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E.g. 6 

 
 

 
 
 

Andantino cvasi Allegretto, A minor, 3/4. The orchestral music 
section which concludes this scene successively brings back the motif of 
“fatality” on the flute, flute/clarinet (unison) clarinet, clarinet/bassoon (unison), 
cello. The last three motifs appear in stretto. 

 
E.g. 7 
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 In the following recitative, Don José exclaims: “Quel regard! Quelle 
effronterie!” (What a look! What braveness!), referring to Carmen’s provocative 
attitude. The violins mark these words with a short, allusive commentary, in 
descending cascades of demisemiquavers of the “fatality” motif. The 
dynamics - descrescendo.  

E.g. 8 

 
 
Andante moderato, 3/4, piano expressivo.  
The “fatality” motif has a lyrical character, anticipating the words of Don 

José: “Le parfum en est fort et la fleur est jolie!” (Her perfume is strong and 
her flower is pretty!)  

E.g. 9 
 

 
 

 
In the duet Don José - Micaëla, the motif of “fatality” reappears as 

an expression of an inexplicable fear, a shudder of gloomy presentiment: 
“Qui sait de quel demon j’allais être la proie!” (Who knows what demon I am 
going to be prey to!). There are three successive identical motifs on the 
flute, violins, violas, anticipating and punctuating Don José’s words. 
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E.g. 10 

 

 
 
The scene of Carmen’s arrest and the order for Don José to take 

her to prison ends with two repeated insertions of the “fatality” motif, in an 
extreme nuance - pppp on flute and clarinet (A minor, 2/4).  

Carmen: “Où me conduirez-vous?”(Where will you take me?) 
 

E.g. 11 

 
 
ACT II 

 
The only moment in act II in which the motif of “fatality” is present is 

the solo of the English horn from the orchestral introduction of Don José’s 
aria, “La fleur que tu m’avais jetée” (The flower you have thrown me). 
(Andante, ¾, D flat major, expressive piano). There are three descending 
sequences, which reiterate the theme of the Prélude. 

E.g. 12 
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ACT III 

 
Don José – Carmen recitative. The moment of brutal sincerity. Carmen 

tells Don José to leave. Don José’s reaction “Partir? Nous separer…” 
(To leave? To part from you...), is supported by two successive sequential 
motifs, on cello. 

E.g. 13 
 

 
 
The “Cards” scene. Carmen recitative: „Carreau! Pique! […] La mort! 

J’ai bien lu, moi d’abord, ensuite lui. Pur tous les deux, la mort!”. (Tile! Pike! 
[…] Death! I read it well, me first, then him. For both, it is death!). The 
fatality motif anticipates, in a succession of three descending sequences, 
Carmen’s first reaction to the sight of the playing cards: “Tile! Pike” Bizet’s 
indication is Presque parlé, pianissimo. The second sequence of three 
motifs is one third higher, in the same extreme nuance - pianissimo. 
(Andante quasi Allegreto, 6/8, flute). This is, from a dramatic point of view, 
the moment of the blow of destiny: the cards show her the symbol of death: 
“La mort!” (“Death!”). Death is imminent, violent, inevitable. The aria that 
follows this monologue is a musical-dramatic confession of her belief in the 
occult power of cards. 

E.g. 14 
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At the end of the Tercet (Frasquita/Mercedes/Carmen), the fatality 

motif returns, as a subtle musical reminder of the destiny that pursues her. 
(F major, 2/4, descrescendo, unison of cello/ double bass). 

E.g. 15 
 

 
 
The finale of act III. (Allegro molto moderato, ¾, forte, unison in 

Flute/ Oboe/ Clarinet/ Bassoon).Don José recitative „Sois contente! Je pars, 
mais… nous nous reverrons!”(Be happy! I am leaving, but we will meet 
again!) The last syllable of Don José’s reply is violently punctuated, as a 
threat, by the intervention of the “fatality” motif. It is repeated, identical.  
 

E.g. 16 

 
 
 ACT IV. The final scene 
 

The conflict between Carmen and Don José reaches its climax. His 
intention to persuade her, with pleas and humility to return to their love is 
useless. The jealousy provoked by Carmen’s cold indifference, by her new 
love for the Toreador, even hatred, defiance, ostentatiously foretell the 
imminence of murder. The scene is intensely dramatic. José’s declamatory 
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monologue, supported by the tremolo of the strings, is punctuated by brutal 
interventions, in fortissimo, of the motif of “fatality”, like dagger blows, at 
each end of the sentence. 

 
Don José: „Ainsi, le salut de mon âme je l’aurais perdu pour que toi/ 

Pour que tu t’en ailles, infâme, entre ses bras rire de moi!/  Non, par le 
sang, tu n’iras pas, Carmen! / C’est moi que tu suivras!”(Thus I have lost 
my soul for you/For you to leave, you wicked, and mock me in his arms!/ 
Not on my blod, you won’t, thou shall not leave, Carmen!/ You’ll follow me 
instead!) 

E.g. 17 

 
 

 
 
 
The “fatality” motif, supported harmoniously by a major chord, in 

fortissimo, confirms, like a catharsis, the fulfilment of destiny (Andante 
moderato, 3/4, unison in Violins/ Flute/ Oboe/ Clarinet). 
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Don José: „Vous pouvez m’arrȇter... C’est moi qui l’a tuée!” (You can arrest 
me now... I am the one who killed her!). 
 

E.g. 18 

 
 

 
The brief analysis of the motif of “fatality” was the result of the study 

and the joy of going through the score both from the perspective of the 
accompanying pianist and that of the musicologist. The topic of “Carmen” 
remains open for future approaches of other relevant aspects of musical 
dramaturgy.  
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THE “WILD BEAUTY” OF BRAHMS’S RHAPSODIES, OP. 79. 
STRUCTURAL ANALYSIS AND  

COMPARATIVE ANALYSIS OF PERFORMANCES 
 
 

SEBASTIAN SHWAN1, STELA DRĂGULIN2 
 
 

SUMMARY. The present paper focuses on the Two Rhapsodies, Op. 79 
which, along with Op. 119 No. 4, form the triad of Brahms’s rhapsodies for 
piano. Devised according to the ancient notion of the rhapsody, with the 
development of the epic tension, these works evoke the “Charites and the 
Heroes”, following the technical and compositional patterns laid out in the 
piano miniatures in Op. 76, at the same time, recalling the ideas that lay at 
the basis of the Ballads Op. 10. In the first part of the paper, aspects regarding 
the analysis of the structure are revealed, the aim of the research being the 
disclosure of the constituting structure, which will inspire the performing 
artist to convey and reveal the composer’s intentions. A system of structural 
ramification has been made, starting from the overall image to the smallest 
details, represented in tables that contain the following aspects: structure, 
main structural elements, thematic material, tonal scheme. Within the 
analysis, the harmonic and rhythmic dimensions will be indicated as well. 
The second objective of the research concerns three important renditions of 
pianists Radu Lupu, Martha Argerich, and Murray Perahia – three distinct 
conceptions regarding the performance, the style, and technique as well. 
Elements pertaining to the following dimensions will be observed: agogic 
accents and dynamics, phrasing, tempo, faithfulness towards the score, 
the identification of attack techniques, touch of the keys, and use of pedals, 
along with the resulting sonority and the semantic connotations of the 
sound. 
 
