the bravura ending of 

double octaves and the German sixth-tonic cadence • 

The main technical problems in performing this composition are 

accuracy in chords with tenths and in leaping from one part of the key

board to another in a rapid tempo . 
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Opus 9, No . 3, "Mazurka de Salon" 
Tempo qiusto 

I~ 
A 
a 
1 
d 

b a ' 
17 44 
F • •• d 

b a ' 
76 97 
sh • • Bb 

A' 
b' Ila 
113139 
sh •••• d 

b a " 
158 182 
F •• •• d 

A mazurka is a dance in a moderate triple meter, frequently with 

strong accents on the second or third beats •1 In Section A of Tchaikov

sky ' s "Mazurka de Salon" strong accents occur on the second beat. The 

melody hovers around the tonic and dominant, and the accompaniment is 

characterized by a tonic pedal point on the first beat with chords on the 

third beat. Ab is more complex melodically, rhythmically and harmonically 

than Aa. A tonic pedal point exists in Ba as it did in Aa , but the chords 

are on the second beat instead of the third. Although no accent is indi

cated on the third beat, the rhythm of the melody ( /J "r ,CJ) )effects 

one . In contrast to Ba, Bb is very unstable harmonically; the tonality 

changes to G minor, A major , D minor and D major within eleven meas

ures . Section A' is an exact restatement of A except that the last chord 

is changed for a diminishing finish pointing up the sub-dominant. 

Octaves in the closing phrase of Section A are the chief difficulty 

in playing this composition. A pianist in the intermediate grades with a 

good rhythmic sense could perform it with ease . 

Opus 10 , Two Pieces 

The "Nocturne" and "Humore sque" published as Opus 10 were 

written during a Mediterranean trip in 1871 and dedicated to the young 

man with whom Tchaikovsky traveled, Vladimir Shilovsky. 2 Kathleen Dale 

1Harvard Dictionary of Music, ed . Willi Apel (Cambridge: Harvard 
University Press, 1961), pp . 430-431. 

2Weinstock, p. 82 . 
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finds points in common between the "Nocturne" and Grieg ' s "Nocturne in 

C Major , " Opus 54, No. 4 . Both begin with accompanied melodies which 

"merge into interludes of impressionistic tone-painting." 1 Weinstock 

calls the "Humoresque" "sprightly, witty, and unmistakably Russian , 

despite the fact that its middle section is based on a street song . • • 

heard in Nice . It is unimportant , but its deft high spirit s are rea l. "2 

Opus 10, No . 1, "Nocturne" 
Andante cantabile 

A B 

I ! I 125 
F A 

A' B 

2~ I 44 I 68 a 111 
D .. F F 

The cantabile melody of Section A i s characterized by a dotted

note anacrusis and a t urn figure . Arpeggios on the first part of the meas 

ure accompany the melody. Sixteenth-note chords with a tonic pedal point 

occupy eight measure s of Section B (con grazia e sentimento), followed 

by a sequence in the same style through D-flat major, C-flat major, and 

B-flat minor. Imitation of the tum figure in the accompaniment is the only 

modification in twenty-two measures of the restatement . Four measures 

of Section B transposed to F major follow a short cadenza . Sequences in 

the chordal style ascend to the treble where the composition ends 

pianissimo with a perfect cadence. 

The importance of a singing melody in chordal passages is illus

t rated in "Nocturne." The piece is fairly easy with no difficult reaches 

and can be performed by a stude nt in the intermediate grades. 

1pp. 147 - 148 . 



Opus 10 , No . 2 , "Humoresque " 
Allegretto scherzando 

I~ 
A 

l 9 
e G 

34 

99 
G 

13311 

An eight-measure introduction in the relative minor precedes the 

main G major theme of Section A. Both melody and accompaniment are 

chordal. The repetitious melody has a characteri stic rhythmic motive 

( )m I FI J /) . In the accompaniment the s ub-mediant and dominant . . .. 
scale degrees alternate in e ighth notes , with tonic and dominant harmo

nies alternating by measure . Chords in a dotted rhythm typify phrase end

ings. In Section B the melody centers aro und the upper tonic in block 

chords with a t onic pedal point in the first eight-measure period; the 

second period point s up the relative minor . These periods are restated 

with different accompaniment and harmonic structure and a modulatory 

extension. The first twenty-eight measures of the composition are 

reiterated in A' . The patter accompaniment figure (sub-mediant and domi

nant degrees) and a rising progression pointing up the relative minor close 

the composition with a diminuendo. 

"Humoresque" is on the same level of difficulty as "Nocturne . " 

The chief technical problem is the octave span in the accompaniment 

throughout the A sections. Keeping t he me lody c lear in Section B i s 

important . 

Opus 19, Six Pieces 

Opus 19, published in 1873 , consists of six pieces: "Evening 

Reverie , " "Scherzo humoristique," "Album Leaf , " "Nocturne , " 

"Capriccio , " and "Theme and Variations . " The "Capriccio " is based on 
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the sketch for the opening of a symphony in B-flat q uoted in Tchaikov

sky ' s diary, dated June 11, 1873 • 1 Weinstock calls the "Theme and 

Variations, " Opus 19, No. 6, "one of his best piano compositions •• 

The resources of harmony, colouring, and rhythm brought to bear on a 

most malleable melody are to be matched, in piano music after Beethoven , 

only in the sets of variations Brahms composed on themes by Handel, 

Haydn , and Paganini. ,,z 

Opus 19 , No. 1 , "Evening Reverie " 
Andante espressivo 

A B 

I~ ~ ~ ~~ II ~5 
g •• d •• g G 

b 
33 
b 

A' 

:; 11~4 ~l ~~ 
G ••• g ••• d • •• g 

An ornamented four-note motive beginning on the third beat dis

tingui shes Aa. Sixteenth notes accompany a diatonic melody in Ab. 

Chordal texture , t onic pedal point, and perpetual, often repetitious , 

e i ghth notes chara cterize Section B. The melody centers around the third 

scale degree , and the harmony is primarily t onic and dominant . In A' the 

fi rst s ixteen mea s ures of the piece are stated with slight variation . 

"Evening Reverie" closes with a rhythmic modification of the opening 

motive in the left hand accompanied by sixteenth notes . A trill occurs at 

the final cadence. 

This composition could be performed by a pianist in the intermedi

ate grades . The slow tempo keeps some wide skips from being difficult. 

The main problem i s playing the repetitious middle section softly and 

1Peter Ilich Tchaikovsky , The Diaries of Tchaikovsky . trans. 
Wlad i mir Lakond (New York: W . W . Norton and Company , 1945), p . 17. 

2p. 93. 
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expressively. Good balance between the melody and accompaniment, 

especially at the close , is necessary. 

Opus 19 , No. 2, "Scherzo humoristique" 
Allegro vivacissimo - Meno mosso 

A 

1•~ ~ b a 
24 68 

D A ••• D 

B 
b a ' 
127 149 
Eb ••• Eb D 

b a 
214 258 
A • •• • D 

Coda 

1281 31611 
D 

One factor which gives "Scherzo humori stique" its "humorous " 

quality is the frequent use of secondary dominants and appogiature on t he 

first beat in passages with the characteristic rhythm { ) J/)' 7 7 ) . 

Another factor is the treatment of duple rhythmic units within the triple 

meter: a broken chord figure in the rhythm { ffn nf1j tffl ) often 

occurs with a chordal progression in the rhythm ('r ; I .J JP n ) . These 

characteristics persist throughout Section A. Section B { Meno mos so) is 

dominated by a syncopated motive ( J ~/; Ji beginning with the 

tonic chord. A pedal point on the third scale degree in a syncopated 

rhythm and rolled chords typify Bb. In the coda the theme from Section B 

is given over a tonic pedal point of repeated eighth notes . A scale pas

sage builds to a fina l fortissimo declaration of the B motive. 

A good sense of rhythm and the ab111ty to play both lightly and 

powerfully are required to perform this composition well . Chord$ with 

wide intervals and awkward skips in the fast tempo are additional tech

nical problems. 

Opus 19, No . 3, "Album Leaf" 
Allegretto semplice 

I~ 
A 

1 
D 

B A' 

I 2s l41 
b ••• D 
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Although Kathlee n Dale states that this composition was composed 

ln a single span without a contrasting interlude , 1 an examination of the 

key scheme and stylistic features reveals some contrast as shown ln the 

diagram . Section A has a miniature internal three-part form. The metri

cal unit ( ) I J fffi) m ) ls stated four times over a tonic pedal point ' 

followed by a sequential passage of accented seventh chords with their 

resolutions and the restatement of the opening phrase . The characteris

tic rhythm of the middle part of Section A ( riJ n j ) is recurrent in the ~I, 7 7 

tonally unstable Section B. A new sixteenth-note accompaniment pattern 

ls introduced. The restatement of the opening section is modified with a 

pianissimo closing . 

This short piece is not difficult and would be useful for experience 

in passage work with accented weak beats . 

Opus 19 , No . 4, "Noctuiv,e" 
Andante sentlmentale - Piu mosso 

A B A' 

le 10 11° 4i 
A ••••••• c 

A four-note motive with an initial leap and a lower neighbor tone 

characterize the melody in Section A. The simple accompaniment consi sts 

of single notes followed by chords. A triplet figure appears at the 

cadences on the dominant and in the tonic . Eighth notes slurred in groups 

of two and triplets characterize the melody in Section B. The bass llne 

moves with each beat , often chromatically. Tchaikovsky points up F

sharp minor and C-sharp major in the section . In Section A' the melodic 

1p . 217. 
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and harmonic structure of Section A are retained in the left hand , with 

sixteenth-note and triplet runs in the right hand . In the last seven meas

ure s the right hand plays the cadential t riplet figure from Section A 

against the duple slurred figure from Section B. 

The "Nocturne" a fford s opportunity for experience in playing left 

hand melody and complex rhythm. Sections A a nd A' have difficult 

reaches i n the left hand . 

Opus 19, No . 5 , "Capriccio" 
Allegretto semplice - Allegro vivacissimo 

A B A' 

I! 1 ll48 II 1g2 
sh d •••• B 

15011 

The main theme of Section A has a ~ single-note melody rising 

with an anacrusi s in eighth notes and sixteenth-note figures. Dominant

seve nth and tonic chords in root position alternate in the accompaniment. 

After a passage pointing up G minor , C minor, and D minor, the t heme is 

restated with the melody in the left hand . Section B is contrasting in 

style as well as key and tempo (Allegro vivacissimo). A dotted figure 

and staccato e ight h-note chords accompanied by sixteenth notes charac

terize Section B. Following a partial restatement of the first section , a 

forte presentation of the opening theme with a diminishing extension ends 

the composition . 

Ability t o play ra pid octaves and staccato chords accurately is 

necessary in performing the "Capriccio." Wide intervals in the left hand 

in Sections A and A' a re awkward. 
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Opus 19, No. 6, "Theme and Variations" 

The last work in Opus 19 is a theme with twelve variations and a 

separate coda. No attempt has been made to diagram the i ndividual vari

ations, but the key, time signature, tempo indication, and lenoth of each 

are recorded in Table 1. 

TABLE 1 

OPUS 19, NO. 6, THEME AND VARIATIONS 

Variat ion Key Time Tempo Length Signature Indication 

Theme F 3/4 Andante non tanto 16 meas . 

I F 3/4 L'istesso tempo 16 meas. 

II F 3/4 L'istesso tempo 16 meas. 

III F 3/8 Allegretto 24 meas. 

IV F 9/16 Alleoro vivace leggiero 21 meas. 

V ob 3/4 Andante amoroso 22 meas . 

VI F 9/8 Allegro risoluto 21 meas . 

VII Phrygian 
Mode (a) 

6/4 Moderato assai 12 meas. 

VIII d 3/4 Allegro 17 meas. 

IX sb 3/8 Alla mazurka 40 meas. 

X f C Andante non troppo, 21 meas. 
un poco rubato 

XI p 2/4 Alleoro brillante 40 meas . 

XII F 3/4 L'istesso tempo 28 meaa. 

Coda F 3/4 Prflsto 47 meas . 
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The theme is characterized by a melody of seven notes rising and 

falling between C and the F above it. It is stated three times in the 

theme and forms the introductory phrase of each of the variations and the 

coda , each time in a new rhythmic pattern, new key, or in a different p11 rt 

of the texture. The theme is comprised of four phrases. The third phrase 

emphasizes the dominant of the relative minor in a repeated-note motive 

contrasting to the characteristic melody of the other three phrases. 

Variation I essentially keeps the melody and phrase structure of 

the theme, but the harmonic structure and texture are modified. The 

theme is in the left hand in Variation II with a sextuplet accompaniment. 

Both melody and harmonic structure are very similar to the theme. In 

Variation III the characteristic melodic unit of the theme in the left hand 

i s accompanied by a thirty-second note ascending and descending figure 

possibly derived from the theme . Variation IV is characterized by 

staccato sixteenth-note chords on varying levels with the motive in the 

upper part. 

