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Three Ecossaises Composed 1826

Title The three dances, composed when chopin was sixteen, are
written in the popular "Scottish" style of his day. They are all

in a 2/4 meter and have melodic content which skips around like a
dance step.
Form No.1 measures 1-8
measures 9-17
measures 18-end
measures 1-8
measures 9-12
measures 13-end
measures 1-8
measures 9-16
measures 17-end

No.?2

No.3

>DOI>IT>OI>>I> 0>

Tempo Vivace-Very lively

Style &

Interpretation The Ecossaises are short pieces whose virtuoso
content Chopin makes reference to by describing them as
"brillante". They are truly masterful piano pieces written by a
young man of sixteen. The melodic Tleaps not only demand
mastering a pianistic problem, they are also an essential part of
the musical style. The third Ecossaise is a wonderful study in
finger co-ordination. There 1is much to be accomplished, in
principle, mastering these simple pieces.

Advice on

Practice Co-ordination between the hands is essential. The
dance quality of the music demands that the 2/4 rhythm be light
but exact. In the first piece there is an obvious down-up motion
of the hand. The stronger movement is on the the first 8th note,
the Tighter on the second 8th. Absolute legato is essential for
the second Ecossaise. All slurs must be carefully observed as
they create the musical style and character. Master the motive in
number three; the character of the piece is contained in the
arabesques (ornaments).
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Preludes 0Op.28 No.4,6,7,9,11,13,15,20,and No.26
Composed 1836-1839

Title The Preludes of Chopin are not only among Chopin’s
finest works, they represent one of the greatest compositions in
the history of music. Within the context of the Twenty-four
Preludes, Chopin demonstrates an infinite variety of imagination,
color, pianism and emotion. The set travels the circle of fifths
going from C major to A minor-G major to E minor and then upwards
by fifths. Each piece represents an individual character and
pianistic problem. The amazing changes of character from one
piece to the other is what sets this opus apart from all others.
Chopin never seems to run out of ideas. The genius of the
composer becomes more evident with every Prelude. Because of the
magnitude of their difficulty, I have selected a group of
Preludes slightly less demanding for a pianist on his way to
becoming a "Virtuoso."

Prelude No.4 E Minor

Style &

Interpretation This monumental short piece 1is really unique in
every way. The downward chromatic movement of both melody and
harmony are most advanced; it is a precursor of the harmony of
Richard Wagner still many years in the future. The melody barely
moves taking on a type of pathos that one physically feels as it
finally falls each half-step. The eighth note accompaniment in
the left hand creates a sense of the human pulse. This is one of
Chopin’s most evocative pieces.

Advice on

Pracice Each time the B in the melody is played, its color
changes as its harmonic bass changes. There is a kaleidescopic
movement of the same material as the music slowly turns. Practice
the left hand alone sustaining the harmonies and, with the use
of the pedal, slide from one harmony into the other. Chopin
writes extended slurs to emphasize his desire to create a long
sustained Tine. It is advisable to sing the right hand with your
voice, not playing it with your hand, in order to feel how the
neighbor note C is expressed in the opening measures.



Prelude No.6 B minor

Style &

Interpretation One of Chopin’s great friends was the cellist,
Auguste Franchomme (1808-1884), for whom he wrote his Cello
Sonata and Trio. This Prelude could have been written for him. as
the beautiful melody in the left hand seems made for the cello.
Once again, there are these wonderful extended lines. The "sotto
voce" gives an airy and intimate quality to the sound as opposed
to the full espressivo voice. The piece is somewhat prayerful in
character, meditative and reflective.

Advice on

Practice The right hand motive, with a slight accent on each
beat, has a vocal character. Try to say "father-father-father" or
"mother-mother-mother"”, in order to find the right inflection.
Also, play the fifth finger into the key on the strong eigth and
out from the key on the weaker eigth. In order to execute the
legato of the 1left hand, the hand must be relaxed and the
fingering must be perfect. The subtle rubato is written into the
music and should not be exaggerated.