Keywords: Brahms, piano, Rhapsodies Op. 79, structural analysis, 
comparative analysis 
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 Introduction 
 
 Throughout his career, Johannes Brahms was drawn towards the 
mythical theme of heroism, represented in various forms in his works. In the 
third phase of his creation, also known as “the period of the symphonies”, 
Brahms writes two Rhapsodies for piano Op. 79. Inspired by the profound 
emotions conveyed through these works, Elisabeth von Herzogenberg, to 
whom the rhapsodies were dedicated, appraised their “wild beauty”. A real 
treasure, the impressive correspondence between Brahms and Elisabeth, 
throughout the duration of 15 years, reveals the image of “Lisl”, the one so 
dear to the composer, his inspiring muse. 
A closer analysis reveals the existence of a triad of rhapsodies, composed 
by Brahms for the piano: the first two form the Op. 79, while the third 
concludes the “monologues” for piano Op. 119. 
 The two rhapsodies in Op. 79 – composed halfway through his 
career, in 1879, follow the technical and compositional patterns laid out in 
the 8 Pieces for Piano Op. 76, and resemble the youthful concept of the 4 
Ballads Op. 10 – are naturally continued, 12 years later, with his last 
Rhapsody Op. 119 No. 4. Regarding the rhapsodies in Op. 79, Brahms’ 
friend, Billroth, wrote in a letter that in both Rhapsodies […] there is more 
evidence of the tumult of the young Johannes, than the mature perspective 
of the composer’s last works, written at the height of his career.3 
 The three works are composed respecting the ancient meaning of 
the term rhapsody, with an expansion of the epic tension, which 
characterizes the epic poem, thus distinguishing themselves from the style 
of other contemporary rhapsodies of the Romantic period that contained a 
pattern of folkloric origin but lacked the bright accents of Liszt’s rhapsodies. 
Echoing the sonatas of Brahms, real “symphonies in disguise” as his 
mentor, Robert Schumann described them, due to the pathos and intensity 
of emotions, the Rhapsodies evoke “the Charites (Graces) and the heroes”.  
 
 
 Rhapsody in B minor, Op. 79 No. 1  

 
 The first of the two Rhapsodies in Op. 79 is written in the key of B 
minor and has a distinct compound ternary form (A – B – A), in which the A 
sections bear the distinguishing features of the sonata form in small-scale, 
with a conflicting character between the themes and sections. 
 

                                                 
3 Walter Niemann, Brahms, Leben und Schaffen, Berlin, 1920, p. 194. 
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 After the repeated presentation of the Exposition, although it carries 
novel thematic material that will later be developed in several situations, 
regarding structure, the Transition functions as a passage that enables the 
progression towards the Development. The tensest section of the sonata, 
the previously presented themes and fragments are developed and 
explored here in various keys, the rapid ascending scales introducing the 
Recapitulation, where Brahms relinquishes the material of the second 
subject group. With a melodious theme, extracted from the episodic theme 
of the Transition, the central section of the Rhapsody is divided into two 
sub-sections, the latter with a contrasting character owing to the oscillation 
between major and minor modes. The restatement of the main section A is 
identical to its first presentation, to which the composer attaches a coda, 
with the purpose of “musically resolving” the central section on the major 
keynote (B major). 
 The harmonic ambiguity is ubiquitous in the Rhapsody in B minor, 
through the alternation of minor-major modes the harmonic structure 
acquiring the capacity to generate multiple directions of evolution. Brahms 
alternates between the minor and major modes and uses the common 
notes as “harmonic bridges”, with the purpose of suddenly modulating to 
distant keys. In this work, all the transitions between the various sections 
are obtained through common notes, or modulations to the parallel keys. 
 The Exposition, between measures 1-29, consists of the first 
subject (mm. 1-15), Transition (mm. 16-21), second subject group (mm. 22-
27), and a short conclusion (mm. 28-29). 
 The first subject (mm. 1-15), in the key of B minor, presents a 
tense, harsh, and wild theme, domineering in its length and intensity, 
resembling a galloping march (different from the Rhapsody Op. 119 No. 4), 
an effect obtained by the composer using dotted rhythms in the upper voice, 
completed by the repetitive off-beat figure in the bass (eighth rest, followed 
by three eighth notes), in descending arpeggios, on the degrees I-V. 
 The restlessness of the first subject is amplified, through an 
antithetical device between the upper voices and the accompaniment. The 
second phrase (mm. 5-8) is the melodic inversion of the first phrase, the 
main theme reaching its first climax in the third phrase (mm. 11-12), due to 
the syncopated ascending chords. 



SEBASTIAN SHWAN, STELA DRĂGULIN 
 
 

 
312 

E.g. 1 

 

 
Brahms: Rhapsody in B minor, Op. 79 No. 1 

The first subject, mm. 1-8 
  
 Although the key of F-sharp minor is introduced in measure 10, its 
distinct sonority is perceived merely at the beginning of the transition (m. 
16). The transition, in the dominant key (mm. 16-21), begins in the minor 
mode, which induces the listener a threatening and restless atmosphere, 
using a double descending chromaticism (mm. 18-20), a genuine and 
unexpected Passus duriusculus. The dominant key naturally transforms into 
the major key (m. 20), preparing the listener for a revival of the tonic note 
(B), a conclusion that will not be attained, however. 

E.g. 2. 

 
Brahms: Rhapsody in B minor, Op. 79 No. 1 

Transition, mm. 16-19 
 

 Maintaining the pulsation of eighth notes in the Transition, the second 
subject (mm. 22-27) – alluding to Beethoven’s fate motif – is derived from 
the first subject, through the augmentation of the note values in the bass, 
along with the motif of the upper voice. Thus, beginning on the same F-sharp 
note, the second subject starts abruptly in the harmonic scale of its relative 
(D major). The perception of a new tonic note is questioned immediately in 
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the second measure, the key of D major resembling rather the dominant key 
of G minor, then G major in measure 26, and again G minor in measure 27. 
The solemnity and calmness of the moment is emphasized by the harmonic 
pedal of the relative key, which serves as a basis for the construction of the 
second subject, terminating the Exposition with a short harmonic conclusion 
(mm. 28-29). 

E.g. 3 

 
 

Brahms: Rhapsody in B minor, Op. 79 No. 1 
The second subject, mm. 22-23 

 
 The following 9 measures (mm. 30-38) serve as a transition towards 
the Development, marked in tempo. In this segment, Brahms introduces a 
completely new thematic material, in which timidly a supplicating theme takes 
form, in the parallel minor key, constructed on a harmonic pedal that persists 
from the previous section. 

E.g. 4 

 
Brahms: Rhapsody in B minor, Op. 79 No. 1 

The episodic theme of the segment that leads up to the Development,  
mm. 30-33 

 
 The motif nucleus, consisting of 3 ascending notes that form the 
interval of a perfect fourth and a major second, first generates the episodic 
theme of the transition and later is invested with diverse traits. Thus, the 
transition becomes valuable. 
 In the Development (mm. 39-66), Brahms elaborates various 
fragments from the main themes, in ascending sequences, on different scale 
degrees, and in diverse registers, culminating with the imitation, in both hands, 
of the main thematic motif. Thus, using Classical compositional techniques, 
he obtains unique Romantic sound structures. One may observe the reversed 
order of thematic elaboration, the musical discourse is vigorously attacked 
with the first segment of the second subject in staccato, and elements 
belonging to the first subject in a descending sequence. 
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E.g. 5  

 
Brahms: Rhapsody in B minor, Op. 79 No. 1 

Development, mm. 39-42 
 
 

 In the following 6 measures, the second subject is presented in 
opposition, this time in legato, with the dynamic indication piano mezza-voce, 
in an ascending sequence that culminates with the first subject. The frequent 
repetitions of the motives, in canonic imitations (mm. 49-52), intensify the 
entire passage, reaching the climax of the Development in measures 60-
61. Here, for the first time, the composer marks the fortissimo dynamic 
indication. 
 