The typical motive begins on C in Variation V, but in the key of 

D-flat major . Over a slow-moving bass line the inner parts of the chordal 

accompaniment have a distinctive rhythm ('r-fJ t /' t) ) . 

Variation VI is fugal in character and points up the relative minor. 

Variation VII is a four-part chorale in the phrygian mode. Quarter notes 

persist throughout the pianissimo chorale. 

The melodic unit is transposed to the relative minor key in Varia

tion VIII . Full ~ chords with wide downward leaps to a pedal point and 

rapid ascending scales in octaves are features of this variation. 

In Variation IX (alla mazurka) the theme is transposed to B-flat 

major in the mazurka rhythm ( ) J I J ) ) . The chordal accompaniment has ,. . 
the rhythm ( t r n) . Variation X has the theme in F minor and A-flat 
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major in the left hand with a flowing sixteenth-note accompaniment . A 

contrasting middle section is reminiscent of the third phrase of the origi

nal theme. 

Variation XI is headed alla Schumann. The main Schumann ele

ments are the repetition of the metrical unit ( ,!' J "~ ) in every meas

ure, frequent heavy accents on the first beat, and chordal texture. All 

three of these elements a re present in the "Finale" of Schumann ' s Sym

phonic Etudes, Opus 13 . Although alla Schumann is not indicated for the 

last variation, a tonic pedal point in the rhythm ( /1) l!!~ ) is also a 

characteristic of the Schumann work. 

The coda has the melodic motive from the theme and a sixteenth

note accompaniment figure in the right hand . The left-hand accompani

ment is characterized by wide downward leaps from a single note to open 

fifths . 

The "Theme and Variations" is a work for an advanced pianist . 

Balance of tone , wide dynamic range, heavy chordal passages , contra

puntal texture, and rapid staccato chords are some specific technical 

problems. Variations VIII and XI and the coda are the most difficult . 

Opus 21, Six Pieces on One Theme 

The writing of "Theme and Variations, " Opus 19 , No. 6 , may have 

suggested to Tchaikovsky the possibility of modifying the form itself. 1 

Opus 21 , also published in 1873 , consists of six pieces based on one 

theme: "Prelude , " "Fugue , " "Impromptu," "Funeral March ," "Mazurka , " 

and "Scherzo . " The only fugue Tchaikovsky composed for piano was in

cluded possibly because the work was dedicated to his old master, Anton 

Rubinstein. 2 

1Evans, p. 144 . 2weinstock , p . 93. 
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The common melodic factor is a motive characterized by a rising 

fourth from the dominant to the tonic with a preliminary turn. The modifi

cations of the theme for each form are chiefly rhythmical. All but the 

"Scherzo" are in minor keys. The "Prelude" is developmental in charac

ter, the "Fugue" follows t raditional procedure , land the other four piece s 

are in three- part form • 

Opus 21, No . 1, "Prelude" 
Allegro moderate 

A 

lo 1 
Eb , •• g# 

Although the "Prelude" is monothematic , it may be diagrammed in 

three parts according to t onality. Section A consists of three phrases, 

each three measures long , and each beginning on the major III chord and 

ending on the dominant. The theme, in the rhythm ( ) <!_); JJ ) ) , be

gins on the fifth scale degree and is played by both hands an octave apart 

with chordal accompaniment. In the developmental passage (Section B) 

the initial motive is employed in every measure, sometimes with the leap 

of a sixth. The tonal instability is caused by non-harmonic tones resolv

ing with the last eighth note of the measure , and by sequential patterns 

through F-sharp minor , B-flat minor , and G-sharp minor. The complete 

restatement of Section A is followed by an imitative extension based on 

the characteristic leap of a fourth. 

Dickinson calls the "Prelude" "stately but unpianistic . "2 Wide 

1Fugue structure i s described in "Fugue , " Harvard Dictionary of 
Music, pp . 285-287. 

2p. 117 . 
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reaches make it difficult to bring out the melody and play the imitative 

passages effectively. 

Opus 21, No, 2, "Fugue" 
Andante 

An analysis of the four-voiced "Fugue• is given in Table 2. 

TABLE 2 

ANALYSIS OF OPUS 21, NO. 2, "FUGUE" 

Measure Subject- Voice Key 
Answer 

Exposition I 1 s Soprano gi 
3 A Tenor Vo,gt 
6 s Alto g 
8 A Bass Vof gi 

Episode I 11-13 Imitation head motive g# - ft 

Exposition II 13 s Bass ti . 
16 A Soprano V of flt 
18 s Tenor ct 
21 s Alto V of f# 

Episode II 24-30 Imitation head motive and c*- g# 
first half subject 

Exposition III 31 s Bass ci 
32 A Soprano Vo}ci 
36 s Tenor 
40 s Basa Ci 

g 

Coda 43- 48 Imitation head motive g# 

The characteristic motive of Opus 21 in the rhythm 

( '7 ]' m n i I ) ) forms the first measure of the two and one-half 

measure subject . Baginnl.ng on the dominant , the subject leaps up to the 

tonic after the c haracteristic turn, descends to the lower tonic , leaps up 

a minor seventh and descends chromatically. The tonal answer begins in 

the second half of the third measure. No "countersubJect" exists as 

such . The free counterpoint utUizes rhythmic and melodic motives from 
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the subject. In Exposition III the first two· entrances of the subject be

gin on the last eighth note of the measure and are modified rhythmically 

at the chromatic descent. The second and third entrances are extended 

by a measure. The last statement of the subject , in octaves , omits the 

leap of a seventh. The pianissimo coda ends with a tierce de picardy . 

The Fugue has many wide reaches. Quite often two adjacent parts 

move in tenths when the other hand ls not free to assist. This factor, in 

combination with the usual technical problem involved in playing fugues, 

makes the composition difficult . 

Opus 21, No . 3 , "Impromptu" 
Allegro molto - Molto meno mos so 

A B A' 

I G 1 ll14 ll 2~ 42 II 
ci .. E •• • c 

Section A is characterized by irregular phrase lengths, change of 

meter . and two-against-three rhythm. The theme in the rhythm 
3 3 3 3 

( r n_JJJJTI....,IT!J..JI) is stated over a duple accompaniment. The con-

trasting section (Molto meno mosso) has a four-part texture in eighth 

notes with a dotted figure in every measure. No definite cadences or 

phrase endings occur. The harmonic rhythm is quick; chromaticism and 

suspensions cause the harmony to change with practically every eighth 

note . A cadenza is added at the end of the second phrase in A' . An ex

tension in the characteristic triplet rhythm closes the piece with a 

diminuendo. 

Unlike the "Prelude" and "Fugue," the "Impromptu" has few diffi

cult reaches. Complex rhythm and skips in the accompaniment are the 

chief technical problems. 
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Opus 21, No . 4 , "Funeral March" 
Moderato. Tempo di Marcia 

A 
I G a b a ' 

l 9 19 
ab ab •• ab 

B A 

1129 11~8 
B. • . .ab 

b a " 
66 76 
ab •• ab 

The characteristic motive in the rhythm ( ) ,!!fJ J J,) occurs in 
.J 

every measure of Section A except the cadential extension. In Aa the 

melody is played by both hands in octave s , with tonic and dominant 

chordal accompaniment. Ab is similar in style but points up E-flat minor, 

G-flat maJ or, and C-flat minor. The left-hand melody in Aa ' is accom

panied by chords with non-harmonic tones and their resolutions on the 

second half of the beat . A diatonic melody beginning on the second de

gree is accompanied by various metrical units in Section B, The melody 

is most often in the left hand; both hands take it fortississimo in its last 

statement. The sequential middle portion of the section is based on the 

same melody. Section A' is an exact reiteration of Section A with a 

pianissimo extension reminiscent of the middle section. 

Wide reaches, especially in the middle section , create the main 

problem in performing the "Funeral March." Awkward figural accompani

ment a nd double octaves in the middle section a re additional problems . 

Opus 21 , No. 5, "Mazurka" 
Allegro moderate 

I~ 
A 
a 
1 
ab 

b a ' 
21 41 
ab, . ab 

A 

B 
~6 ;~ II !36 
B •• • B •• • .ab 

b a ' 
156 176 
ab, •• ab 

Coda 

I 202 220 II 
ab 

In the "Mazurka " the common theme of the set is in the rhythm 

( .J,/ f"} JI J ) I J J), causing the second beat to be emphasized. Sec-
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tion A consists essentially of an accompanied melody. Ab points up the 

sub-dominant and the dominant . The last four measures of Section A 

anticipate the middle section with its characteristic rhythmic motives , 

( /J ) ) and ( ;'ffl J ) , In Ba the melody centers around the tonic and 
, 3 

dominant over a tonic pedal point . A melody with the same rhythmic 

motive i s heard over a dominant pedal point in Bb. In the coda fragments 

of the middle section are presented in the tonic . 

Intricate rhythmic details and wide skips in the rapid tempo are 

the main technical problems in this composition. 

Opus 21 , No . 6 , "Scherzo" 
Allegro vivace - Meno mosso 

A B 

I~ a b a ' 11 :3 b 
1 19 51 91 
Ab f .. . Ab f Ab 

A' Coda 
a ' II ~21 

b a ' 
1201 225 II 100 145 176 

f Ab f ... . Ab Ab 

The "Scherzo" has an interesting rhythm <.rj°"l, JJ1 /)});). 
7 

Aa 

emphasizes the do minant and super-tonic in a staccato four-part chordal 

texture . Full chords in contrary motion with a syncopated rhythm move 

through A minor and C-sharp minor in the first part of Ab. This passage 

is contrasted by a grazioso theme in A-flat major, C minor , and B-flat 

minor. The accompanied cantabile melody of Section B is more flowing 

than the first theme, in spite of syncopation. The melody is repeated in 

the left hand with sixteenth-note accompaniment. A forte octave and 

arpeggio passage leads to a literal repetition of Section A with an exten

s ion derived from Ab. 

Passage work involving full chords in both hands , wide intervals, 

and complicated rhythm present the important difficulties in performing 

the piece. 
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Opus 37a , The Sea sons 

The set of twelve pieces ca lled The Seasons was published month 

by month in 1876 in the St. Petersburg Journal , Nuvellist . 1 Kashkin, 

Tchaikovsky ' s colleague at the Moscow Conservatory relates that he con

sidered writing the pieces an easy and unimportant task. "He instructed 

his servant to remind him on a certain date in each month that he had a 

piano piece to write , and in acc ordance with his orders, the servant came 

to his room on each occasion and remarked: 'Peter Ilyich, it is about 

time to send something off to St. Petersburg, ' whereupon Tchaikovsky 

would sit down and write the piece straight off. n2 Evans describes the 

pieces as "delightfu lly lyrical in conception" and finds few traces of the 

hurried way in which they were written. 3 Dickinson calls them "pot

boilers" and states that they are not particularly seasonable or charac

teristic . 4 

Opus 37a, No. 1, "At the Fireside" (January) 
Moderato semplice , ma espres sivo - Meno mosso 

A B 

I~ ~ ~l ~~ 11~9 
A A •• • A e 

b a ' 
37 46 
Ab e 

A' 
b ' a 
52 1161 
B A 

b a ' 
71 81 
A •.• A A 

The metrical unit ( JJ7 ) is typical of Section A. In Aa the unit 

opens all but two measures. The right hand melody is accompanied by 

chords emphasizing dominant, tonic , and secondary dominant harmonies . 

Ab has a new melody and more complex accompaniment and harmonic 

structure. A descending figure over the sub-mediant and a sextuplet 

arpeggio outlining the tonic are features of Ba. Leaps of a fifth domi-

1Dickinson , p . 11 8. 2Evans , p. 144 . 
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nate the right hand melody in Bb; sextuplet arpeggios are divided betwee n 

the hands as accompaniment. The coda presents fragments from both 

Section A and Section B. 

"At the Fireside" is not particularly difficult. The arpeggios in 

the contrasting section have some wide intervals. 

Opus 37a , No. 2, "Carnival" (February) 
Allegro giusto 

I~ 
A 

1 
D b • ••• D 

C A' 

11:0 0s s6 :ll97 II~ 131 
F . . . A sh • •• • •• D 

16911 

Full chords , a contrasting staccato running figure, and t he lowered 

sixth degree characterize the first part of Section A. Following a G minor 

cadence broken dominant-seventh chords and their resolutions progress 

stepwi s~ from A-flat major up to G major. The tonic cadence is 

approached by a fortissimo descending figure suggesting the n7 with the 

lowered sixth degree. The staccato running fig ure dominates Section B. 

Agai n the lowered s ixth is used in the transition to D major. Tchaikovsky ' s 

t reatment of augmented chords in Section C is interesting . The augmented 

fifth i s resolved to the sixth in a cadence formula in F major and in B-flat 

major. The last seven measures of the section suggest a ca lliope with a 

sixteenth-note figure over staccato eighth notes . A cadentia l extension 

modifies the final statement of the main theme . 