Prelude No.7 A Major

Style and

Interpretation These three lines of music are known to every
pianist in the world. The two eight bar phrases reflect true
genius especially when he changes the second phrase slightly and
moves to his F#7 chord in m.12; so subtle and yet profound. These
little harmonic changes are what make Chopin different from
ordinary composers. The rhythmic motive is the same every two
bars, but 1is continually 1in harmony and melody. This piece is
simply a complete composition in miniature.

Advice on

Practice Be sure not to stop the flow of the music after every
two bars, but allow the phrases to connect to each other. There
is a danger to fragment the music. It 1is also not necessary to
exaggerate the phrasing as the music should remain simple. Its
most expressive moment is in measure 12, where one can Tlinger as
long as one wishes.



Prelude No.9 E Major

Style &

Interpretation Here we have two melodies working in concert and
yet pitted against a triplet accompaniment. There is a struggle
going on musically which is very forceful. Chopin moves from
forte to fortissimo, then drops back to piano and finally crashes
into a fortissimo climax at the end. The harmonic transition of E
major to A flat major should be played with great drama. Chopin
employs the sonorities of the lower mid-range of the piano. The
rhythmic repetition of the motive 4/4 bonds the
melodic content.

Advice on

Practice Be sure the beats are played absolutely together
between the hands. Make certain the triplet accompaniment is
constant and somewhat relentless. The two melodies on top and
bottom must adhere to the droaning rhythm. Be aware that the bass
melody uses a 32nd note and not a 16th. This subtle difference
gives the bass a different character; the fortissimos must still
be melodic and not percussive. Needless to say--practice the
three separate parts alone--top melody-bottom melody -triplet
accompaniment, and their various combinations. Also practice the
two melodies together without the accompaniment.

Prelude 11 B Major

Style &

Interpretation This is vivace and very lively. Look at those
long lines. This is a short piece based on expert pianism. The
composition is really one long line. Chopin tries to create the
illusion of complete legato.

Advice on

Practice Slow practice is essential and concentration on the
shape of the lines is all important. You might play the top voice
by itself minimizing the pianistic problem, as this is what the
ear wishes to hear undisturbed. Put the two hands together
slowly.



Prelude 13 F sharp Major

Style &

Interpretation This piece is an etude in sustained sonority.
The Teft hand supports the richness of sound by constatly
moving, a technique used by the later Russian composers. The
mixture of tones, and not the individual notes, is important
here. This, of course, changes in the middle section where there
is a very pronounced inner voice in the 1left hand. Even though
the tempo is "Lento" the music still flows. The chords in the
right hand are sustained by the left. This use of the
accompaniment is supportive of the singing line ensuring that the
piano does not run out of bow or breath, similar to a violinist
or singer. The artful 1left hand allows you to hold the notes as
well as the music in hand.

Advice on

Practice The accompaniment must be shaped moving from beat to
beat. There 1is a rolling motion 1like a gentle wave which must be
created. The melodic character of the 1left hand in the middle
section must be played in a true sostenuto. Quite directly, this
left hand voice is no longer passive. Chopin takes great pride in
changing the character of his piece midway. However brief, the
pianist is never allowed to languish in repose.

Prelude No. 15 D flat Major

Style &

Interpretation This Prelude was named the "Raindrop" by the
Chopin scholar Jan Kleczynski. The raindrops are also symbols of
tears. The Romantic period 1loved analogies, and why not;
Beethoven’s Moonlight Sonata will never be known as anything else
even though he never named it himself. The interesting feature of
this Prelude is the " raindrops" constantly repeating A flat
motive. It continues throughout the piece changing to G sharp in
the dramatic middle section. In this C sharp minor section, the
accompanying figure becomes a dramatic element building up in
crescendo to a climax when the G sharp moves to B in fortissimo
in M. 40 and 56. At the end of the Prelude he returns to D flat
major and the repetative A flat dies away to PP. Once again,
Chopin fills his music with contrasting moods and character. The
middle section moves from "sotto voce" to fortissimo. It is
Chopin the Titan at work.