E.g. 6 
 

 
 

Brahms: Rhapsody in B minor, Op. 79 No. 1 
Development, mm. 49-52 
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E.g. 7 

 
Brahms: Rhapsody in B minor, Op. 79 No. 1  

Development, mm. 60-61 
 

 Brahms has a remarkable and original manner of creating harmonic 
delusions. The composer’s authentic perspective regarding the harmonic 
and functional dimensions of the musical discourse may be observed in  
the second sequence as well (mm. 56-57), constructed on the ascending 
chromatic scale in the bass. The sequence begins in B minor and concludes 
on B major, key written in its enharmonic equivalent (C-flat major), 
eventually reaching the key of F major in a very natural fashion. 
 The rapid ascending scales (mm. 62-66), a genuine “unfolded fan of 
notes”, adds a touch of virtuosity to the work, at the same time also leading 
to the “reset” and repetition of the discourse, introducing the Recapitulation 
in measure 67. 
 

E.g. 8 
 

 
 

Brahms: Rhapsody in B minor, Op. 79 No. 1 
Transition to the Recapitulation, mm. 62-66 

 
 In the Recapitulation, Brahms deliberately relinquishes the Second 
subject, its replica being unable to find its place in the newly created context. 
Preserving the rhythmic formulae from the previous measures, and using 
elements from the Transition, the segment in measures 81-86 (marked più 
f), prepares the climax of the Recapitulation. This passage, difficult from a 
pianistic perspective, is devised through a game of lines and an unmarked 
metric acceleration (4/4, 3/4, 2/4). The time of exchange between the 
voices is diminished, gradually reaching an off-beat overlapping of lines. 
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E.g. 9 
 

 
Brahms: Rhapsody in B minor, Op. 79 No. 1 

Recapitulation, mm. 81-88, rewritten with metric change 
 

 The short Coda (mm. 89-93) is devised using a fragment from the 
episodic theme of the transition, revived in the 4/4-time signature. 
 With a melodious theme, obtained from the motif in the transition, 
the central section of the Rhapsody (the B section – mm. 94-128), marked 
molto dolce espressivo), in the parallel key (B), is also divided into two 
subsections, the first consisting of 10 measures, conceived in reflective 
symmetry (3+2 measures and 2+3 measures, indicated in the phrasing of 
the right hand). 

 
E.g. 10 
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Brahms: Rhapsody in B minor, Op. 79 No. 1 
B Section, mm. 94-103 

 

 The differing phrasing of the left hand may be observed, grouped 
2+2+1 and 2+3. In the first phrase, this is employed to join the segments, 
without disturbing the unity of the five measures, while in the second 
phrase, both hands deliberately have a simultaneous phrasing, to mark the 
sudden modulation to the ascending note. At the same time, in this section 
4 voices can be discerned: the internal voices, which move in parallel sixths 
and tenths, and the external voices, with the role of harmonic pedal. 
 The middle section is contrasting, due to the oscillation between 
major and minor modes, and is similarly followed by a conclusion (mm. 
121-128). 
 The reiteration of the main A section (mm. 129-233) is identical to its 
first presentation, with an extended Coda. Here, the episodic theme is 
presented in the lower register, having the role of “melodic resolution” of the 
B section, in the same major tonic (B major).  
 Thus, the instrumental music becomes a genuine vocal dialogue, in 
which one voice “affirms”, and the other “doubts”: the affirmation is the 
ascending perfect fourth of the motif, while the doubt is expressed through 
the last interval, namely the descending major third, synthesizing the 
beginning and the end. 

E.g. 11 

 
 

Brahms: Rhapsody in B minor, Op. 79 No. 1 
Coda, mm. 233-236, rewritten in a simplified manner 
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E.g. 12 

 
 

Brahms: Rhapsody in B minor, Op. 79 No. 1 
Structural analysis 
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 According to Dinu Ciocan, the final goal of music analysis is the 
performance. Sandu-Dediu writes that “The theme of performance comparison 
belongs to the particular area of music criticism, but also represents a useful 
exercise for the performer himself, when he desires to support or deny his 
personal vision regarding the musical discourse” (Tema comentariului de 
interpretări comparate aparține zonei specifice a criticii muzicale, dar reprezintă 
și exercițiul util interpretului însuși atunci când vrea să-și confirme sau infirme 
propria viziune asupra textului muzical).4 
 

 Case study – Comparative analysis of the performance of 
 Brahms’ Rhapsody in B minor, Op. 79 No. 1 

 
 For the following comparative analysis, the performances of three 
important pianists were chosen: Radu Lupu, Martha Argerich, and Murray 
Perahia. 
 Romanian pianist Radu Lupu (born in 1946), who lived in Great 
Britain and later settled in Switzerland, is one of the most important living 
pianists. Gifted with a broad perspective and original ideas, Radu Lupu follows 
his own set of rules when it comes to constructing the musical discourse. He 
respects the composer’s indications in the score, assimilates the written music, 
and performs it in a thoroughly personal manner. For Lupu’s discourse to be 
correctly understood by the listener, this requires an intimate comprehension 
of the maestro’s manner of performance. For someone who is not familiar 
with Radu Lupu’s perspective of structural contriving and his skillfully combined 
sounds, it is possible to erroneously interpret the message, considering  
the musical discourse to be devoid of contour and precision. The lack of 
elements cannot be suspected; they exist, but in a structured matrix that 
clearly bears the artist’s mark. With a multi-leveled approach, the Romanian 
pianist impresses his audience with his vigorous, stable, and convincing 
performance. Although the architecture of his sound constructions is grandiose, 
paradoxically it remains supple. Details are subordinated to the work in its 
entirety. His special sound creates visual images, unique experiences that 
involve synesthesia. His recordings were made in the studio, in 1970 (Op. 
79 No.1) and 1976 (Op. 79 No. 2). 
 With exceptional technique and unusual ease, pianist Martha 
Argerich (born in 1941) is considered one of the greatest pianists of all 
time. Her passionate and tumultuous temper (traits that are reflected in her 
choices of tempo, especially in the second Rhapsody), with phrases that 
                                                 