Contrasting touch , wide interva ls in chords, broken octaves, wide 

leaps in t he rapid tempo, and intricate phrasing in some passages are 

technical problems involved in performing "Carnival." 
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Opus 3 7 a , No. 3 , "Song of the Lark" (March) 
Andantino espressivo 

A B A' 

I~ l 1~1 ~3 \31 46 II 
g sb.,g g 

As its title would i mply , "Song of the Lark" is a quiet , lyrical 

piece , Turns, grace notes , and ri sing staccato figures imply bird sounds. 

Section A is characterized by the repetition of a legato melodic unit with 

a triplet turn and a rising figure . The accompaniment has a syncopated 

tonic pedal point. In Section B the melody is distinguished by grace 

notes, staccato sixteenth notes , a nd syncopation . The accompaniment is 

similar t o that of Section A. The return to the first theme is accomplished 

with a diminution of the characteristic melody . The initial melodic idea 

is repeated twice in an extension of A' . 

Touch control is very important in playing this composition. There 

a re no reaches over an octave . Some fairly wide skips in the accompani

ment give no trouble in t he slow tempo. 

Opus 37a , No. 4 , "Lily of the Valley " (Apri l) 
Allegretto con moto e un poco rubato 

I~ 
A B A' 

1b l2s I sg 
B d ... ab 

This composition is sometimes called "Snow-drop ." The single

note melody of Section A has a typical rhythm ( ,~I)• ) ) / J. ,I ) , and the 

accompaniment consists of repeated chords in t he rhythm ( 'r ,TJ 11_ 'r ). 

Practically every phrase ends away from the tonic; C minor, D minor, and 

G minor are the important keys . Section B contai ns two alternating 
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melodic ideas. One is the repetition of a two-measure phrase in D minor 

four times with only one note changed. The second is distinguished by a 

downward octave leap and has a more varied key structure . The return of 

the first theme is reduced by eight measures. The lowered sixth degree 

and the relative minor are pointed up in the pianissimo coda. 

Few technical problems are present in "Lily of the Valley," but 

imagination is required to overcome its repetitious nature, monotonous 

rhythm , and the dynamics of the phrasing . 

Opus 37a , No. 5, "Starlight Nights" (May) 
Andantino - Allegro giocoso 

I~ 
A 

1 
G 

8 
D 

B A 

II ~ a b a ' 11 9 14 20 34 55 8 68 
G b ... D ... b ...... .G 

s0 II 

Section A of "Starlight Nights," also called "May Night ," stresses 

the dominant rather than the tonic . It begins with the dominant chord and 

modulates to the key of the dominant in the eighth measure . Rolled 

chords with anticipations and an eighth-note figure characterize the sec

tion. The flat VI of D major is used in an interlude in measures 10-13. 

A distinctive two-measure metrical unit (Cf l,-1 ..J'J ]t) appears through

out Section B (allegro giocoso). Repetition of phrases and sequences are 

additional aspects of Section B. The final cadence is lengthened by two 

measures. 

Clarifying the melody and playing some wide intervals and skips 

correctly i n the middle section are the principal technical problems i n 

"Starlight Nights . " 
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Opus 37a , No. 6, "Barcarol{e" (June) 
Andante cantabile - Poco piu mosso 

A' 
b a Il a II ! 13 22 32 ~o 11° 52 1;; 

g ab .• g G G ......... g 

b a • 
64 73 
ab, .g 

Coda 

la3 99 II 
g 

Ascending scales and a turn motive typify the lyrical melody of 

Section A. In the accompaniment single quarter notes on the first and 

second beats and chords on the third beat produce the effect of a boat • s 

motion . The passage in B-flat major is in the sa me style . Tchaikovsky 

makes the "rocking" effect more prominent in Ba (Poco ptb mosso) with 

a syncopated accompaniment alternating the tonic open fifth with tonic 

six-four and dominant chords. The right hand plays a new melody in 

thirds. A forte chordal theme in the rhythm ( J f J. f> is presented in the 
-- .. 7 

passage i n 3/4 mete r. Section A' has new treatment in the accompani-

ment. The coda is characterized by descending seventh chords, frag

ments of A' , and rising tonic and dominant chords over a syncopated 

alternation of the tonic and dominant in the bass . 

Technical difficulties in Section A are leaps in the accompaniment 

and a few wide intervals in the right hand . Syncopation and a chordal 

passage present problems in Section B. The figuration added to the 

accompaniment in A' is not easy to keep in proper perspective with the 

melody . 

Opus 37a , No . 7 , "Song of the Reapers" (July) 
Allegro moderato c on moto 
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The vigorous folk-like melody of the first section emphasizes the 

tonic and dominant. Tonic , tonic six-four and dominant chords in the 

rhythm (cl, ) ) form the accompani ment. Another folk-like theme stressing 

the tonic and dominant in Ba is sharply phrased with accented second and 

fourth beats. Its accompaniment consists of staccato eighth notes on the 

tonic and dominant . Fortissimo block chords and a broken chord figure 

are contained in Bb. Section A' is modified by a triplet embellishment in 

t he accompaniment and a pianissimo cadential extens ion. 

Octaves in Section A, wide leaps and full, forte chords in Section 

B, and the triplet fig ure in Section A• are problems involved in performing 

"Song of the Reapers. " 

Opus 37a, No . 8 , "Harvest Song" (August) 
Allegro vivace 

A B A' 

I~ a b 13 6 a' 
1 24 I 4 33 II a 37 II 60 II j 30 ~53 ~~6 
b ••• a •••• ••••••••• • b D ••• b • ••• a • • •• b 

Aa is distinguished by a three-voiced motive in the rhythm 

( 'r ,T) /) J r JJ ) with a tonic pedal point on weak beats. A second 

melodic idea in the left hand has a downward leap of an octave. In addi

tion to the opening motive, Ab inc ludes the rhythmic unit (, I/~) ~) ) in 

c hords over a staccato running bass and a syncopated fortissimo passage 

in 3/4 meter. Aa ' contains arpeggios, octaves , and a fortissimo chordal 

extension. The melodic rhythm (..,.1, ..J , /) J ) ) accompanied by dotted 

half-note chords appears throughout the contrasting Section B. A' is an 

exact repetition of A with a two-measure extension. 

"Harvest Song" is more difficult than many pieces in The Seasons. 

Intricate and complex rhythms are the chief technical problem. Double 
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octaves, double notes in short figures, and chords with leaps in a rapid 

tempo are other difficulties. 

Opus 37a , No. 9, "Hunting Song" (September) 
Allegro non troppo 

le 
A 

1 
G 

90 II 
a • •• G 

Motives suggesting the hunting horn abound in Section A, which 

has a dynamic range of forte to fortissimo. A dotted motive on the domi

nant, triplets on the tonic chord, and horn fifths are some of the charac

teristic figures. The section builds to a climax with stepwise descending 

and ascending octave s and chords in the left hand with staccato thirds 

and octaves in the right hand. Section B begins with an accompanied 

piano melody retaining triplet rhythm. Chromatic motives accompanied by 

triplets and the horn-fifth motive in a crescendo in various keys lead to 

the restatement of the first section. 

By far the most technically demanding aspect of "Hunting Song " is 

the passage work involving rapid octaves and chords with wide intervals. 

Consecutive thirds in the first section and triplets in the middle section 

are also troublesome. 

Opus 37a , No. 10, "Autumn Song" (October) 
Andante doloroso e molto cantabile 

A 

1 
d F ••• d 

The cantabile melody of the first section of "Autumn Song" begins 

With the rhythm (~ J ). I rrn ) and continues in a rising triplet pattern . - "-" 
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The accompaniment is essentially chordal. A syncopated counter-melody 

accompanies the restatement of the cantabile melody in the left hand. 

Section Bis derived from the triplet figure. Sequential passages with the 

triplet motive imitated in the left hand point up the keys of G minor and 

D minor. A seven-measure extension to the return of the first theme em

ploys the typical triplet motive in a morendo from M to MM• 

"Autumn Song" is not particularly difficult. The passage with the 

left-hand melody and intricate accompaniment requires careful study. 

There are some wide intervals a nd leaps in the middle section. 

Opus 3711, No . 11, "'Troika' Drive" (November) 
Allegro moderato - Grozioso 

A 
IC II 

l 
E 

b a' 
9 18 
E •• E 

B A' 

11 28 , ;~· b' o" 
59 70 

G •• • E E • •• E 

The main theme of the popular "'Troika' Drive" (also called 

"Troika" and "In the Troika") is first stated in octaves with chords on the 

third beat as the only accompaniment . Its distinctive disjunct motive 

( ,r:} ~ 17/ ~ o\ ) appears on different levels with varying intervals . A 

variation of the theme points up the super-tonic in Ab . In Aa' the right 

hand plays the theme in full chords with an octave span. The triplet 

broken-chord accompaniment has a tonic pedal point. Two contrasting 

ideas are presented in Section B. One is a II-V-I-IV-I chord progression: 

the other is an eighth-note staccato figure with grace notes on the second 

half of the beat. Section B ends on the dominant of E major with a 

staccato sixteenth-note figure in the treble . The .Jlli!!lQ return of the main 

theme has a sixteenth-note treble accompaniment Dickinson calls "a 
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pretty fall of snow." 1 

The chief technical problems in " 'Troika ' Drive" are wide leaps in 

the rapid tempo and t he full chords in Aa ', The sixteenth notes in Sec

tion A' lie fairly conveniently for the hand. Other problems are two

against-three rhythm and the melody with after-beat accompaniment in 

Section A. 

Opus 37a , No . 12 , "Christmas" (December) 
Tempo di Valse 

I~ 
A 
a b 

104 
E E ••••• Ab 

Coda 

235 26211 

Dickinson calls this composition a waltz "in Tchaikovsky ' s 

slickest, sickliest style. 0 2 A typical waltz accompaniment prevails in 

Section A . A stepwise three-note motive in the rhythm (.r d Id ~ ) and a 

more disjunct figure in the rhythm ( ~ )JJJ l ,I. m) are characteristic 
7 

of the melody line. Aa has a miniature three-part form with the second 

rhythmic motive cited above in its middle section. Ab points up C major 

in addition to B-flat minor . A tenor melody in Ba consists solely of the 

dominant and a turn around it. Syncopated single notes in the right hand 

and in the bass form the accompaniment. Bb contains two-measure 

phrases; the melody is alternated between the hands every two measures. 

A run on the A-flat minor and chromatic scales leads to the reiteration of 

Section A. In the coda the German sixth and the raised super-tonic pre

dominate in the characteristic rhythm of Section A. 

Although "Christmas" is not especially difficult , skips in the 

waltz-bass accompaniment and the scale passages present some problems 
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in performance. Proper dynamics in the fragmented melody of the first 

section are essential. Balance between melody and accompaniment is 

important in the middle section. 

Opus 39 , Album for the Young 

The twenty-four easy pieces in Album for the Young (also called 

Children ' s Album) were completed in the summer of 1878 at Mme. von 

Meck ' s estate of Brailov, while she was abroad, l In a letter to her dat ed 

April 30, 1878 , Tchaikovsky wrote: 

Tomorrow I shall begin a collection of miniature pieces for 
children. I thought long ago it would not be a bad thing to do 
all in my power to enrich the children ' s musical literature, 
which is rather scanty. I want to write a whole series of per
fectly easy pieces and to find titles for them which would inte
rest children, as Schumann has done. 2 

In discussing the set Dickinson states, "None is as sensitive as 

the best of Schumann ' s companion album, and a good percentage are 

definitely insipid, but the witty examples are not given space to grow 

tedious . .. 3 Kathleen Dale finds that the pieces have points in common 

with later full-length orc hestral works , the Symphonies in E minor (1888) 

and B minor (1 893) and t he "Nutcracker" Suite (1 892 .) 4 

Diagrams have not been made for t he individual pieces because of 

their short length . The key , tempo ind ication , time signature , and 

length for each are given in Table 3 . 

"Morning Prayer" contains three eight-bar sections (AA'B) . The 

first two are in four-part chords; the third has an eighth-note tonic pedal 

point in the bass . This composition might be useful in deve loping legato 

chord play!ng with a clear melody. 

No. 2, "A Winter Morning," is in three-part form (ABA '). 

1Grove ' s Dictionary of Music and Musicians, Vol. VIII, p . 330, 

2Modeste Tchaikovsky, p . 298 . 4p . 206 . 
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Detached pairs of slurred chords create a "sensation of intense, numbing 

cold." 1 The middle section, though still in a chordal style, is more 

legato . The piece is an excellent opportunity for practice in slurring. 