Advice on

Practice Chopin writes Sostenuto at the beginning of the piece.
The rhythmic raindrops must fall with constancy and should not be
played with too much rubato. Once again, the four bar phrase must
hold together. Sustain the "Raindrop motive" by not allowing the
key to come all the way up. In this way, it will not overshadow
the melody. Good fingering is all important in sustaining the
line. The pedalling must be smoothly executed as not to disturb
the melody. Do keep in mind the concept of blending tones
together while changing the pedal. This allows one harmony to
lead into the other.



Prelude No.20 C Minor

Style &

Interpretation Here is a lesson in dramatic composition; three
phrases of four bars each, each at a different dynamic level. The
first is fortissimo, the second is piano and the third repeats
the second phrase in pianissimo. the piece 1is a choral of
descending harmonies, very somber in tone. It is a study in the
transition of mood and feeling within itself.

Advice on

Practice Finding the correct orchestration of the chords is
the problem; how much bass, mid-range and top. The ear must
decide how each chord should be voiced. Keep in mind, there is a
melodic line to deal with as well as a constant rhythm 4/4

This nagging pattern creates a powerful droaning affect which
changes in every measure. Be aware of the chromatic scale in the
left hand in the second and third phrases. It demonstrates
Chopin’s total command in the use of harmony.

Prelude No.26 A flat Major composed 1834

Style &

Interpretation This Prelude is not part of the set of the
original Twenty-four Preludes. and has no opus number. It is
included in this book as it represents Chopin’s "leggierezza"
style of pianism, very fast and 1light; using fast long flowing
lines played legatissimo. There is an elegance within this music
which was played on a light actioned piano. The fingers are not
curved but are played on the more sensitive pads. Speed and
lightness, of course. make the piece most effective.

Advice on

Practice The two hands must roll in and out from each other to
the music. Stiffness is to be avoided and the sound can never
become heavy. This piece must be approached as an etude, working
up slowly to eventual mastery. You must practice slowly making
sure that all the 16th notes are played together between the
hands. Keep in mind there is a melodic line running through the
fast sixteenth notes. It must be expressed with grace and
clarity.
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Prelude Op.28 No.9
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Prelude Op.28 No.11
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Prelude Op.28 No.15

Sostenuto

1|4

.924

1
3

];31235

%

#%a * T * %k W

% %% % ¥

£ &

(&

* Xk B %

=
Y

J

*% %% *%W %

ey - .

gL b | V]

L

peee

1T 1 1

| I

# % * %k *%h

o
|

Z- 5 LY

VDO h 1

&

55#

==

[
i !

E
% % %> %% %

10
H | .
P’ A

1 D by

7

* % % %

g

* -

g

b

4

1,24 1.2 35403

Jhaba_

o

T TR

2

4
3 M~ 13

1

2

2% % %W %

1D

15
O 1
P’ 4

v

(6N D h
w2374
)

0
~Je i1 Db
L 17|

dEE Ny
g

v

)
P
I

20h|1

g D h
v

gL hH 1V

Loyl o)
vV DDh |

174

&

* % et *#%azr W +aF %W

T,

o Db

| € W) 2Y

24
O 1

v

Z B Vi

"l)bf

* % * %%

T

- 018 -



cresc.

%put

|

CEEAEEEE

e EEEE:

cresc.