4 Valentina Sandu-Dediu, Alegeri, Atitudini, Afecte – Despre stil și retorică în muzică [Choices, 

Attitudes, Affects - About style and rhetoric in music], București 2013, p. 242. 
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have seemingly frivolous accents at times, and are tender and soft at others, 
the pianist resonates in a unique way with the complex dimensions of the 
Rhapsodies and their “wild beauty”. Argerich’s vision of the Rhapsody in  
G minor is fantastic and strange, her approach resembling rather the genre 
of fantasia or capriccio, than the epic image of the work, due to her unusual 
choices for resolution (diminuendo instead of crescendo, for example).  
With her almost Latin manner of performance, Martha Argerich plays the 
punctuated rhythm by linking the short values to the following notes, thus 
making the short values seemingly belong to these, unlike Radu Lupu, who 
chooses to link the short values to the preceding note, a choice that 
conveys the profoundness typical for the German style. The analysis is 
based on a studio recording from 1960. 
 Settled in Great Britain, the American pianist entitled by French 
journalists “the poet of the piano”, Murray Perahia (born in 1947) is an 
important figure when it comes to the performance of Bach and Mozart.  
In the two Rhapsodies Op. 79, his style is solemn, grave, majestic, and 
elegant. The performance is balanced, thoughtful, and respects the stylistic 
requirements, with its organ-like sonority, especially in the second Rhapsody. 
Perahia also respects the composer’s indications in the score. His attributes as 
a pianist are discernible in the current performance as well. The recording 
was made in the studio in 2010. Perahia’s rendition is a didactic model, as 
may be observed in the presentation of his perspectives relating to the 
score. 
 In Section A – Exposition, first subject (mm. 1-15), Radu Lupu 
clearly marks the triplet in the thematic motif. Although his tempo is 
balanced (♩ = 88), he prefers to convey the Agitato character rather by 
emphasizing all the details, than by altering the agogic axis. The beginning 
of the second phrase, the place where the thematic levels are exchanged, 
is marked by a polyphonic approach. A first culmination can be observed in 
the final bars of the first theme (mm. 11-12). Martha Argerich performs the 
entire first subject within a single ample phrase, in a constant tempo (♩ = 96). 
Beginning with the second phrase, the differences in dynamics are obvious. 
The climax (m. 11) is dramatic, declamatory, the descending line of the 
soprano is colored, while the harmonic support of the left hand is reduced 
in intensity. In measure 15 the pianist opts for a decrescendo, thus calming 
the conflict before the fp accent in the Transition. With his ample phrases, 
Murray Perahia chooses a slow tempo (♩ = 84), thus offering the musical 
discourse the time to unfold. His attack is sharp, and the organ-like sonority 
is achieved through the timbre conveyed to each voice. The climax is 
prepared and treated gravely. 
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 In the transition (mm. 16-21), the reverberation of the climax can 
still be sensed, and the vitality of the first subject is prolonged to the 
following two measures of this section. Radu Lupu prepares the second 
theme by calming the tempo (♩ = 69). The color of the high voice, with an 
almost brightening effect, alludes to the major mode. By slowing the tempo 
(♩ = 72), Martha Argerich chooses to ignore the indications in the score 
(crescendo – decrescendo) and, aided by her pedaling technique, she 
creates the sensation of a strange fog, a veil of mist, a spectral apparition. 
Murray Perahia respects the indications in the score, which can be 
observed in his manner of attack (staccatto, portato), using the pedal with 
great prudence. 
 The second subject (mm. 22-29): rather in a mp dynamic, with full, 
generous, grave, and imposing sound, Radu Lupu’s construction is 
impressive in its monumentality. Martha Argerich chooses to emphasize 
the contrast between themes, her approach is mysterious, due to the 
appeased tempo (as indicated in the score: Sostenuto sempre), the intensity 
is very low, the touch of the keys is velvety. In the performance of Radu 
Lupu, the expressive intention is directed towards the accented beat of the 
measure (the last note in the group of four), while in the case of Martha 
Argerich this begins on the first note. In the second half of the second subject, 
she surprises with her choice of emphasizing the chromatic accumulation in 
a descrescendo resolution and concluding the theme in allargando. Among 
the three performers in this comparative analysis, Martha Argerich chooses 
not to repeat the Exposition. With stable agogic accents and massive 
sonority, Murray Perahia has a global perspective of this section, including 
the second subject in a construction that contains the preceding sections. 
This approach may seem superficial, lacking depth or height, traced on the 
central line of the performer’s perception. 
 The transition/thematic episode (mm. 30-38): due to his flowing 
and linear execution, lacking accents, clearly contoured melodic profiles, or 
an obvious phrasing, in Radu Lupu’s performance the first measures of 
this section are prerequisites of the poetic, lyrical, nostalgia – nostalgia 
which bears the traces of an unconfessed unfulfillment. Despite the choice 
of using a slightly “glass-like” sound for the voice in the right hand, Martha 
Argerich manages to convey a warm, veiled atmosphere. Her interpretation 
excels in expressiveness, the episodic theme is approached in a rubato 
manner. She refrains from employing a predictable and easy method, opting to 
emphasize the climax of the phrase by delaying and diminishing intensity, 
dynamically placing it below the other notes. The right hand leads the melodic  
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line in crescendo, while the left hand follows the contrast, in a descrescendo 
phrase, thus creating the illusion of volume. The motivic iteration with later 
development is executed by Murray Perahia with growing intensity, marking 
the melodic maximum, the G note, supported in its turn by the accompaniment 
of the left hand. 
 In the Development (mm. 39-66), Radu Lupu assembles the 
constituting elements in a harmonious, authentic, convincing manner. He 
creates a well-defined construction that reveals the “architect”. In an ingenious 
manner, he recreates and rearranges the elements. Although played with 
vigor, the climax is not fulfilled, it does not reach its resolution; it seems to 
remain suspended because of the acoustic limitations of the instrument. 
Thus, the relationship between the unfolding of forces and the outcome is 
disproportional. Martha Argerich uses a sharp, firm, percussive attack in 
measures 39-42. From a semantic perspective, the menacing atmosphere 
in measures 43-46 is clearly declared in Radu Lupu’s performance, while in 
Martha Argerich’s recording one may sense the insinuation of threat, due to 
the clear articulation of the lines and the retaining of the mysterious character 
of the second subject. Through nuance, she treats (from a dynamic point of 
view) the motific cells differently in various registers. She accomplishes 
successive accumulations in one breath. Intuitively sensing the acoustical 
limitations of the piano in the higher register, she accelerates the tempo and 
solves the climax in a single movement, within a single breath. In Murray 
Perahia’s performance, the inspired use of the pedal all through the entire 
measure of the climax offers support for the chords in the higher register, 
thus compensating for the physical and acoustic hindrances of the instrument. 
 The Recapitulation and Coda (mm. 67-93) are played by Radu 
Lupu in a slower tempo than the Exposition (♩ = 84). He plays the statement 
of the first theme in a clear, jerky manner. One possible explanation could 
be the performer’s desire to underline, to make the initial message obvious. 
The segment between measures 82-88, perceived as a “duel”, is performed 
with a warrior-like attitude, using a sharp attack and stable agogic accents. 
Lupu omits the graphic sign diminuendo (mm. 89-90), considering this to be 
unfulfilling for a first resolution. At the opposite pole, Martha Argerich 
attacks the Recapitulation in a more alert tempo, as compared to the one in 
the Exposition, which reveals her vision regarding the repetitive moment. 
The sudden unfolding of the musical events contributes to an easy resolution 
of the conflict. In Murray Perahia’s version, the Recapitulation is approached 
in a moderate dynamic nuance, which indicates a wise choice. Perahia 
seems to preserve his energy for the upcoming events. The sensation of 
unexpected acceleration is obtained through maintaining the tempo, and  
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through an overflow of musical events, which give the impression of time  
compression. Special importance is given to the rest before the sf (m. 86), 
which further emphasizes the tension, the prolongation of the rest increasing 
the effect of the suspense. 
 In the B section – “The idyllic realm” (mm. 94-128) – Brahms 
suggests the escape to a parallel dimension, beyond time and space, in a 
dream-like setting. The transition is sudden, without any harmonic preparation, 
as if passing through a portal, directly modulating to the parallel major key. 
The melody has ample, arched phrases. The imaginary sensation of floating is 
obtained by the composer with the help of the homogeneous accompaniment 
in eighth notes (quavers), through the use of the pedal point (organ point) 
on the off-beat (respectively on the tonic and dominant, etc.), and the 
frequent use of the pedal, marked col Ped. The whole notes (semibreve) in 
the high register, played on the same note, create a fairy-tale-like, dreamy 
atmosphere (very similar to the dream world in the second part of the 
Sonata in F minor, Op. 5). The transposition to a higher scale degree (m. 
101) creates the illusion of continuous enrapture, while the conclusion of 
the suspended phrases strives to recall the sound of “falling stars”. The 
performer should avoid fluctuations in tempo and should use minimal 
rubato, thus creating the illusion of floating and ease. The interference 
between the two “worlds” is evoked by the composer through alternating the 
major and minor modes. An excellent craftsman of compositional techniques, 
through this major-minor game Brahms certainly did not aim to return to the 
home key of B minor. The last chord of the central section (m. 127) cancels 
the illusion of existence in an idyllic dimension, this realm may be accessed, 
but it is not possible to remain there. 
 In the central section of the Rhapsody, in the performance of Radu 
Lupu, the sound does not belong solely to the acoustic register, it also has 
a visual dimension, creating emotions and synesthetic sensations. Through 
a multi-leveled approach and access to the work, Radu Lupu avoids 
becoming influenced by the freedom of expression in the melody: at the 
same time, he skillfully and technically creates the accompaniment. His 
performance is characterized by a sensitive nostalgia. The fiery rendition of 
the first part is transformed, in Martha Argerich’s performance, to a warm 
rendering, with a more rubato tempo. Murray Perahia approaches this 
section in a more flowing tempo. Of the molto dolce espressivo indication 
he chooses to respect only the espressivo indication, adding to this a 
slightly passionate touch. The atmosphere is not idyllic, his vision contains 
real, earthly colors. 
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 In the Coda (mm. 217-233), in the rendering of Radu Lupu, the 
dialogue between the theme in the bass and the answer of the upper voice, 
on several distinct planes that emphasize the feeling of restlessness, can 
be clearly perceived. Martha Argerich approaches the section of the coda 
in a flowing tempo. She creates an image of the wavy surface of the water, 
through the discreetly contoured arpeggiated triplets, and an insinuating 
response, which highlights the theme in the lower register. The subtle use 
of the pedal (mm. 230-231) produces an unexpected effect, bringing out the 
rests on the off-beat, evoking the pulsation of the heart. Murray Perahia 
maintains the unity of the work.  
 Although the above-mentioned performers belong to the same 
generation (the golden generation of piano players), and notwithstanding the 
moment when each of the three performers made the recording (Argerich – 
age 19, Lupu – age 25 and 31, and Perahia – age 53), the listener does not 
feel restricted to a certain spirit of an epoch, nor a certain performance 
“fashion”.  
 