TABLE 3 

OPUS 39, ALBUM FOR THE YOUNG 

Ti tle Key 
Tempo Time 

Length Indication Signature 

1 . Morning Prayer G Lento 3/4 24 meas. 
2 . A Winter Morning b Andante 2/4 64 meas. 
3. The Hobby-horse D Vivo 3/8 72 meas. 
4 . Mamma G Andante espressivo 3/4 36 meas. 
5. March of the Tin D Tempo di Marcia 2/4 48 meas . 

Soldiers 
6 . The Sick Doll g Lento 2/4 42 meas. 
7 . The Doll ' s Burial C Grave 2/4 48 meas. 
8. Waltz Eb Vivace 3/4 85 meas. 
9 • The New Doll 5b Andantino 3/8 57 meas. 

10. Mazurka d Tempo di Mazurka 3/4 52 meas. 
11 . Russian Song F Comodo 2/4 30 meas. 
12 . The Peasant Plays ab - 2/4 23 meas. 

the Accordi on 
13. Folk-song D Comodo 2/4 49 meas, 
14. Polka 5b Allegretto 2/4 30 meas . 
15. Italian Song D Vivo 3/8 49 meas. 
16 . Old French Song 

~b 
Moderato assai 2/4 32 meas . 

17 . German Song Tranquillo 3/4 26 meas . 
18. Neapolita n Dance- Eb Comodo 2/4 54 meas. 

song 
19. The Nurse ' s Tale C Moderato 2/4 48 meas. 
20. The Witch e Vivace 6/8 46 meas. 
21 . Sweet Dreams C Ar,dante 3/4 48 meas. 
22 . Song of tre lark G Lentamente 3/4 32 meas . 
23 . The Handorgan Man G Moderato 3/4 32 meas. 
24 . In Church e Largo 2/4 52 meas . 

"The Hobby-horse" (ABA) is characterized by continuous staccato 

eighth-note chords . The first section and a part of its return has a tonic 

pedal point in the bass. The middle part remains in the same style but 

emphasizes the relative minor. Wrist staccato is required in performing 

this composition. 
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"Mamma" (ABAC) begins with an expressive melody over a flowing 

eighth-note accompaniment. It is restated after an interlude pointing up 

B minor . Pairs of slurred chords appear in the last section. Problems 

involved in performing this piece include balance of melody with accom

paniment and slurred duple units in triple meter . 

A light staccato texture with dotted rhythm characterizes "March of 

the Tin Soldiers" (ABA). It is marked piano or pianissimo except for a 

mezzo-forte phra se in the middle part. Maintaining a strict tempo and 

light touch is important in this piece . 

"The Sick Doll" is in binary (AB) form. The first sixteen-measure 

section ends on the dominant and is repeated . A persistent rhythmic 

pattern creates the limp, listless impression one might expect from the 

title. The melody occurs in various parts of the texture. Balance of 

tone , careful use of dynamics, and subtle flexibility of tempo and rhythm 

are e ssential in playing the piece effectively . 

No. 7 , "The Doll ' s Burial," is a miniature three-part funeral 

march with repeated notes and dotted rhythm on the second beat. The 

piece would be useful in developing the technique of changing fingers on 

repeated notes, especially with the dotted eighth and sixteenth notes. 

The "Waltz" (ABA) has a single-note melody often accented on the 

second beat and a typical waltz accompaniment. The middle section in 

C minor is disting uished by a tonic open fifth pedal point and d uple 

rhythmic units. This composition , the longest of the set, has occasional 

wide skips in the accompaniment. 

No. 9 , "The New Doll , " is a delicate, waltz-like composition in 

ABA' form . A singing, legato melody is accompanied by staccato chords 

on the first and second beats . This wo uld be a good composition to teach 

lightness of touch in repeated-chord accompaniment and independence of 
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the hands. 

The "Mazurka" might serve as an introduction to this form before 

the student is ready for more advanced works. The first section of the 

three-part piece has the characteristic rhythm ( [i, J) in the melody and 

C) 1 J) in the accompaniment . A triplet figure is added in the middle 

section, centered around C major. Light staccato style is the most 

important tec hnical problem . Some fairly wide skips occur in the accom

paniment. Accents on the first , second , or third beats are a rhythmic 

problem. 

The structure of the "Russian Song," No. 11 , is somewhat 

unusual. A six- measure melody is stated four times with only a slight 

change; the harmony and texture are varied only slightly. The last phrase 

is a cadential exte ::ion. -~ is indic ated throughout t he short piece. 

"The Pea sant Plays the Accordion" contains a three-measure 

phrase stated four times. The dominant-seventh is alternated with the 

tonic for six mea s ures and is repeated seven times to end the piece . 

Reaching the complete dominant-seventh chord in both hands is the only 

technical problem . The monotony of hannonic structure suggests an imi

tation of a performer who does not know how to play an accordion. 

Dale states that No . 13 , "Folk- song , " is in t he style of a 

t repak. l The same twelve-measure the me is given in four different 

detached styles. The chief technical problem involves rapid staccato 

eighth note s with some rather wide leaps. A sustained tonic pedal point 

in t he bass with a tenor part above it is a problem for the left hand in the 

first phra se • 

The "Polka" is a binary form with the first theme stated again at 

1Ibid . 
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the end of the piece, making the thematic structure ABA. The melody has 

a characteristic rhythm </J l,~) with chordal accompaniment. IJght, 

staccato texture, changing harmonies in the left-hand accompaniment, 

and several wide leaps are important technical problems. 

The "Italian Song," No . 15, is one of several in the Album for the 

Tul!.!!Sl with an international flavor . It has two themes (AB), both charac

terized by a staccato accompaniment consisting of tonic and dominant 

chords. Leaps in the accompaniment in the rapid tempo, accents, and a 

staccato sixteenth-note passage in the second theme are technical prob

lems. 

The "Old French Song" (AA.BA) is characterized by the repetition 

of an eight-measure~ theme over a syncopated tonic pedal point. 

The contrasting eight measures (B) have a staccato broken-chord accom

paniment. The syncopated pedal point with the counter-melody above it 

and the broken-chord accompaniment in B are the main technical problems . 

Repeated notes in a dotted rhythm typify the melody in the 

"German Song," No. 17. The chordal accompaniment consists solely of 

the tonic and dominant. Sharply accented thirds occur in the middle sec

tion of the ABA form. The "German Song" demonstrates the problem of 

chanqing fingers on repeated notes. The thirds in the middle part also 

require careful fingering. 

The "Neapolitan Dance-song" possesses two themes, stated: 

AABB'B" . Both themes are single-line melodies with chordal accompani

ment. Characteristic rhythmic units are cJ'~ )) and (JTIJ1 ) • Part A is 
. 7 .•... 

solely tonic and dominant; Part B emphasizes the sub-dominant, the tonic, 

and the dominant. B' and B' ' are melodic variations of B with repeated 

sixteenth notes but retain the key structure and melodic contour. Problems 

in performing the piece include wide skips in the accompaniment, repeated 
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sixteenth notes in the rhythm structure, and articulation of staccato and 

slurs in the right hand sixteenth-note figures . 

"The Nurse ' s Tale" is in ABA form. A staccato four-part chordal 

texture prevails in A. In B the right hand plays middle C on the second 

half of the second beat while the left hand ascends in chromatic thirds. 

Wrist staccato and proper fingering are the principal problems. 

Rapid staccato eighth notes with sforzando chords characterize 

"The Witch" (ABA'B'). A three-note motive recurs on various levels in the 

disjunct first theme . The second theme has a narrow melodic range with 

detached chords on the strong beats. Technical problems involved in 

this composition are leaps in the quick tempo , wrist staccato, and rapid 

repeated notes. 

"Sweet Dreams" (also called "Reverie ") is a slow, lyrical piece in 

ABA fo rm . Two-measure phrases occur throughout the composition except 

in a passage in the middle section. The first theme has the melody in the 

right hand with a c ounter-melody in the lower left-hand part . Syncopated 

chord s form the accompaniment in every mea sure. The middle section, in 

the dominant, has a left hand melody. The main problems in playing 

"Sweet Dreams" are the legato counter-melody with the detached accom

paniment in the left hand, melody-accompaniment balance, and a fine 

sense of dynamics. 

No . 22, "Song of the Lark," has characteristics similar to "Song 

of the Lark" (March) in The Seasons. The form is ABA, with the middle 

section emphasizing the relative minor. Triplets and grace notes typify 

the melody . The chordal accompaniment is alternately legato and 

detached in the fi rst section and legato in B. Proper phrasing is essential 

to the effective performance of this piece, and the invariable lager lines 

make reading difficult. 
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The tune of "The Handorgan Man" ("The Organ-grinder ") is one 

Tchaikovsky hea rd performed by a street-singer in Florence . l The piece 

is comprised of two themes (AB) , both in the tonic. Repeated notes be

gin the phrases in the first theme , which has a chordal accompaniment. 

In t he second theme the right hand plays detac hed syncopated chords in 

addition to the melody. The left hand plays a sustained tonic pedal point 

in the bass and alternate fifth and sixth degrees in the tenor . Keeping 

the melody legato and the accompaniment soft a nd the phra sing are diffi

cult in this passage. The composition al so contains some wide leaps 

and wide intervals . 

The first twelve measures of "In Church" and thei r repetition fall 

into phrases of two, three , and four measure s . Four-part chords center 

around the tonic and dominant in a narrow me lodic range. The first three 

phrases begin with repeated e ight h note chords . /l. bass tonic pedal point 

in the rhythm (,1 l )) underlies chords in a slow rhythm in the last twenty 

measures. "In Church" is an opportunity for experience in legato chord 

playing . 

Opus 40, Twelve Pieces of Moderate Difficulty 

Opus 40 , dedicated to Tchaikovsky ' s younger brother, Modeste , 

was completed in 1878 Just before the composer began work on Opus 39, 

Album for the Young . 2 Only Nos . 2 , 6 , 9 , and 10 were available to the 

writer. The "Danse Russe , " No. 10, was originally intended as a numbe r 

for The Swan Lake ballet and dates from 1876 . 3 

2Modeste Tchaikovsky , p . 298. 3Ibid . , p. 738. 
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Opus 40 , No. 2 , "Chanson triste" 
Allegro non.J.rQJmQ 

A 

1° 1 
g 

Four- measure phrases of two- measure units predominate in Sec

tion A. The expressive melody is characterized by repeated quarter notes 

in the first measure of the phrase and the rhythmic figure (J.QJ ) or 

(J ,d ) in the second. A descending bass line on the first and third beats 

and chords on the second and fourth beats form the accompaniment. A 

similar melodic rhythm occurs in the first eight measures of Section B, 

with a dominant pedal point in the bass and a more linear accompaniment. 

Two forte six-bar phrases with secondary dominants lead to the restate

ment of Section A. The repeated- note motive on the dominant and tonic 

over a tonic pedal point and the German sixth are features of an eight

measure extension . 

Wide skips . chords with wide intervals, and the melodic style 

a re the technical problems involved in playing "Chanson trtste." 

Opus 40 , No. 6 , "Chant sans paroles " 
Allegro moderato 

B' Coda 

I~ 169 I as 1101 
a .. . C •• • a ... . C • •• a 

The diatonic melody of Section A i s often slurred in three-note 

groups. Syncopated chords with rests on the beats comprise the accom

pa niment. In Section B the melody has a typical downward leap of a fifth 

a nd a turn figure . The accompaniment consists of broken chords with a 
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rest on the first half-beat . Imitation of a melodic fragment of Section B 

and the dominant and French sixth of A minor are used in a transition to 

the return of Section A. The complete Section A and sixteen measures of 

Section B are restated . Melodic and rhythmic characteristics of both sec

tions are contained in the coda . The broken-chord accompaniment and 

transition passage in Section B have wide intervals. The wide intervals 

make the short imitative pa ssage difficult . Proper tempo mu st be main

tai ned or this piece will become intolerably long , a nd the performer must 

maintain interest without the aid of full bas s. 

Opus 40 , No. 9 , "Valse" 
Tempo di Valse 

A B A 

1~3 3 71 
A •• • f# 

102 

C 

:11 ~03 
A 

A Coda 
b a ' I 
135 167183 
D • •• A •••• t# 

1215 23011 

The rhythmic unit () I ),m I ) ) persists throughout Sections A and 

B. In the "rondo" theme (A) the eighth notes of the figure outline chords . 

Staccato quarter-note chords with repeated notes in the soprano and tenor 

are another motive in Section A. In Section B the eighth notes following 

the dotted quarter continue in scale-wise patterns. The melody of Section 

C is characterized by half notes within the t riple rhythm. The accompani

ment consists of repeated chords with a t onic pedal point in Ca . In Cb 

the melody is imitated in the tenor part in measures 142-150. The keys 

of F-sharp minor and B minor predominate in Cb. The coda is in the style 

of Section A. 