Pay
©

ooy ([P

v

v

4+ 1 |

T e

et # || e THITN
s ™ || 11
3™ ™ ML
T WE BITR mm i i u
RERA-wy A "ﬂ il o A
TS T® ™ Ll
e ™| [|0[% 3™ (T
SIS A s & TIs[T™
T ™ || I REL TR e
T Jr. A Y e ) %
(L 3 ™ TTeTT®,
it g |
i ggg R i S M 1 i
BEL IR * » 9 TTeTT
YT L) TR
T ™ | TTeT 9™ | g
TSN A e:z% (9™ |S %
e / % "__” %%d ™ |S[(99
TTS[T™ ™ »
7™ ™™ | 7] » | ®
TRe_A MR mm ™ » | oy
(TS ® &* B, T _ﬂ
i L } T
TR AR s > | T
EELIRE % ™ I
1] “ﬂn ™ ] ™
1 L.g LM ™ | TN
T W ) ™ | ] Ly
| ™ ' ]
i 5, T ™ i
- slo~ &| e ™ TR
_ ‘Jw ™/ B ™ W
™ 1 TTT9®
TTS[T™® ™ *
] T ™ .58 105
i 3 LRl
il s 1 ™ | e
T - ] i) ™ “" =
i ] ™
T T 0 >P / ,__zmm ™/ TS,
] - : BeL S8 oy 4
Bena : By NN ] :
ahw.n o 361 ) mu..l ahl nm ) .

| I I T 0 D B

2_——&
I K
| 1\

| NN S S (N AN IS A |
i3 1 3 1L L (-1

/

| NI (ISR (OCE N (NN (S (NS |
| O LA I (O S |

B EEEEEEENi{EEEAEEERI-EER A

| B A G R TN (GRS N |

|

|
I

CENNEEE - EEESCRCELEREY

- 019 -



*% #®

.
- o

# Rak T

vt [\
&
g
[TeteN) () AFW
\]
s il
%
e
L)
P;dﬂ’>fsJ ,_:amm
et #
TS |™
TIMEL
TRRS A [T m
T T™
TS ™
TSR ,___im
- BELy
it indl
SN @D
N

Vrrreeer

F

— 3
g {ddddddd

-—¢
addd

ddg

=
rri%r

LR
-
|
-
o1 1T
<t ] H e
[ YIR
o0 BL )
I
" o) )
i Ny
= = =u
£ Exs
e EL st
NOe N
N N

, ‘ %
- % { 18
L L YHE ol
o :
I & .
- ) . 1N
| h vy &
) __ol mm
TR ol “”-- »
a “H % 'Yal
Hﬂr mm (Y N
Bhide \ Y [YEA | %
r * (N .Av
(Y e e
. A1 BN
Wl & 97 H
* I -
— < - L‘
] > , mm e N2
_ =
¢ ||
| bt o (IR (02
Sdb; | TR R
L Y < |
L R
|
] &
H
rYL Yail
1Y c__Um\m R BT
* =
iR e
o 1| [—Te A o
3]
TRl o & R .,___r.,mm
gL v Y v v i vi v
e U [
Do N N N

§
i

=

<A

ntando f

SR I S

Py
T

JF
; sle

.

S
£
]
[

Py
e

%,

\&

10

smorzando

78

“Je1 D b
2 h LV
v

D)
(0]

(o3
D)
O

tenuto

poTTELLT |

zi'i

5

3

3

1
8
S
>
O

* %*% % &

P=tritr ot
o

3
f
2 %% * &

+o—| | [00RL g, o] || B
SERL YR
| 10N > h
\ BN hlhw
~ -Dle
N [ [-len
O
= N e

- 020 -



Prelude Op.28 No.20

XEL

14

Tk Tk Tn & Tk o 4% 5% %% % Ped. simile

// riten.

°h | l 3|. 2:| I ﬁ — #435?‘;?&?@%
§ ' e

iBEF; 4|' e T—qu %,'. ) =SE= ;3 ; : |

at% riten. . »

I O o i e ol [ SR - gﬂz{ﬁﬁ,:
e T
O AR B i - R

% %

- 021



Presto con leggierezza

legatiss.