 
 Rhapsody in G minor, Op. 79 No. 2  
 
 The second Rhapsody Op. 79 has the structure of a concise sonata, 
with a short Exposition and an unusually long Development. Regarding its 
sonority, the most interesting passage is the grand re-transition, which 
strives to regain its potential energy. In both rhapsodies one may observe 
the composer’s “reticence” of establishing the key in the first measures: the 
beginning of the Rhapsody in G minor can be described as having a 
“wandering” tonal center, which makes it even more comforting when it 
finally reaches the tonic. 
 The first subject (mm. 1-8) begins with an interrupted cadenza and 
a leaping, ample, ascending passage, which could suggest the ancient 
hero’s longing for immortality. Throughout the entire work, the unusually 
throbbing triplets convey the structural unity of this rhapsody. It is important 
to note, that all the themes of this work, including the transition, begin with 
an upbeat (anacrusis). 
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E.g. 13 
 

 
Brahms: Rhapsody in G minor, Op. 79 No. 2 - The first subject, mm. 1-4 

 
 The transition (mm. 9-13), which usually prepares the presentation 
of the second subject group, here has the function of manifesting, of 
personifying the ideal proposed by the first subject. With its combative 
character, the transition contains contoured thematic possibilities, with octave 
leaps in the bass and flow of chords. 

E.g. 14 

 
Brahms: Rhapsody in G minor, Op. 79 No. 2 - Transition, mm. 9-10 

  
 The first theme of the second subject group (mm. 14-20) is 
brought about through the repetition of the motif in measure 14 (E.g. 15), 
and at the conclusion of the phrase, Brahms employs the beginning of the 
motif in an ascending harmonic sequence (mm. 19-20 – E.g. 16). 

E.g. 15 
 

 
Brahms: Rhapsody in G minor, Op. 79 No. 2 
The 1st theme of the second subject group 

(S.II.1, mm. 14-15) 
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E.g. 16 

 
 

Brahms: Rhapsody in G minor, Op. 79 No. 2 
The 1st theme of the second subject group 

(S.II.1, mm. 19-20) 
 

 The second theme of the second subject group (mm. 21-30) 
maintains the tonality, as well as the march-like character, but this time it 
becomes somber and implacable, on the same ternary rhythm, in menacing 
piano colors, through the ostinato formulae in the inner voice of the right 
hand. 

E.g. 17 

 
 

Brahms: Rhapsody in G minor, Op. 79 No. 2 
The 2nd theme of the second subject group 

(S.II.2, “The funeral march”, mm. 21-24) 
 

 The bass and the upper voice are stable. The successive repetition 
of the same note in the first voice, the doubling in octaves of the ostinato 
triplet on the last beat, followed by the punctuated rhythm in the bass, 
suggests the image of a funerary procession. Gently insinuating in the 
beginning, the developed tension becomes more evident, emphasized by the 
punctuated rhythm, the dissonances, and retardations, underlined through 
the crescendo, creating the impression of dynamism. This is followed by an 
incredible accumulation of tension, unleashed only in the last measure of 
the Exposition, through a descending arpeggio that spreads 3 octaves, and 
is continued in the Development.  
 The Recapitulation is the restatement of the Exposition, with 
modulations characteristic to the structure, followed by a Coda that 
encompasses 8 measures.  
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E.g. 18 

 
 

Brahms: Rhapsody in G minor, Op. 79 No. 2 - Structural analysis 
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 Case study – Comparative analysis of the performance of 
 Brahms’ Rhapsody in G minor, Op. 79 No. 2 

 
 Exposition – First subject (mm. 1-8): Radu Lupu’s unitary vision 
regarding the tempo of the entire work (♩ = 120) is remarkable. Despite this, 
in certain sections of the Rhapsody particular values (durations) of the 
tempo become evident. Lupu intuitively senses the ballad-like dimension of 
the work, thus opting for expansive, ample phrases that comprise 4 measures, 
a demanding choice due to the comprising musical events that are 
immediately resumed, without any pause. In Martha Argerich’s performance, 
one may remark the instability of the tempo in the presentation of the main 
theme’s two phrases – the first around ♩ = 120, and the second around  
♩ = 138. Contrary to the composer’s indications, Argerich concludes the first 
phrase piano and diminuendo, ending the entire exposition according to 
Brahms’ notations in the score, this latter choice dictated by considerations 
of persuasive nature. Owing to the compact key attack, which results in an 
organ-like effect, the construction of Murray Perahia is well-defined: every 
two measures the anacrusis is approached with agogic broadness and 
spatial distribution of sound. The flexibility of the agogic accents, which can 
be discovered only through an objective identification, unfolds in the 
ascending phrases of the theme between the duration of ♩ = 116-132. The 
acceleration and slowing occurs in a flowing, natural manner. 
 In the Transition (mm. 9-13), Radu Lupu maintains the tempo of the 
previous section (♩ = 126). His rendition is descriptive, the musical narrative 
reflects the personal involvement of the performer, at the same time 
outlining the two melodic “characters” of the transition. The transition is 
played in a whirling, precipitated tempo, contrary to the in tempo indication. 
For this section, Martha Argerich chooses a rather lively, più vivo tempo  
(♩ = 152), the last chords almost “drowned” owing to the use of the pedal. 
Murray Perahia embraces a stable tempo, inspired by the pulsation of  
the triplets (♩ = 132), and a throbbing rhythm. The musical discourse is 
developed and concludes with ample final chords. Regarding dynamics, 
phrasing, and the use of pedals, the pianist performs this segment in the 
following manner: 
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E.g. 19 
 

 
Brahms: Rhapsody in G minor, Op. 79 No. 2 
The Transition, as played by Murray Perahia 

(transcribed by the author) 
 