Broken-chord figures in Section A and scale passages followed by 

wide leaps create fingering problems. The half-note melody , wide inter

vals, and the imitative passage are the chief technical problems in 
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Opus 40 , No . 10 , "Danse Russe" 
.Andantino - Allegro molto vivace 

A 
12 a b a ' b ' 

4 1 9 25 33 
a a a a 

65 

B A' 

:~· II 64 II~~·~ 120 II 
a c ... a 

The recurrent theme (.Aa) of the "Danse Russe" is characterized by 

the opening leap of a fifth and the rhythms cl) ) ) and ( (!J=n [\, ) . 
.:, 

Detached tonic, dominant, and sub-dominant chords on the strong beats 

form the accompaniment. .Ab begins with the fig ure ( {ffl )) ) and 
3 . . 

points up the relative major and the dominant with accents on the second 

part of the beat. Grace notes and a trill on the dominant lead to Aa ' . 

Full chords dominate Ab ' , and the transition to the next statement of the 

main theme consists of sforzando dominant and piano German sixth chords. 

Section B (Allegro molto vivace) opens with an ascending scale and the 

repeated second scale degree over a descending bass. The figure 

( m r> ) occurs over chords on the first beat. Sixteenth-note broken 

chords on the dominant and tonic of A minor a nd the A minor scale lead to 

a fortissi mo statement of the main theme in the allegro tempo . 

Full chords , occasional leaps, rapid scale pa ssages , slurs and 

accents, and awkward hand positions are the principal technical problems 

in "Danse Russe . " 

Opus 51 , Six Pieces 

The six pi eces in Opus 51 were commissioned by Jurgenson in 

1882 . They were composed at Kamenka in August, 1882 . 1 Nos . l and 3 

1Evans , p. 145. 
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were not available to the writer. 

Opus 51, No. 2, "Polka peu dansante" 
Allegro moderato 

A B A Coda 

I~ a 
:11~1 

a ' 
1~6 

b a ' 
1~1 0 

b a ' 
I 165 10 1 II l 16 33 72 88 125 142 

b b b D D D .• b b b b 

Section A is characterized by a melody with long slurs, short 

slurs, and staccato accompanied by detached chords. A typical rhythmic 

unit in Aa is (~1 el1 Ji. A triplet fig ure is added in Ab, which points up 

the dominant minor and the relative major. The triplet figure is also used 

near the close of Aa ' . Section Bis legato. Its melodic line is dis

tinguished by an anacrusis of three eighth notes, the first of which is 

repeated. In Ba the right hand plays broken figures in octaves which con

tain the melody. In Bb the right hand plays chords and the left hand takes 

over the sixteenth-note accompa niment. Section A is restated completely . 

The coda is in the style of Section B over a tonic pedal point. 

Wide leaps in both hands are a major technical problem. Articula

tion in t he opening section, broken chords and octaves in Section B, 

me logy within sixteenth-note figures (Ba), and staccato running figure s in 

Section A are additional problems. 

Opus 51, No. 4 , "Natha-Valse" 
Moderato - Moderato assai - Animato 

A B 

I~ ~ 1~~5 ~I¼ ~i 
A A f • • f fit A 

11:~45 
A 

A two-note upbeat opens every section of the "Natha-Valse. " The 
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first ten measures of Section A emphasize the super-tonic, dominant, and 

tonic wit h a simple waltz-bass accompaniment. In the remainder of Aa 

(pi~ presto ) the rhythmic figure ( X ),J/J'rJ~ ) occurs in the melody over 

a broken-chord accompaniment. Ab ( Moderato assai) is typified by forte 

octaves in contrary motion and a descending sixteenth-note a rpeggio. 

The rhythm (,s' J, J/cJtl) Jrr/ ) persists throughout Ba and Ba ' . The .,, 
right hand plays the melody in chords, and the left hand furnishes a 

staccato chordal accompaniment . A tenor melody and full c hords in 

contrary motion characterize Bb. Section A is re peated literally. 

The principal technical proble m in "Natha-Valse" is wi de leaps 

throughout the composition. Full chord and octave passages in Ab and 

Ba , the arpeggio fig ure in Ab , and rhythmic subtleties in each section also 

present difficulties. 

Opus 51, No . 5 , "Romance" , 
Andante cantabile - Molto piu mosso 

A B A ' 

le 1 1;3 ~5 173 
F a ... d •• • F 

Coda 

I 1os 124 II 
F 

The texture of the entire composition is that of an accompanied 

right-hand melody. In Section A the cantabile e ighth-note melody is orna

mented by grace notes and a triplet turn figure . The accompaniment con

sists of rolled chords , broken chords, and an occasional eighth-note 

counter-melody. A syncopated quarter-note melody with a turn figure 

followed by a dotted motive typify the melody in Section Ba ( Molto pi~ 

mos so) . Chords on the beat and a few eighth-note figures form the 

accompaniment . In Bb an octave quarter-note melody is accompanied by 

chords in the rhythms Cf) f J) Ji and ( 'I' ) ) ) @>. The restatement of 
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the first theme (Section A') is modified five measures before the coda, in 

which a portion of Section A is stated in octaves over a tonic pedal point . 

The ornamental figures i n both sections create fingering problems. 

Other technical problems include rolled chords and leaps in the accompa

niment and the octave melody in the coda . 

Opus 5 l , No. 6 , "Valse sentimentale" 
Tempo di Valse - Tranguillo 

A' 

I 3 
4 

A 
a 
1 
f 

b a ' 
37 54 
Ab . . f 

~~ 1 I ~33 
b 
169 
Ab 

a " 
185 
f 

A dotted-note upbeat characterizes both Section A and Section B. 

In Section A an a scending and descending scale pattern alternates with a 

fi gure i n the rhythm {,I:" ,) . J /cJ) ) over a typical waltz-bass accompaniment. 

A three- note motive points up A-flat major and B-flat minor in Ab . The 

melodic rhythm ( ct' .J.) l J.) ~ ).J'/ J J/J) is repeated throughout Ba 

and Ba ' with a s taccato repeated- chord a ccompaniment. Beginning in 

measure 8 5 this melody is in octaves in the left hand with the right hand 

playing the staccat o chords in a three-octave range . A new melody in a 

si mila r rhythm is played in octaves in Bb . The restatement of Section A is 

modified i n the last eight measures with a descending cadenza-like scale 

and a pianissimo cadence. 

Technical problems involved in playing "Valse sentimentale" are 

leaps in the chordal accompaniment , especially i n Ba , octave pas sages , 

and wide intervals where the right hand plays both the melody and part of 

the accompaniment . 

"Impromptu-Caprice" (188 5) 

"Impromptu-Caprice" was c o mposed in 1885 for the Paris 
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newspaper, Le Gaulois, which was issuing an album of music to its sub

scribers • 1 The composition has no opus number. 

"Impromptu-Caprice" (1885) 
Andantino - Allegro vivo 

A B A ' 

I O 1 II 14 II 39 s 0 II 
G • •• b G 

Section A is characterized by a three-note anacrusis and a dotted

note figure on the second beat. The molto espressivo melody is stated 

over dominant-seventh, secondary dominant, and tonic chords with a 

descending bass in the first measure. A restatement of the first melody is 

modified with the melody in octaves and with fuller accompaniment. It is 

also extended to end in B minor. Section B cons ists of the repetition of a 

staccato theme composed of two similar two-measure phrases . It is 

stated unaccompanied the first time; accompaniment is added in the first 

repetition and becomes increasingly more complex through three more 

statements . A crescendo beginning in measure 25 and stri ngendo in 

measure 28 climax in measure 34 with a vivacissimo and fortissimo 

cadential extension . Section A' is modified with a pianissimo extension 

to stay i n the toni c . 

The middle section (B) of "Impromptu-Caprice" is v ery difficult , 

wit h wide leaps , chordal pa ssages , rapid broken octaves and an extremely 

disjunct left-hand accompaniment . Section A contains octaves and 

chords with wide intervals, but they are not difficult in the slower tempo. 

ltvans, p . 146 . 
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Opus 59 , "Dumka " (" Rustic Russian Scene") 

Opus 59 was composed at Maidanovo in February , 1886, and was 

dedicated to A. F. Marmontel, head of the Paris Conservatory .1 

Harvard Dictionary of Music defines dumka as "a type of Slavic (origi

nally Russian) folk song , of a narrative character and with sudden 

changes from melancholy to exuberance . " The form was introduced into 

serious music by Dvorak.2 Lee has described Tchaikovsky ' s "Dumka": 

A Dumka is an elegy, and the elegiac note is here sounded, in 
this long and rathe r diffuse composition . It is a work of 
importance , and although difficult.1 is more attractive than the 
majority of the pianoforte pieces. J 

Opus 59, "Dumka" ("Rustic Russian Scene") 
Andantino cantabile - Con anima - Poco meno mosso 

Moderato con fuoco - Andante 

A B 

1 46 
c Eb 

D A' 
b a ' / I/ 
78 06 98114 
g • •• E g •••• c 

138 11 

The melancholy theme of Section A consists of two eight-bar 

phrases , both ending on the dominant. It is firs t presented in the right 

hand with a c hordal accompaniment. Following a seven-measure inter

lude the left hand plays the theme with a sixteenth-note right hand 

accompaniment . An extension comprised of alternating C minor and G 

minor chords prepares for the next theme. Section B ( con anima) is 

characterized by a figure with the rhythm () ~ mJ fl ) and heavy 
'-- • I • • , 

chordal passages . Section Ca is composed of the repetition of C and ab 

in the melody and Ab and G in the bass in seven different textures . The 

1Modeste Tchaikovsky, p . 74 4 . 2p. 222. 

3Emest Markham Lee , Tchaikov ski (" Music of the Masters " 
Series; London: John Lane , 1923) , p . 113 . 
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passage begins mezzo-piano and ends fortissimo . A melody with the 

rhythm C)J ___ l~> and cn=r.l) over a repeated-chord accompaniment 

characterizes Cb (Poco meno mosso). A cadenza in E-flat major ends 

the passage. The brief return of the Ca theme is preceded by a brilliant 

octave passage ( Moderato con fuoco). Section D (Andante) is dominated 

by a fortissi mo ascending and descending scale-like melody with a 

thirty-second note broken-chord accompaniment. A chorda l passage 

reminiscent of Section Ca begins fortissimo in E major at measure 104 

and ends piano in A-flat maj or. In A' the opening theme is stated 

pianissimo with an extension. Forti ssimo C minor chords end the compo

sition . 

Wide dynamic range , chordal passages , broken chords, octaves, 

wide leaps, runs , and the cadenza combine to make the "Dumka" a 

virtuoso compo ition. 

"Valse-Scherzo" (1889) 

The "Valse-Scherzo" in A major was written in 1889 and was not 

published until after Tchaikovsky ' s death. 1 

"Valse- Scherzo" (1889) 
Allegro in tempo di Valse 

A B A' 

I~ 1 129 l a1 124 II 
A A A 

Rising and falling scale passages and two-note motives with 

extremely wide leaps are typical of Section A. The chordal accompaniment 

occurs on the first and second beats in most measures. Running figure s 

1Evans , p. 146. 
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with a narrower range than those in Section A and repeated chords in the 

accompaniment at phrase endings occur in Section B. A contrasting 

passage points up G-sharp minor with the scale figure accompanied by 

syncopated tonic and sub-dominant chords. Twenty-four measures of 

Section A are reiterated in Section A' . An extension is distinguished by 

the initial scale and disjunct two-note motives over a tonic open fifth 

pedal point. 

Technical problems in "Valse-Scherzo" include the phrasing, 

wide lea ps and scale passages in the right hand , and occ asional skips 

in the left hand. 

"Impromptu" (1889) 

The "Impromptu" was composed in 1889 for an album dedicated to 

Anton Rubinstein . The pieces in the a lbum were composed by former 

students of Rubinstein at the St . Petersburg Conservatory. l 

"Impromptu" (1889) 
Moderato con moto - capriccioso ed un poco meno animato 

I~ 

The cantabile left-hand melody of the first section is accompanied 

by chords in the rhythmJ._))VJ4,))l> in the right hand. The section 

ends in C minor with a duple figure in the left hand. Seventh chord 

a rpeggios begin every phrase in Section B. Suspension and anticipation 

characterize the four- part texture. The accompaniment figure of Section 

A on the dominant of A-flat major occurs in measure 40 as a transition to 

1Ibid . 
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Section A' . The last ten measures of the restatement a re modified with a 

German sixth and tonic extended cadence . 

Two-against-three rhythm is the chief difficulty in performing the 

composition . Wide intervals in rolled chords and the left-hand melody 

are other problems • 

Opus 72 , Eighteen Pieces 

The eighteen pieces in Opus 72 were composed in the la st year of 

Tchaikovsky ' s life . In a letter to his nephew, Vladimir Davidov, dated 

April 27, 1893 , Tchaikovsky wrote: 

I am engaged in making musical pancakes. Today I have tossed 
the tenth. It i s remarkable; the more I do, the easier and 
pleasanter the occupation grows. At first it was uphill work , 
and the first two pieces are the outcome of a great effort of will; 
but now I can scarcely fix the ideas in my mind, they succeed 
each other with such rapidity. If I c ould spend a whole year in 
the c ountry , and my publisher was repared to take all I com
posed, I might--if I ch~se to work la Leiken--make about 
36, 000 roubles a year! 