Prelude Op. 28 No. 26

T 2 5 € > 1 5 4 1 5 ‘
oy o5 31 # = T e
ey o e - < Jeod
J
o ® o - o @ -
° | b IF
% ¥ % * Pe}l.simile
et S=mie__ "W_ === e ===
o =y
& @ & . © @ - o
o | b P
5 p :
Y SR P o Py : v
e = g - = =T
o = =
e ke ", e efol 1f L . | . .
'!'_%E ® I = P I q; @ - ]
T T e —=r=E
S £ = = P e & |
& | —F g == o0
i
- e ofel P, ofol ke .
hdl D - el I = Y s =
=
e =) == 1) = I
e e G- ’ Ca, » .
Q) > > > > > > > > >
& - & o o o @ .
Yroh e
==Q §L =é




4

21

cresc.

—~ Yo Db
7 il A

o) |

sempre

| ]
g W™

e

N

&

Ll

L VIR

1 Db

25
H | .
b’ 4

y AT

| an W) J
NSV
[y

2 by [V

0
~Je1 Db

29;
P . Y L

( an ML ) J
07
oJ

.
ol
QU
BT o
Ql
Q
i.N
('Y
o
QU
[
|u|_ XX
2 e
Q
L vy
Q
('Yl
'.ﬁH Ll
[y
s
S
Y|
ol o«
Wl
_~
L )
-
ol o«
L

a tempo

g Db
v

i by 1V

X2

o LN

m gt

N
y 2
PN

[ 7]

| N
o

@l

(Y

L
L
L

Frrr

g

LY

Fr

smorzando

LY

(Y

o 1D h
Vv

370!.

accelesandoe

LY

i

con pedale

- 928 -



Four Mazurkas

There are over 50 Mazurkas composed by Chopin in the span of
his life. They are considered his most important compositions of
national origin, featuring many of the folk melodies of Poland.
They represent an intimate variety of melodic and harmonic
invention, often modal and patqugg Slavic over a cons a?t
Mazurka rhythm. 3/4 £3 1 34 / or

The accent in the bar w111 vary according to the musical
content. The Mazurka was used as a national dance, and in the
hands of Chopin became elevated to a compositional art—form. They
are flushed with subtle changes of mood and style, compressed
into miniature. On hearing them composed and performed, the great
singer Pauline Viardot transcribed twelve of them for voice with
Chopin’s assistance; they were too beautiful to leave only in the
hands of a pianist. There is much historical dissention over how
much rhythmic freedom (rubato) is written into the music itself.
It suffices to say that rhythmic imagination 1is necessary to
execute the musical subtleties. It will vary from performer to
performer and should always be done in great style and taste.

Mazurka B Major Op.7 No.1 Composed 1830-1831

Style &

Interpretation The boldness of the opening bars are quite
captivating; moving from forte to fortissimo in just the first
statement; very untypical for Chopin. One can imagine the peasant
couples tapping their heels to the music, dancing to the
elongated sforzando in m.3 and continuing onward full of Tlaughter
in the scherzando m.4. Lyricism pervades in the F major section
starting in m.25 and the primitive modality of the G flat minor
section m.45 (sotto voce) evokes an historical past. The music
tells a complete story in these two pages; that is what makes
the Mazurka so difficult. Chopin, himself, writes many changes of
tempo, all of which must come together in a musical purpose. Once
again, the key to any performance is the binding of the rhythmic
motives into a dance. The 1lyrical sections, in their original
form as folk melodies, were sung. One must realize that, within
the joyous pursuit of the dance, there is, side by side, a darker
spirit expressed in the lyrics.

Advice on

Practice Master each four bar phrase studying the contrast in
dynamics and character within these units. Notice that the Tleft
hand becomes 1legato in m.25; this changes the character of the
music. The left hand once again changes back to " portato" in
m.45, By studying each four bar phrase, you will become more
aware and sensitive to the constant musical changes taking place
in quick succession. This makes strict observance to the dynamics
all the more important. Be aware that the expression and
character of the music will change with the emphasis, of the
beat, being on the first, second, or third beat of the measure.