 
 The first theme of the second subject group (mm. 14-20): Radu 
Lupu constructs the three iterations of the first theme in the second subject 
group in persuasive dynamic steps, without surpassing the mf indication in 
the score. The tempo of both themes in the second subject group is 
situated around the values ♩ = 116-120. Martha Argerich creates a strong 
emotional contrast in her rendition, where the first theme of the second 
subject group is introduced in a steady, almost hesitating tempo, with 
fluctuating rhythm (the metronome values are between ♩ = 88-108), in much 
softer intensity than the dynamic marking (mp), the touch of the keys 
resembling the music of Debussy. The atmosphere thus created is strange 
and unreal, supported by inspired harmonies. The second theme of this 
subject group is prepared by the pianist through the exaggerated touch of 
keys and an unwritten ritenuto. Refraining from emphasizing the contrasting 
character of the second subject group, Murray Perahia attacks the first 
theme of this subject group con forza, in a loud, declamatory manner (mf, 
almost f). One possible explanation for this type of approach could be the 
permanent presence of the triplets, within the themes and throughout the 
entire work, as a supporting motor of the sound construction. 
 The second theme of the second subject group – “the funeral 
march” (mm. 21-32) – in the rendition of Radu Lupu is throbbing, strict, 
precise, suggesting the waiting of the inevitable. The punctuated rhythm is 
deliberately performed with impetus. The accumulation resembles an uproar, 
thus gradually reaching the climax, a desperate clamor. Martha Argerich 
deliberately chooses a slow tempo (♩ = 92), which creates a state of unnatural, 
heavy, overwhelming, tenebrous silence. Lacking the throbbing, strict pulsation, 
the march conveys a strange effect. Argerich emphasizes the upbeat 
(anacrusis) of the motif, followed by a decrease in intensity. Increasing in 
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intensity and abruptly accelerating in measure 27 (returning to a quasi tempo 
primo, ♩ = 132), the performer suggests the perfidious attack of death, 
perceived as a predator, an aspect that emphasizes again the wild dimension 
of the Rhapsody. Murray Perahia imposes a stable and moderate tempo 
on the second theme of the second subject group (♩ = 108). Although in the 
score the accent is written on the 4th beat of the measure (on the upbeat), 
the performer marks the strong beat of the measure, followed by a 
decrease in the dynamics. The funerary march does not comprise sufficient 
accumulations in tension. Perahia uncovers his intentions, the premature 
growth of intensity diminishes the dramatic effect of his performance. 
Although he uses a firm attack, he does not manage to convey the climax 
its necessary strength. 
 For the entire Development (measures 33-85), Radu Lupu adopts 
the value of ♩ = 116. In the first section of the Development (measures 33-
52) – „The mood section” – Lupu continues the invasive and expansive 
concept first presented in the Exposition. Following the dynamic indications, 
generically marked p, Lupu presents the Hero in his three appearances: 
when he demands (mm. 37-39), when he asks (mm. 45-47), and finally when 
he supplicates (mm. 49-51). In the second section of the Development (mm. 
53-64) – “the funeral march section”, Lupu prefers to continue in a similar 
manner as the one employed in the Exposition, using a well-defined rhythm 
and sharp accents. The last section of the Development (mm. 53-64) – “the 
seeking section” is evoked in a superb manner by the performer. The Hero’s 
spirit is eager, anxious, restless, he cannot find his peace. He oscillates 
between himself and his thoughts. The dialogue is, in fact, a monologue. 
Despite the accumulation and a seemingly short climax in fortissimo (m. 79), 
the conflict remains unsolved. The final arpeggio, with synesthetic effects, 
symbolizes the desperate flapping of a butterfly’s wings, the last breath. 
 Martha Argerich chooses an in-depth exploration. She immerses 
herself in dynamic depths, from which she strives to be reborn. Expressive 
colors, from piano to pianissimo possibile, invest the work with mystery and 
refinement, further emphasized by the impressionist touch of keys that evokes 
the works of Debussy. Maintaining the same agogic and dynamic coordinates, 
the mysterious approach of “the funeral march” does not have the same 
outcome in the Development. According to the Schenkerian theory, the same 
performance is experienced distinctly in different musical circumstances, the 
listener having distinct levels of perception in the two situations. “The seeking 
section” is emphasized through a supple touch of the keys, inspired by 
pianissimo colors. Compared to Radu Lupu, who chooses to express himself 
in a monologue, Argerich opts for a dialogue. “The seeking section” contains a 
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short moment of victory (measure 79) as if the key to life had been found, 
but not it’s gone. The final arpeggio rises like steam, transformed into drops 
of water, suggested by the dripping sonority of the voice in the right hand. 
 Murray Perahia respects the score, conveying distinct nuances to 
the harmonic events, thus coloring the musical discourse in various shades, 
depending on the context. The main reference remains the pulsation of the 
triplets. “The march” is clearly accentuated, in a cantabile manner. In Perahia’s 
performance “The seeking section” is hard, there is no way out, as suggested 
by the dynamic monotony. The Hero is trapped. The climax is overemphasized, 
from both agogic and dynamic perspectives, through a rallentando that 
conveys the sensation of slow motion. The same tempo is maintained for 
the final arpeggio as well, dominated by the triplets. 
 Radu Lupu performs the Coda (mm. 116-123) in a single phrase, 
resembling “the last breath”. The burning flame of life is extinguished by a 
last rush of the wind. In the rendition of Martha Argerich, the tempo of the 
coda is dictated by the previous section. In dynamic waves, with a more dense, 
almost crushing touch of the keys, the pianist evokes the last pulsations of 
the departing soul. Murray Perahia’s performance is accomplished at the 
level of discernible concreteness, with a full and grave sonority. 
 
 
 Conclusions 
 
 Aristotle agreed that what lies in opposition is symmetrical and 
harmonious, for the most beautiful harmony is born out of distinct objects, 
everything being the result of struggle (The Nicomachean Ethics). Nature is 
a whole, which balances the action of hostile forces, adjusting these opposing 
forces that tend to destroy one another; it is a principle of overcoming and 
rejuvenation. 5  I would dare to affirm that this rejuvenation refers to 
regeneration, a clear change of register, from unpredictable, to the fine control 
of the endeavor. The antithesis is perceived as a process in motion, with traits 
that resemble a discourse able to transform into a dialogue, conversation, or 
dispute. 
 Brahms solves the conflicting character through a unitary architectural 
logic, bonding the opposites, in a manner that represents the mature imprint of 
the composer’s creativity. In some situations, he only presents these 
contradictions, while in others he also solves these, appeasing the conflict, 
an aspect that reveals Brahms’ aspiration towards harmony and balance. 

                                                 
5 Ion Munteanu, Mit și filosofie în cosmologia lui Lucian Blaga [Myth and Philosophy in 

Lucian Blaga’s Cosmology], Editura Scrisul Românesc, Craiova 2016, p. 63. 
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 With passion, the three performers tell the story of the great Heroes. 
The questions represent the link between the performer and the audience, 
they invite to reflection, with faith and inspiration they convey a vision. 
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THE POLONAISE IN FRÉDÉRIC CHOPIN’S WORKS.  
ANDANTE SPIANATO AND THE GRANDE POLONAISE 

BRILLANTE OP.22 
 
 

LIOARA FRĂȚILĂ1 
 
 

SUMMARY. The present study is focused on the musical genre of the 
polonaise and its particularities in Chopin’s creation, with precise reference 
to Andante Spianato and The Grande Polonaise Brillante, Op. 22. Chopin’s 
substantial contribution to the genre consists of the transformation of a 
gallant dance of conventional harmony into a veritable heroic chant of 
prodigious harmonies. Due to a proficient transformation of a folk motif, 
Chopin is able to introduce folklore in his major works, according to the 
larger trend of national awareness that required the artists’ return to the 
folklore sources of inspiration that were able to express the national 
yearning for freedom. Far from the solemnity of the courteous dance, these 
pieces become programmatic musical poems, sprung from the most noble 
of emotions, the love for one’s country. The nostalgic chromatics, diffused 
throughout Chopin’s entire creation, is augmented by the call for resistance 
in front of the historical events (Poland’s loss of political independence). 
The polonaises Chopin composed at maturity had a new form, transforming 
into veritable epic poems which depicted images of Poland’s heroic past as 
visions impregnated by lyric pathos and pain for the country’s troubled 
history. Although their common feature is the epic and grandiose tone, 
Chopin’s polonaises are extremely varied and versatile, characterized by 
grandeur and dramatism. The work proposed for analysis – Andante 
spianato in G Flat – is based on the principles of stanzas and variation and 
has the structure of two stanzas of A B type, followed by a Coda. Chopin 
added the coda as an introduction (only around 1843-1835, in Paris) to The 
Grande Polonaise Brillante, Op. 22 (composed in 1831). Although intensely 
contrasting, the two parts seem to be connected exactly by this difference. 
This is the process that describes the genesis of The Grande Polonaise 
Brillante prédécès d'un Andante Spianato Op 22. 