In a footnote Modeste Tchaikovsky states that Jurgenson had 

commissioned the composer to send as many songs and piano pieces a s 

he liked, and Tchaikovsky decided to write one number every day. 2 

Evans remarks that Opus 72 is Tchaikovsky ' s most important con-

tribution to piano literature except the sonatas . 

There are none against which the reproach of triviality or 
commonplaceness can be levelled • . • The majority of the 
pieces •• . are difficult enough to demand a well-developed 
technique on the part of the performer, but in comparison with 
the composer ' s earlier pieces the difficulties they present are 
strictly pianistic and not due to his usual craving for colour . 3 

1Modeste Tchaikovsky, p . 704. 2Ibid . 3pp . 146- 147 . 
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Opus 72, No . 1, " Impromptu" 
Allegro moderato e giocoso - Poco meno 

A B A' Coda 

I! ~ ~ ~; 1~; 2 :11 ~0 ~; l~o ~0 ;; 
Aa···· I 00 103 119 II 

f ••• bb .. f .... ob ob ob f •.• bb, .f 

The melody in Section A is c haracterized by an anacrusis of 

three sixteenth notes and a dotted figure . Staccato chords form the 

accompaniment. Aa ends in the relative major . Ab , in the same style, 

moves through C minor and O minor to F minor in a sequence. The 

cantabile melody of Section B (Poco meno) emphasizes the tonic and 

dominant. A tonic pedal point in the bass occurs throughout the section. 

The accompaniment consists of syncopated single and double notes in 

the lower right hand part and broken chords in the left hand. An 

accented tenor counter- melody is added in Bb. Aa and Ab a re repeated 

literally in Section A' . The coda grows from the dotted figure in Aa ' . 

Following a rpeggios in the key of F minor, a modification of the first 

theme is given over a descending bass in a crescendo and diminue ndo. 

The chief technical problems in this "Impromptu" a re wide leaps 

in both hands, especially in the middle section, and the melody and 

accompaniment both in the right hand. 

Opus 72 , No . 2, "Berceuse" 
Andante mosso 

A 

I e 1 
f •• • • Ab 

Evans calls the "Berceuse " an "inspiration . nl The acc ompani-
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ment throughout Section A consists of the tonic on the first and third 

beats in the bass and the dominant in the rhythm ( ;,- JJJ.._,,JJJJ.}> in the 

tenor. The third and raised second degrees in the alto appear in the two

measure introduction and in interludes between phrases. Two melodic 

ideas, each repeated, make up the chordal right-hand theme. It is re

stated an octave higher in rolled chords with wide inteIVals. Section B 

has a more varied harmonic structure, although the A-flat pedal point is 

retained for six measures. The keys of D-flat major, C major, and B

flat major are pointed up in a sequence. Section A' has the same accom

paniment as Section A, but the melody is modified with the rhythm 

4,IJJ__,fJUll)JJb and ( :;Jj "7' fl :,,fl ,,J1. The minor second 
3 3 3 .J 

motive from the accompaniment in Section A and the German sixth are 

used in a pianissimo extension. 

Wide inteIVals in rolled chords, leaps, complex rhythm, and the 

unusual left-hand accompaniment are problems involved in performing 

"Berceuse." 

Opus 72, No. 3, "Tendres reproches" 
Allegro non tanto ed agitato 

a a' 

1 17 
cit cit 

B 

b I 33 48
cit E 

a' b' 

91 99 
cit ci 

129 II

Short, "sighing" motives cJ' IJJ )') are typical of the espressivo 
-7 

melody in Aa and Aa •. The accompaniment is chordal in Aa. The left

hand has the melody in Aa •, with chords on the second part of the first 

beat in the left hand and two-note motives in the right hand as accompani

ment. A series of descending motives in the rhythm ( 7,/Jj jJ) t) com

prise the octave melody in Ab, accompanied by a similar tenor co-..ii,ter-

A 
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melody and chords in the left hand. Descending staccato sixteenth-note 

scales and an opening leap characterize Section B, with an accompani

ment similar to that of Aa. The return of Aa (Aa' ') is modified in texture 

and shortened by eight measures. Aa' is also shortened but is in its 

original form. An extension over a tonic pedal point follows the restate

ment of Ab. 

Wide leaps in the accompaniment, especially in Ab, and the rapid 

scales in Section B are the principal technical problems in "Tendres 

reproches." 

Opus 72, No. 4, "Danse characteristique" 
Allegro giusto - Pochissimo meno allegro 

2 a b 

4 l 55 
D •• D 

B A 

1191 11�33 �83 
G ••• D •••• D 

The vigorous theme of Aa is stated over detached tonic chords on 

the beat. Fortissimo chords open the theme, followed by an eighth-note 

melody with an initial dotted figure in the lower right hand part. The 

right hand also furnishes accompaniment in the form of sforzando chords 

in the rhythm ( 'r J; J) I 'r) 1 )) • The dominant chord of B minor, the II 7 

arpeggio, and the descending D major scale are characteristics of an 

episodic extension beginning in measure 39. In Ab the V7 
-I progression

is prominent in the rhythm c)Jl J) \ n)). A sequential pattern empha

sizes F major and G minor. A disjunct staccato melody in octaves with a 

staccato disjunct accompaniment in the same predominately eighth-note 

rhythm occur in Section B. Full chords in contrary motion lead to the 

literal repetition of Section A. 

The octaves and disjunct accompaniment make Section B the most 

21a II 
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difficult passage in this composition. Wide intervals and leaps in Sec

tion A are additional technical problems. 

Opus 7 2 , No . 5, "Meditation" 
Andante mosso 

9 
8 

A B A' 

l 136148 
D •• F •• D 

Weinstock describes Tchaikovsky ' s "Meditation" as "perhaps the 

best of all his compositions for solo piano . "l A four-note upbeat figure 

occurs with varying intervals in the cantabile melody of the first sixteen 

measures of the piece. In t he first eight measures rolled chords on the 

strong beats form the accompaniment; a duple figure is added to the 

accompaniment in the next eight measures . Beginning in measure 16 an 

eight-measure theme characterized by a repetitious two-note motive and 

a duple figure are stated over an accompaniment with a descending bass. 

Its repetition is extended over a c rescendo to modulate to F major. In 

Section B a theme in chords and octaves soars to a climax in D minor in 

measure 4 0 over an arpeggio accompaniment . A diminuendo and ritenuto 

wit h motives from Section A and a descending re peated-chord accompani

ment lead to Section A' . The first theme is given in the left hand with a 

s ixteenth-note accompaniment , followed by a stringendo and crescendo 

into a fragment of Section Bin the tonic in measures 57-58. A portion of 

the second theme of Section A with a syncopated accompaniment leads 

into a pianissimo extension distinguished by trills outlining the tonic 

chords . 

Technical problems include rolled chords with wide intervals, 
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leaps, complex rhythms, rapid octaves and arpeggios, and double-note 

arpeggios. 

Opus 72 , No . 6 , "Mazurka pour danser" 
Tempo di mazurka 

3 
4 

A 
a b a ' 

Blb 24 49 
D ••• Bb 

B A 

11 06 ll ~63 
E .. B 

b a ' 
136 lgO 
D .. . B 

192 II 

The metric units (~) ~.h-\? Jr,( ) and (d n J_l/,P dJ\ i per-

sist in the melody of Section A. Detached , slurred , and broken chords 

form the accompaniment. A tonic pedal point in D major occurs under 

staccato eighth-note figures in eight measures of Ab , followed by a 

fortissimo dotted motive in B-flat major accompanied by full chords. The 

section ends with the B-flat major scale in measures 78- 80. Section B 

is characterized by a cantabile melody in the rhythm (ol ¢1ci /J> r)] J r) 

with a detached chordal accompaniment. Section A is restated com

pletely. 

Leaps , full chords, sudden dynamic changes , and staccato 

eighth-note runs are the chief technical problems in "Mazurka pour 

danser. " 

Opus 72 , No. 7 , "Polacca de concert " 
Tempo di polacca - Tempo giusto 

Introduction A B A' 

I ~ 1 I~ :II ~7 ;~ I 59 1:b 
Eb B ••• E 

b a ' 
95 117 
c •• , Eb 

Coda 

I 133 16511 

A fortissimo octave passage emphasizing the dominant (quasi 

cadenza ad libitum) introduces Tchaikovsky ' s "Concert Polonaise." Aa 

(Tempo giusto) 1s characterized by full chords and octaves in c ontrary 
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motion. The typical polonaise rhythms in Ab are ( )..,r;J d .,,lj / .,,I~ i ..I' ) 
in t he melody and (.,f)j Jl. )) ) in the accompaniment. The passage . ' 
points up F minor , B-flat minor , B-flat maj or, G-flat major, and D-flat 

major with forte chords and octaves . Aa ' is extended with octaves in 

contrary motion and ends in the tonic. Section B has an accompaniment 

pattern s imilar to Section Ab; the single-note melody is dominated by the 

rhythms (JJ..__,17J.[!/DJi and Cl,~ ,P ). A cadenza emphasizing 

the dominant of B major occurs i n meas ure 76 . Statements of the initial 

theme of Section B in G maj or and B-flat major form the transition to the 

re statement of Section A. The coda begins with a passage building from 

oiano to fortissimo over a dominant pedal point. Broken tenths , full 

chords , and double octaves bring the composition to a ffff c lose. 

The broken tenths and octaves in t he coda present the most diffi

cult technical problems in "Polacca de concert . " Additional problems 

occur in the cadenza and in extensive octave , scale , and chordal pas

sages t hroughout t he composition. 

Opus 72 , No. 8 , "Dialogue" 
Allegro moderato - Un poco sostenuto - Un poc o animando 

A B 
3 
4 1 31 I 43 

B • . . Eb • . • B 

"Dialogue" is unified by similaritie s in melodic and accompani

ment elements in the sections. The melody (quasi parlando) alternates 

in short phrases from the treble to the bass clef throughout the piece . 

Section A, characterized by a single - note melody with repeated-chord 

accompaniment, points up the German sixth of B major and G major. Be

ginning in E-flat major at mea sure 31 ( Un poco sostenuto) the melody , 



80 

typified by a motive in the rhythm (:r):,1,,) ), is most often in the bass 
"7 

clef. The passage has a miniature three-part form, with a modified 

return of the first phrase after a departure in G minor. Section B ( Un 

poco animando) begins in the same style as the preceding phrase. After 

a fortissimo chordal passage two-note motives in the rhythm ( r .. ~ ) 

alternate in the treble and bass clefs with a chordal accompaniment 

similar to Section A. The German sixth is prominent in this passage and 

in the pianissimo cadence. 

The chief problem in performing "Dialogue" lies in leaps from one 

part of the keyboard to another in the melody . Portions of both sections 

contain wide leaps in both hands . Rhythmic subtleties and chromatic 

harmonic progressions are additional problems. 

Opus 72, No . 9 , "Un poco di Schumann" 
Moderato mosso 

I~ 
A B A' 
a b a ' I la b a " 
1 9 223353 61 74 
ob •• f ••. ob . . . bb .•• Db .. . f ••. Db 

The rhythmic unit ( 7) j,rJ ,IJ /JJ) and the chordal texture are the 
7 ? 

main Schumann influences in this composition. In Section A the melody 

and the bass are ofte n in contrary motion, the melody descending and the 

bass ascending . Ab is in essentially the same style as Aa but i n the key 

of F minor. Section B is characterized by a repeated chord e ighth-note 

figure and by leaps from one part of the keyboard to another . Aa and Ab 

are repeated exactly . Aa " is modified by an extension distingui shed by 

the opening melody repeated in the lower right hand part with chordal 

accompaniment. 

Chordal texture and wide leaps are the principal technical prob-
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lems in "Un poco di Schumann." 

Opus 72, No. 10, "Scherzo-Fantaisie" 
Vivace assai 

A B 

a 'll b o' ll~ a 11 6 b ll $a' 11 12 
A' Coda 
a b a" 

l2ss 312 II 

Rapid eighth notes in groups of three and detached chords are 

typical of Section A. Aa ends on the dominant of G-flat major . Section 

B is largely sequential, with two sequences movino down in fifths from F 

minor t o B-flat minor separated by a passage in B-flat minor and E-flat 

minor. Aa' has no repeat, but a fourteen-measure modulatory extension 

is added. Section Ba (L 'istesso tempo) is characterized by a dolce 

cantabile melody primarily in half notes and a broken-chord triplet 

accompaniment (.J .J .l .1).) ) with a tonic pedal point. Both the melody and 
3 3 

the accompaniment have wide leaps. Beoinning in measure 110 an 

eiohth-note stoccato fioure (also with wide leaps) is added to the rioht 

hand . The descending mel ody in Bb is imitated a third lower over a rising 

bass altematino with a tonic pedal point. In Ba ' the melody 1s accompa

nied by risino triplet fioures cm .)JJ ,f}J )JJ) and slurred chords • 
.3 .3 .3.3 

Sections Aa and Ab are restated without the repeat in Aa. The coda 

emeroino from Aa " continues with the eighth-note figure and chords over 

a tonic pedal point. 