Mazurka A Minor Op.17 No.4 Composed 1832-1833

Style &

Interpretation This is a Mazurka filled with sadness and
remorse. It must be perceived more, as a vocal work with a Polish
text, than a dance. Here Chopin exemplifies his genius in melodic
embellishment. Great care must be taken to play delicatissimo.
Again, the melody and harmony become modal, dating back to an
historical period in Slavic music. A minor becomes A major
starting in m.61. The open fifth accompaniment replicates an
older folk instrument with an enchanting woven melody on top.
There is nostalgia in this complete change of mood a color.

Advice on

Practice Master the middle voice which moves within the left
hand chords. The"sotto voce" makes it necessary to orchestrate
the tones of the chords in order to allow the middle voice to
speak. Here again, there are two contrasting four bar phrases.
The problem, to the interpreter, is always the degree of rubato
to be wused. It becomes necessary to rhythmically respond to each
melodic inflection. The elasticity of the music must be achieved
by bonding these melodic nuances together. It might be wise to
exaggerate such nuances in order to maximize this sense of
freedom. These subtleties are the heart and soul of .the Mazurka.

Constantly creating a sense of rhythmic freedom does not come
easily.

Mazurka G sharp minor Op.33 No.l Composed 1837-1838

Style &

Interpretation Short interrupted declarations typify this
Mazurka. Chopin writes "Mesto" which means quite sad, while the
music appears quite operatic, as if wusing a recitativo style (
more spoken than sung). There are a few bars of abandon in B
major, where he writes appassionato in m. 23. He seems unable to
sustain such elation and quickly returns to his more depressing
mood. Truly, this 1is very emotional music compressed into a short
time span; a musical life in miniature.

Advice on

Practice One can see clearly how the G sharp minor scale runs
through this Mazurka. Practice this scale alone in order to
familiarize your ears to these tones. There are very few
compositions written in the key. By feeling this minor mode, the
relative B major section appears as a flash of light in m.23. One
has to master these shorter declarations in order to fit the
pieces together. Be aware of how the Mazurka rhythm 3/4 Ll} f 1

lingers on this first beat. Chopin emphasizes this with the
indication ( —— ). These symbols are not only dynamics but
indications of subtle rubato.



Mazurka A flat Major Op.50 No,2 Composed 1841-1842

Style &

Interpretation This is truly a joyous work filled with all the
elements of a typical Mazurka in three part form. The
introduction prepares the dance which becomes a flowing melody
always lingering on the second beat. This off-beat emphasis is
characteristic of the Mazurka; dramatically switching to the
emphasis on the third beat with the change of motive in the
middle section. Here, one really does hear the feet stomping in
rhythm to the music. This Mazurka poses quite a contrast to the
others as it contains long flowing lines with a mood that remains
exultant throughout. There 1is a pianistic richness in color,
using the keys of A flat major and D flat major.

Advice on

Practice This particular Mazurka 1is one that Pauline Viardot
decided to adopt for the voice. To her, the piano was not good
enough. With this Mazurka, she felt one had to sing a text. In
singing such music, one lingers on the second beat. The problem
is how not to stop on every measure. It is important to always
have the larger unit or phrase in mind. Chopin helps you with
this by drawing very 1long slurs. This, of course, changes
dramatically 1in his middle section m.60. The dance rhythm
accentuates the third beat. Try to create as much dynamic
contrast as possible here, as the the repetitive rhythm must
sustain interest.
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Mazurka Op.33 No.1
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Mazurka Op.50 No.2
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Nocturne E Minor Posthumous work Composed 1827

Title This Nocturne is taken from Chopin’s early period and is
very much in the style of John Field, who was the first +to use
the musical <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>