 
Keywords: polonaise, folklore, ornamentation, chromaticism, variation, 
rubato. 

                                                 
1 „Transilvania” University of Brasov, Faculty of Music, Corpul Z, Șirul Mitropolit Andrei Șaguna, 

2, Brașov, 500123, Lecturer, lioara_popa08@yahoo.com 
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Cultural Influences and Environment of Andante spianato and 
 The Grande Polonaise Brillante, Op.22 
 

Chopin composed his first polonaise when he was seven, and his 
style was much developed along his working career. As with the nocturnes, 
Chopin perfected an existent form, also surpassing the ones who initiated 
it: Michal Oginski2 and Karol Kurpiński3.  

No matter the genre of Chopin’s compositions, there can be 
distinguished the national character. It is only natural that it appears poignant 
in genres sprung from national dances – polonaises and mazurkas. 

The string of Chopin’s polonaises was wrought starting with a play 
he composed in 1818 and dedicated to his godmother, countess Skarbek. 
His following polonaises were also dedicated to people dear to him 
(professor Zwyny, friend Kolberg), but only the last ones were present on 
the list of his creations (Op. 71, no 1-3). Neither The Polonaise in C Major 
for cello and piano, composed when he was 19, nor the attempt to create 
(at the age of 20) a polonaise with orchestral accompaniment, Grande 
Polonaise Brillante in E Major, Op. 22, preceded by an Andante spianato in 
G Major cannot be omitted from that list. 

Nonetheless, Chopin composed his chefs-d’oeuvres during his 
refuge in Paris, when his genius instilled his music with expressive force.  

Compositions inspired by old Polish dances can be encountered since 
the Baroque epoch, written by G. Fr. Haendel, J. S. Bach or W. Fr. Bach4, 
but it is uncertain if Chopin had any knowledge of them. The research in 
this matter mentions the link between his polonaise and those of the less 
known composes – Oginski, Kurpiński, Elsner – his direct forerunners and 
precursors. But the most relevant influence on Chopin seems to be one of 
W. A. Mozart’s pages, The Polonaise-Rondo from the Sonata in D Major 
KV 284/205b. 

The Grande Polonaise in E Flat Major Op. 21 and Polacca Brillante 
in E Major Op.72 by Carl Maria von Weber5 had obviously contributed to 
the genre’s evolution during Romanticism, from the perspective of harmony, 
brilliance, and piano style, but it is also uncertain if Chopin knew of them. 

 

                                                 
2 Oginski Michal (1765-1833) was a Polish composer, diplomate and politician. 
3 Kurpiński Karol (1785-1857) was a Polish composer, music director and pedagogue.  
4 Wilhelm Friedemann Bach (1710-1784), son of J. S. Bach, was a German organist, pianist 

and composer.  
5 Carl Maria von Weber (1876-1826) was a German composer, pianist, music director, guitarist 

and critic, one of the most important personality of the Romantic School. 
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In Chopin’s hands, the polonaise acquired some of the finesse of 
the piano sonata and early classical sonatina. On the other hand, the 
polonaises of Franciszek Lessel6 and Marie Szymanowska7 conferred to 
this dance something of the virtuous manner of composers as Johann 
Nepomuk Hummel8, John Field9 and C. M. von Weber. 

These stylistic influences on a simple dance form created a more 
profound Polish music, making the transition from Luminism to Romanticism. 
There is a general tendency in the history of music to consider the Slavic 
music from before and the beginning of the XIXth century as weakly connected 
to the Western European tradition. During those times, the Polish composers 
seemed to be closely familiarized with the early music of the Western 
Europe, especially the symphonic compositions or the camera concertos. 
Mozart, Haydn and even Beethoven’s music were certainly known in 
Warsaw during Chopin’s apprenticeship and there is a lot of evidence about 
the importance the Polish composers placed on the unicity of their creation. 
Still, neither the symphonic art, borrowed from the West, nor the sternness 
of the church cantata had a considerable influence on young Chopin. The 
public of Warsaw was more receptive to the “bravado” concertos, composed 
by virtuosos as Hummel, Field and Weber or to the miniatures written for 
the piano salon. It can be said that this was an international trend which 
could be also found in the Polish composers, Chopin included. Only in the 
rondos, variations and concertos can be found a truly Polish “brillante” 
style, but the bravery of pieces by the violinist Karol Jozef Lipinski10 or the 
pianist and composer Franciszek Lessel had a certain influence on Chopin. 

Still, neither the concerto halls, nor the chambers could compete with 
the opera, so beloved in Warsaw. Chopin’s love for the opera was born there. 
Starting with 1820, the opera was dominated by the contemporary Italian 
style and, above all, by Gioachino Rossini. Some of the Italian composers 
established themselves in the Polish capital city, at least until 1831, and 
one of them, Carlo Evasio Soliva11 played an important part in the musical 
circles as the director of the School of Canto and Declamation. In Aniela, 

                                                 
6 Franciszek Lessel (1780-1838) was a Polish composer. 
7 Maria Szymanowska (1789-1831) was a Polish composer and one of the first professional 

piano virtuoso of the XIXth century. 
8 Hummel Johann Nepomuk (1778-1837) was an Austrian piano virtuoso and composer. 

His music mirrors the transition from Romanticism to Classicism. 
9 Field John (1782-1837) was an Irish pianist, composer and professor. 
10 Karol Lipinski made the arrangements for some of Chopin’s pieces for piano and violin, 

including The No. 6 Prelude in B flat, Op. 28. 
11 Carlo Evasio Soliva (1791-1853) was an Austrian-Italian composer of chamber music and 

cantatas.  
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the opera composed by Soliva, Chopin first saw Konstancja Gladkowska12, 
debuting in 1830. Starting with Maciej Kamienski13, the Polish composers 
brought a major contribution to the repertoire of The National Theatre, 
excelling in comical operas with folkloric themes, especially in the form of 
Singspiel or Vaudeville. 

During those times, Kurpiński was a prominent figure of the Polish 
musical life and young Chopin intersected with his works. He improvised on 
a theme composed by Kurpiński and included another in Fantasy, Op. 13, 
with a Polish theme. Kurpiński was the musical conductor of two of 
Chopin’s piano concertos in Warsaw. 

Other Polish features of the music Chopin composed during his 
residence in Warsaw reveal a range of heterogeneous styles: Baroque church 
cantatas composed by Jacob Golabek, Elsner’s classical symphonies and 
chamber music, bravado concerts and solos of Lessel and Joze Desczynski14, 
Szymanowska’s miniatures, Kurpiński’s Italian operas, and others. Ironically, 
looking at this range of styles, the concept of the Polish national idiom was 
very popular at the beginning of the XIXth century, commented not only in 
Waclaw Sierakowski’s15 works, or Elsner, but also in the local newspapers. 
Out of political reasons, the Polish composers were encouraged to write 
music, proclaiming the Polish identity. In practice, however, the reflection of the 
Polish spirit did not progress too much and was only used as a preference for 
a subject or a modal or rhythmic introduction – a feature derived from the 
polonaise, mazurka and krakowiak. 

The tribulations of the national spirit had a minor influence on 
Chopin’s componistic style. Since the beginning, Chopin did not show a great 
interest in the symphonic, religious or chamber compositions. Even in his 
third year of the composition course at the Conservatoire, Chopin was allowed 
to follow his own inclinations while his colleagues were diligently working on 
the statutory cantatas. Chopin was more drawn towards the Italian opera, 
chamber music or the virtuosity concertos. 