Rapid figures with leaps and chords wit h wide intervals are the 

main technical problems in Section A. Section B contains even wider 

leaps and four-against-three rhythm . 
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Opus 72 , No. 11 , "Valse-Bluette" 
Tempo di valse 

A 
a b b' a 

B 
a b a ' 

168 85 106 
B •• . e •• B 

A' Coda 

16211 

The melody of Aa outlines the tonic and dominant chords in the 

rhythm (f JJJJ \) / > J t ); the chordal accompaniment is distinguished 

by accented first beats and a tonic pedal point on the third beat. Ab 

points up the relative minor with a lyrical octave melody and chordal 

accompaniment . The cantabile theme of Section B moves downward ste p

wise except for an upward leap of a fifth. With a similar theme Bb moves 

through the keys of E- flat minor, F minor , C minor , C major , and A minor. 

Arpeggios on the dominant of B major, a descending scale, and trills on 

the lowered sixth degree and the fi fth degree lead to Ba ' . The return of 

the first section (A ') contains only the first theme. The pianissimo coda 

continues in the same style as A' and ends with detached chords. 

Performance problems in "Valse-Bluette" include wide leaps in the 

accompaniment, left-hand melody , scale passages , and chords with wide 

intervals. 

' Opus 72 , No . 12 , "L 'Espi~gle" 
Allegro moderato - Poco piu trangui llo 

A B A' 

lo 1 11a 129 
E E E 

The melodic line in Section A descends in the rhythm 

(S't~ 1 l ) and after a leap ascends in eighth notes. The chordal 

acco~pa~iment is in the rhythm (J1) 'rJ)) l ) • Staccato sixteenth notes 
~ .._.., . -
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in a disjunct pattern in both hands and full chords lead to Section B 

(Poco pi~ tranguillo). Tenths with grace notes and single notes in the 

rhythm (_Jl}) ~w~~ ) characterize the right hand part of the middle 

section . Ascending and descending figures in the rhythm 

(::,} m I ,r;r;J J1tj l) t ) occur in the left hand. Staccato sixteenth-~ -t.µ ---- \.....-' 

note scales form the transition to Section A' . The disjunct staccato six

teenth-note passage in A' is modified, and the grace note motive from 

Section B is used at the final cadence. 

Wide reaches, especially i n Section B, and rapid staccato pas

sages with leaps create the most difficult technical problems in 

"L'Espi~gle." 

Opus 72 , No. 13, "Echo rustique " 
Allegro non troppo 

A B C B 

I! lb I 12 120 l39 
E Eb Bb Eb 

D B A' B' 

lss 162 178 lag 1os II 
Eb Eb Eb Eb 

A forte melody in the rhythm ()r-ri)]/))) ) accompanied by 
f ..... -

chords on the first beat characterizes Section A. Section B, the main 

theme in the rondo-like structure of the composition, consists of an 

eight-measure period and its repeat an octave higher. The theme (quasi 

campanelli) has a treble melody i n the rhythm CD!? /Jffl:~Q) with a 

sixteenth-note broken-chord accompaniment in both hands. Each con

t rasting section ends with a measure in 3/4 meter. Section C has a new 

melody in the rhythmic pattern of Section A. Pesante , fortissimo chords 

in both hands comprise Section D. Section A' is a slight modification of 

Section A. The main theme is heard in a lower octave in B' with a differ

ent accompaniment . An extension ascending wit h a crescendo closes 
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"Echo rustique . " 

Keeping the melody clear in the quasi campanelli theme , full 

chords , wide leaps , light touch qualities , and sudden dynamic changes 

are the principal technical problems in the piece . 

Opus 72, No, 14 , "Chant ,legiaque" 
Adagio - Pi~ mos so moderate assai 

A 

IO a b a 
l 9 17 
ob ob ob 

B A' 

124 I~ ~ 
ob . • o 

B' 
b ' a " I I\ 
63 71 082 93 
ob ob ,b 

Repeated note s in the rhythm c)) JJ' J J) are typical of the melody 

in Section A. Rolled chords on the first and third beats in the right hand 

and octaves and chords in the left hand form the accompaniment in Aa . 

Ab is in a s i milar style , but the right hand chords are not rolled. Both 

Aa and Ab point up the relative minor and the lowered sixth degree. The 

melody of the contrasting section ( Pi~ mosso moderate as sai ) is made up 

of short motives in the rhythm (fl ~ ) . A dominant pedal point pe rsist s 

in the accompaniment in the first seven mea s ure s , followed by a passage 

in F minor with a dominant pedal point. In measures 38-42 the theme is 

in the left hand in the key of A major with a triplet accompaniment. The 

theme returns to the right hand in measure 44 in F-sharp major . The 

transition to the return of the fi rst theme moves through B minor, C-sharp 

minor, and E-flat minor , and is d istinguished by the lowered sixth 

degree . In Section A' the melody and a thirty-second note arpeggio 

accompaniment a re divided between the hands . A trill precedes the brief 

return of the B theme . 

Section A' with its rapid arpeggio accompaniment is the most dif

ficult section . Problems in Section B include two-against-three rhythm 
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and melody and chords in the right hand with the left-hand accompani

ment in the same position. 

Opus 72, No. 15, "Un pocodi Chopin" 
Tempo di mazurka 

A 

I~ a b a 
l 17 3j 
c# E • • • c 

b a 

A 

A 
b ' I a b a 

132 lj8 
E .... c 

16311 

The melody of Aa is characterized by the rhythmic patterns 

<JliJF f.r! ~ /J ) and <Jj~ ,Q ). Tonic octave s on the second beat 

and chords on the third beat form the accompaniment. Ab is contrasting 

in Its more vigorous style as well as in key. Distinguishing features of 

Ba include chords in the right hand in the rhythm cm1 ml rn ) and a :::> :'f~f-
dominant and tonic open fifth pedal point in the left hand . Bb has a left-

hand melody on the second beat with a rapid triplet accompaniment. An 

extension of the triplet accompaniment of Bb ' leads to the literal repeti

tion of Section A. 

Leaps in the accompaniment present the main problem in playing 

"Un poco di Chopin . " Additional problems are octaves in Ab and the 

tri plet accompaniment in Bb. 

Opus 7 2 , No. 16 , "Valse }i 5 temps" 
Vivace 

A B 

I~ a b a 
1;2 

b 
l 8 24 48 
D A D G B 

A 
a ' 

1~0 
b a 

100 II 60 76 92 
G D A D 

Rhythmic units of three and two beats characterize "Valse ~ 5 

temps . " The disjunct , staccato melody of Aa has the rhythm 

( nl ! n ~I~ ); the accompaniment has the rhythm ,~, /ID p ). In 
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Ab the melody is alternately in the left and right hands, the rhythm pat

tern cJJ j .. L n) is added to those set forth in Aa , and a dominant pedal 
-- 7 

point occurs in the accompaniment. Similar melodic and rhythmic pat-

terns are contained in Ba , which has a t onic open fift h pedal point . The 

divided second beat previously in the accompaniment and eighth-note 

chords alternating between the hands typify Bb . Section A is reiterated 

completely. 

The principal technical problem in the composition is the 5/8 

meter . Good melody-accompaniment balance is difficult, especially in 

passages where the same hand plays melody and accompaniment and in 

passages where the melody is divided between the hands. Another prob

lem occurs in Section Bb, where the hands alternate staccato chords . 

Opus 72, No . 17, "Passt'lointain'~ 
Moderato assai quasi andante - Piu mosso molto agitato 

B A' 

la ' :1121 I 49 
g •• • .Eb 

The cantabile theme of Aa is composed of short descending 

motives ove r a half-note chordal accompaniment in both hands. An 

ascending melodic line, rolled chords , and repeated chords in the rhythm 

().)) J ) are character! stic of Ab • 
\ 

Section B (Piu mosso molto agitato) 

contains four-measure phrases of two-measure units. The melody has 

more leaps than the melody of Section A. Octaves and chords in the left 

hand and syncopated notes in the right hand form the accompaniment. 

Arpeggios in the dominant of G minor and the dominant-seventh of E-flat 

ma jor are features of the transition to Section A'. The melodic and har

monic structure of Section A' is essentially the same as Section A, but 
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the accompaniment consists of sixteenth-note broken chords divided 

between the hands. An extension points up the dominant and its domi

nant and the super-tonic and its dominant over a tonic pedal point . 

Chords with wide intervals in Section A, the syncopated accompa

niment figure in Section B, and the broken-chord accompaniment of Sec

tion A' are the chief technical problems in "Passe'lointain." 

' Opus 72, No . 18, "Scene dansante" ("Invitation a la Trepak") 
Allegro non tanto - Allegro vivacissimo 

Introduction A B A1 C A2 

I~ 1 9 2g 35 47 l6sl s0 l1oo l1osl116 
C d .• E •. D •• C . . C C C C A 

I 

D A3 E A4 F A5 

I 120 I 132 I 14s I 1s6 11 7t> I 190 23711 
A . •• C •• C C C .• C 

Lockwvod co::1siders "Invitation a la Trepak" "desirable as a con-

cert number or for one ' s own pleasure. " 1 A short motive on three notes in 

the rhythm (~m )dJ ,_Q)! t) persists throughout the composition. A 

marcato theme punctuated by detached chords begins the introduction 

(Allegro non tanto) and alternates with the characteristic motive (.!ill! 
mos so) stated on three levels (in D minor, E-flat major, and D maj or) . 

Detached eighth notes emphasizing the dominant in an accelerando lead 

into the main body of the work . 

Beginning at measure 65 (Allegro vivacissimo) the characteristic 

theme (A) is stated in various styles and lengths with contrasting pas

sages also of various styles and lengths . In Section A it is given in 

piano chords in the right hand , in single notes in the left hand , and 

embellished with sixteenth notes in the right hand . The first contrasting 

passage (B) is typified by staccato eighth-note chords wit h grace notes 

1p. 198. 
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and by forte octaves and chords. The lowered sixth degree is used in 

the accompaniment of Al and in the fortissimo passage beginning in meas

ure 108 (Ct. In A2 the motive occurs in the lower right hand part under 

sync opated chords . Section D is distinguished by octaves in the left 

hand and broken chords and syncopated chords in the right hand. Right

hand chords alternating with non-harmonic passing tones in the left hand 

modify the characterist.ic motive in measures 133-140 of Section A3. The 

lowered sixth and raised fourth degrees occur in the remainder of the sec

tion . Chords and broken chords with wide leaps characterize Section E. 

In A4 the motive occurs first in the bass , with the C major scale in 

glissando in the right hand. Full chords in both hands dominate measures 

16 5-175 . Sixteenth-note figures with broken octaves in the right hand 

over a chromatically rising bass build to a fortississimo climax of 

descending octaves in Section F. The final vigorous statement of the main 

theme (AS) is characterized by the lowered sixth degree in chords with the 

hands beginning far apart and moving closer together to make a tremolo 

effect in measures 217-220. An extension reminiscent of the introduction 

points up the Neapolitan sixth in a ritenuto and diminuendo to 

pianississimo. A fortississimo tonic chord and tonic octave end the 

"Invitation~ la Trepak . " 

Extensive octave and chordal passages with very wide leaps make 

this composition difficult. Sudden dynamic changes, syncopated rhythm, 

and a variety of touch qualities present other technical problems. 

"Aveu passionm(" 

"Aveu passionn6 11 has no opus number or date. It is included in 

Volume II of the Peters edition and in Volume VIII of the Soviet Union edi

tion . 
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"Aveu passionn/o• 
Moderato mosso molto rubato 

A B A' 

1 I 1s 37 
e D •• e 

Coda 

I so s3 II 
e 

The left-hand cantabile melody of Section A is composed of units 

in the rhythm (D / J J ) and (fl I../,) D / J) ), Rolled chords in the left 
7 

hand and repeated chords in the rhythm ( 7,QJTI._/J ) in the right hand 
;J 3 

form the accompaniment . The raised fourth degree and the raised n7 
chord are emphasized in the first section. Section B has a right-hand 

melody in the rhythm (~ o 1 I J n [)fl)) over a syncopated accompaniment 

with a tonic pedal point . B minor, it s dominant , and t he German sixth of 

D major are important harmonic departure s in the section. Full chords 

over a pedal point on the dominant of E minor characterize the transition 

to Section A' . After ten measures of literal restatement of Section A, A' 

is modified by the dominant and II7 of D major and the raised n7 of E 

minor. Descending motives in the rhythm (.,IJ /))) and syncopated tonic 
? 

chords characterize the coda. 

Left-hand melody, complex rhythm , and chords with wide inte r
/ 

vals are the chief technical problems in "Aveu passionne." 



CHAPTER III 

SUMMARY AND CONCLUSIONS 

Summary 

The purpose of this study was to report formal and stylistic fea

tures, technical problems, and pedagogical possibilities of the solo 

piano works of Peter Ilich Tchaikovsky. According to the most complete 

lists of Tchaikovsky ' s piano compositions in Grove ' s Dictionary of Music 

a nd Musicians 1 and in The Music of Tchaikovsky . 2 he composed one 

hundred and eleven pieces for piano solo. Ninety-three of these were 

available to t he writer and have been analyzed in thi s study. "Aveu 

passionne, " a work without opus number or date found in Volume II of the 

Peters edition and in Volume VIII of the edition published in the Soviet 

Union but not included in either list of Tchaikoveky ' s works, was also 

analyzed. The various volumes of Tchaikovsky ' s ,Jiano works ,,sed in the 

study have been bound and placed in the library of the Texas Woman ' s 

Unive rsity . 

Titles of Tchaikovsky ' s solo piano music are similar to those of 

the Romantic period described in Chapter I. They include sonatas, 

scherzos , waltzes , romances, nocturnes, impromptus , caprtccios, 

mazurkas and other stylized dances , and many character pieces with 

more specific titles . 

Tchaikovsky preferred the three-part form for his solo piano com-

1Vol. VIII , pp . 347-348 . 2pp. 245-246 . 
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positions. Sixty-six of the short forms and three movements of the 

sonatas are written in ABA form . Thirty-eight of these pieces have three

part or two-part forms within the sections . In twenty-nine compositions 

the return of the first theme is modified only slightly , usually near the 

end before an extension or coda. The first section is repeated literally 

without an extension or coda in seven pieces , and a coda is added after 

a complete restatement in ten pieces. Three pieces have a fragmentary 

return of the opening theme; seven have a return modified in texture or by 

a d ifferent accompaniment . 

The middle sections of the three-part forms are in contrasting 

keys except in "Valse-Scherzo" (1889), Opus 72 , No . 12, "L'Espiegle , " 

and i n some of the short pieces in Opus 39 , Album for the Young. In 

forty-one compositions a major-minor relationship exists between the A 

and B sections, with the relative major-minor relationship in nineteen 

cases. The c ontrasting section is in the relative major or minor of the 

dominant or sub-dominant of the original key in sixteen of the pieces . 

The fourteen compositions remaining in the major mode have a middle 

section in a closely related key or are approached enharmonically. Most 

of the B sections have contrasting styles , and many are in a different 

tempo . 

Other forms studied include the two sonatas , Opus 80 and Opus 

37 , the "Theme and Variations , " Opus 19 , No. 6 , the "Fugue , " Opus 21 , 

No. 2, two- part forms and their expansions , rondo, and rondo-like 

forms . 

Both of the sonatas have four movements with the first movement 

in sonata form, the second movement an Andante, and the third movement 

a Scherzo. In Opus 80 , Sonata in C-sharp minor , the second and third 

movements a re in three-part form , and the last movement is in sonata 
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form . The second and fourth move ments of Opus 37, Sonata in G major, 

are in rondo form, while the third movement has a three-part form . 

"Theme and Variations," Opus 19 , No . 6 , consists of a sixteen

measure theme in F major, twelve variations , and a separate coda . Each 

variation is in a closely related key and is based on the melody of the 

opening phrase of the theme . Opus 21, Tchaikovsky ' s next piano work , 

is comprised of six pieces on one theme . A common melodic motive and 

closely related keys unify the six pieces . Opus 21, No . 2, the only 

fugue Tchaikovsky composed for pi ano, follows traditional fugue structure . 

Opus 72 , No. 8, "Dialogue , " and some of the short pieces in 

Opus 39 , Album for the Young, are in two-part form. Four works are in 

ABAB form, which might be considered an expansion of the two- part form. 

Of these , Opus 5 , "Romance , " and Opus 40, No. 6 , "Chant sans 

paroles , " have a final extension and coda , respective ly, after the 

second statement of B to return to the original key . In Opus 10, No . 1, 

"Nocturne , " the second statement of the B theme is given in the same 

key as the first the me (A) . Opus 72, No . 14 , "Chant ~le'giaque," 

remains i n one key . Several compositions in the Album for the Young , 

Opus 39, have expanded one-part and two-part forms . 

Opus 2, No. 3, "Chant sans paroles , " Opus 37a , No . 2 , "Carni

val , " and Opus 40 , No. 9, "Valse," have an ABACA rondo form. An 

unusual rondo-like structure occurs in Opus 72, No. 13 , "Echo rustique": 

ABCBDBA' B' . Here Bis the recurring theme , and the firs t theme (A) 

returns before the fina l statement of B. This piece remains in the origi

nal key with the exception of a departure to the dominant key in Section 

C . "Invitation~ la Trepak," Opus 72, No. 18 , is in simple rondo form 

with five contra sting epi sodes . Except for an introduction , the third 

state ment of the t heme , and the third episode , the composition remains 
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in the tonic key. 

Two other forms remain . Opus 8 , "Capriccio," has an ABCB 'A' 

form, with the return of Bin a different key. Opus 59 , "Dumka," is in 

ABCDA form, with an internal three-part form in Section C. 

David Gregory Mason' s opinion that some characteristics of 

Tchaikovsky ' s music are results of emotional insta.bility was mentioned 

in Chapter I . The composer ' s use of the minor mode , repetitive rhythmic 

figures , and dramatic climax were observed in the study of his solo 

piano works . Mason states: 

He never, in fact, wholly outgrew certain peculiarities which 
are direct results of his emotional instability , his slavery to 
mood. His persistent use of minor keys , for example, is , as 
the doctors say , symptomatic. • • • Of course too much should 
not be argued from a detail of thi s sort , but the major system 
i s so naturally the medium of vigorously objective thought that 
we instinctively suspect the health of mind which harps con
tinually upon the minor. By a somewhat similar tendency 
towards self-involution , the natural result of intense emotion
ality, Tschaikowsky inclines to monotony of rhythm; he gets 
hypnotized , as it were, by the regular pulsation of some recur
ring meter, and he continues it to the verge of trance. • • • But 
perhaps the most striking evidence of this servitude to passion 
• • • is his constant use of climax .1 

At least in the solo piano works , Tchaikovsky did not use the 

minor mode persi stently. In fact , nearly two-thirds of the works studied 

are in major keys. 

The writer did find monotony of rhythm, however . In most of the 

works , from Opus 1, No . 1, to Opus 72, No . 18 , Tchaikovsky sets forth 

a rhythmic pattern and repeats it over and over again. The rhythmic 

units vary in length from one beat to three or four measures. Stylized 

dances and characteristic pieces , such as "Barcarolle , " Opus 37a , No . 

6 , are particularly repetitious rhythmically. 

Except in the more concise pieces, the "constant use of climax" 

1pp. 166-168. 
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cited by Mason is present in Tchaikovsky ' s piano music . In some 

instances the climax relies on dynamics alone, but in most compositions 

a combination of dynamics , rhythm , and melody create the climax . One 

striking characteristic of Tchaikovsky ' s use of dynamics is the frequency 

of pianissimo extensions or codas with a diminuendo to pianissimo. The 

scores are marked with extremes of intensity from ..Pru2.P to ffff and with 

frequent markings such as crescendo, diminuendo , and sforzando. 

Mason remarks that Tchaikovsky 's "melodic fertility alone is 

enough to rank him with the great constructive musicians." 1 Although 

the piano music is r• ch in a wide variety of melodic ideas , some rather 

consistent melodic features occur in the compositions . One such char

acteristic is the frequency of stepwise two-note slurs, with the second 

note cha nging the harmony while common tones are sustained or repeated 
\ 

in another part of the texture . Opus 1, No . 1, "Scherzo a la russe," 

Opus 8 , "Capriccio," and Opus 19 , No. 4, "Nocturne , " are some of the 

pieces in which this characteristic was observed. Broken octaves and 

chords slurred in two and three-note groups form another melodic and 

accompanimental feature . This was found in the early compositions as 

well as in Opus 72 , No . 16 , "Valse 1 5 temps" and Opus 72 , No . 18 , 

"Invitation),_ la Trepak . " Tchaikovsky quite often built his melodies from 

short units and melodic sequences. The opening themes of Opus 39 , No, 

21, "Sweet Dreams , " and Opus 40, No. 2 , "Chanson triste," are 

examples of the composer ' s use of melodic sequence . 

Pedal point is a common harmonic device in the piano works 

studied. The pedal point is not always sustained; often it occurs in 

syncopated accompaniment or alternates with chords as part of the 

1p. 169. 
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accompaniment. Usually it is in the bass on the tonic, although it 

sometimes occurs on the dominant or as a tonic open fifth. 

Tchaikovsky uses the augmented sixth chords frequently , particu

larly the German sixth chord . It appears at modulations and as a har

monic contrast within a key, but most often in extensions and final 

cadences. The lowered sixth degree and the lowered sixth chord are 

other distinctive harmonic features of the music studied. 

Various methods are utilized in modulations from one key to 

another. Frequently there is no preparation at all when the new key is 

closely related to the first , as in Opus 9 , No . 2 , "Polka de Salon," 

Opus 37a, No . 9 , "Harvest Song , " and Opus 40 , No. 9 , "Valse." 

Another modulatory device involves fermate and/or rests before a new 

se ction. Often a tone common to both key s is contained in the chord 

with the fermata , or the chord is the dominant of the new key . Sometimes 

no apparent relationship exists between the tonalities , in Opus 2 , No . 1, 

"Ruines d 'un ct:ateau," for example. Repetition of figures with altera

tions on various levels is another means of transition from one section to 

another. This may be observed in Opus 5, "Romance , " Opus 21, No . 5, 

"Mazurka , " and Opus 37a , No . 11 , " 'Troika ' Drive . " Sequences are 

frequent in modulations within sections. Other modulatory devices 

include dominant preparation , chromaticism , and the use of enharmonic 

chords or tones. 

Edwin Evans ' assertion t hat many of Tchaikovsky ' s piano pieces 

seem t o want orche stratinq l is borne out by the study. For example , 

quasi cello is indicated for a left- hand melody ir. the middle section of 

Opus 9 , No . 1, "Reve rie . " Quite often melody and accompaniment are 
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far apart in the same hand. Chords with wide outer intervals , imitative 

passages in which the same hand is required to play melody or accompa

niment with a wide range, and extremely wide dynamic ranges are other 

characteristics suggesting orchestration. 

Many of the technical problems stem from the awkwardness of 

such passages. Intricate and complex rhythms, broken octaves, runs and 

a rpeggios, double notes , and melody-accompaniment balance are other 

frequent problems involved in playing Tchaikovsky 's piano music. 

Many compositions useful for teaching or recital are found in the 

solo piano works of Tchaikovsky. They range in difficulty from the 

easiest piece in Album for the Young , Opus 39 , to the difficult "Theme 

and Variations," Opus 19 , No . 6 , and the "Dumka , " Opus 59. 

Although the Peters edition of selected piano works by Tchaikov

sky i s not as complete as that published by the Soviet Union, it is much 

easier to obtain and contains a good representation of the music. The 

Album for the Young . Opus 39, is easily available as a separate publica

tion (Peters and Schirmer) , and selected pieces from Opus 39 and Opus 40 

are found in various albums. 

Conclusions 

1 . Although some of the piano compositions are uninspired and 

uninteresting , it is the opinion of the writer that many of the solo piano 

works of Tchaikovsky are appealing and worth-while material for teaching 

and recital purposes . 

2 • The. range of difficulty extends from grade two to grade six or 

seven. A good percentage of the music falls in the intermediate range. 

3. The form structure is generally not complicated but follows a 

simple or expanded three-part form. Other forms include two sonatas , 
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one fugue, one theme and variations, several expanded two-part forms, 

rondo , and rondo-like forms . 

4 • Much literal and a lmost literal repetition occurs in all the 

form classifications . 

5. Rhythmic problems , such as two-against-three rhythm, syn

copation, and repetitive figures , abound . 

6. A melodic style predominates, making melody- accompaniment 

balance essential . The proble m of balance is complicated in passages 

where the melody is alternated between the hands or where part of the 

accompaniment is played in the same hand as the melody. 

7 . Leaps from one part of the keyboard to another and wide inter

vals in chords or parts to be played simultaneously by the same hand are 

frequent technical problems. 

8 . The solo piano music of Tchaikovsky reflects the qualities 

and characteristics of the Romantic period--it s forms and titles, har

monic complexity, use of dynamics , emotionalism , and sentimentality . 
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