Some Polish influences can be found in The Polonaise in G Minor 
he presented to the countess Skarbek in 1817. The same as in the Polonaise 
in B-Flat Major he composed during that year; it bears the powerful influence 
of the music Chopin had played in his childhood. These influences include 

                                                 
12 Konstancja Gladkowska (1810-1889) Was a Polish soprana the young Chopin fell in love 

with. 
13 Maciej Kamienski (1734-1821) was a Polish classical composer of Slovak origin. 
14 Joze Desczynski was a Polish composer from the XIXth century. 
15 Waclaw Sierakowski was a Polish composer from the XIXth century. 
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polonaises composed by Oginski, Elsner, and others. Waclaw Pozniak16 
exemplified similarities between the Polonaise in B-Flat Major and that of 
Oginski’s, and Józef Chominski proved similar connections between the 
beginning of the Polonaise in G Minor and the Polonaise in F Major 
composed by Elsner17. 

From the formal perspective, he borrows Oginsky’s model, having 
both main sections and the trio governed by simple expositions and responses 
in conventional articulated periods. Technically, the compositions are not 
demanding, having simple composition and harmonies. It is, at the same 
time, obvious that the young writer was exploring, in a simple manner, the 
potential of his environment, making attempts with contrasting syntaxes 
and registers and testing a variety of accompaniment models. 

Four years separate the two works composed in 1817 from the next 
– The Polonaise in A-Flat Major – which offers Chopin’s earliest signature, 
dynamics, phrasing or tempo indications. He dedicated it to his professor, 
Zywny, whose mark is as obvious in both these polonaises as in that in G-
Sharp Minor. They are no longer dancing pieces, but chamber music. The 
sophisticated Polonaise in in G Major is remarkable for so young a 
composer. The composition presents, even from its debut, a distinct progress 
from his three previous polonaises. Only a look on the left-hand score is 
enough to prove the new technique. Here, for the first time, the classical 
accompaniment model opened the way for configurations characteristically 
extended and differentiated, with indications for the hidden melody for the 
left-hand which Chopin would transform into his signature style. 

The polonaises in A Major and G-Sharp Minor are livelier than more of 
the polonaises composed by most of the Chopin’s compatriot predecessors. 
Still, the thematic construction and the nature of the passages clearly 
indicate more of his sources of inspiration. 

Parts of the characteristic features of his writing suggest striking 
parallels with Hummel and Weber’s music, and none of them are strangers 
to polonaises. In one of Hummel’s most well-known pieces, printed in no less 
than 38 editions, was included a rondo „a la polacca”, La Bella Capricciosa, 
Op. 55, and similarities between this piece and Chopin’s Polonaise in A-Flat 
Major can be traced. In the same time, there are similarities between Weber’s 
Grande Polonaise, Op. 21 and Chopin’s Polonaise in G-Sharp Minor. 

 

                                                 
16 Pozniak, Waclaw, Neueste Forschungen über Leben und Werke Chopins’ Schweizerische 

Musikzeitung (Latest Research on Chopin’s Life and Works, Austrian Music Newspaper), 
vol. CIV, pp. 224-231. 

17 Chominski, Józef, Fryderyk Chopin, Deutscher Verlag für Musik, 1980, p. 38.  



LIOARA FRĂȚILĂ 
 
 

 
338 

These similarities do not indicate the fact that Chopin used Weber 
and Hummel’s pieces as direct sources. They serve to demonstrate the 
assimilation of the characteristics of the virtuoso style, gaining more and 
more ground in the piano literature of the beginning of the XIXth century. 
This polonaise is, first of all, an essay in virtuosity and ornamentation, two 
tightly connected notions in the piano practice from the dawn of the XIXth 
century, especially in his mentor’s music, Hummel. Chopin already was  
a professional of improvisation, which had tremendous impact on his 
composition style. 

The art of embellishment in music developed by the practice – 
common in those times – of improvising on well-known themes, often by 
gradual increase of virtuosity, presenting them in different forms. It is known 
that many of Chopin’s dance melodies were the result of improvisation,  
and the melodic ornamentation from The Polonaise in G-Sharp Minor has 
something of rhapsodic character due to the apparently spontaneous 
course of an improvisation. 

Franz Liszt highlighted the fact that the genre’s progress towards  
a higher level is owed to Chopin, by the number and variety of his 
compositions, by the emotional character and the innovative harmonic 
techniques (successions of cords of dominant 7ths, using sonorities that 
are independent from tonality.) 

Chopin composed nine polonaises before leaving Poland. Only 
later, in France, his genius reached maturity. The seven following examples 
are exhilarating through their splendour and innovation in piano technique. 

Polonaises Op. 26 (include two polonaises: one in C-Sharp Minor, 
the other in E-Flat Minor) were composed between 1834 and 1835 and 
were dedicated to his friend, Joseph Dessauer. The beginning of this play 
is a tragic and grandiose proclamation which changes rapidly, to get to a 
more lyrical theme. It is a work of undecided quality, which brings two main 
characters on the scene: a furious, frenzied Allegro appassionato, as well 
as a passionate Meno mosso, which, according to Hunuker, “is delicate 
enough to touch a princess”18. The tune for the left hand creates a strange 
effect and can be a challenge for a piano player. 

The Polonaise in E-Flat Minor, Op. 26, No. 2, is a masterpiece of 
great colour and variety. The Maestoso opening, suspenseful, sets the 
mood for the most spectacular vitality impact. This polonaise is sometimes 
called “the Siberian revolt”. It is also considered to be one of Chopin’s most 
realistic compositions. 

                                                 
18 Huneker, James, Chopin: The Man and His Music, Charles Scribner's Sons, New York, 

1900, p. 137. 
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The Polonaise Op 40, No.1 was composed in 1838 and dedicated to 
his friend, Julian Fontana. This composition is very popular. Having a majestic 
explosion of energy, Allegro con brio creates a mood of vibrant glory. 

As of the Polonaise in C Minor, Op. 40, No. 2, Anton Rubinstein19 
saw in it a sombre image of Poland’s fall, while The Polonaise in A Major 
painted a portrait of its former glory. To acquire the right tonal quality for the 
melody for the left hand, at an eighth, can raise a challenge for a piano 
interpreter, and for this reason it is seldom played. 

The Polonaise in F-Sharp Minor, op. 44, was composed between 
1840 and 1841 and dedicated to Princess Charles de Beauvau, born de 
Komar. According to Liszt, this polonaise is “the lugubrious hour that 
precedes a hurricane”20, while John Ogdon sees in it the intensity of a 
Goya. The tunes are very powerful and are presented as seventh intervals, 
while the left-hand leaps between the registers, rather frantically. The middle 
section is a mazurka, and it is peaceful enough, as it is distinctively 
introduced. This piece has little similarities with Chopin’s elegant waltzes: 
the mode is still extemporaneous, thus, a reminiscence of the scherzos. 

The Polonaise in A-Flat Major, Op. 53, The Heroic Polonaise, is one 
of Chopin’s most popular work and renown in the entire world. He 
composed it in 1842 and dedicated it to Monsieur Auguste Leo. 

The Polonaise in A-Flat Major, Op. 61 – Polonaise Fantaisie (Fantasy 
Polonaise) – was composed only four years before his death (between 1845 -
1846) and was dedicated to Madame A. Veyret. It is an eighteen pages 
masterpiece and one of his most beautiful creations. When properly played, 
this becomes an impressive array of romantic melodies, impressionist 
harmonies and virtuosity techniques. The interpretation of this composition 
is extremely subjective and so it considerably varies among modern piano 
players. 

 

General Considerations on Andante Spianato and the Grande 
 Polonaise Brillante, Op. 22 

 
The year of 1831 has a special significance in the chronology of 

Chopin’s work, separating two of the three periods of creation in Chopin’s 
componistic career: the first, considered to be from when he was seven 
years old until 1830-1831, the second beginning with 1831 and the third 
including the last years of his life. From this perspective, it can be stated 
that Andante Spianato in G Major and The Grande Polonaise in E-Flat 
                                                 
19 Anton Rubinstein (1829-1894) was a Russian pianist, composer and music director.  
20 Liszt, Franz, The Life of Chopin, tr. Cook, M.W., New York: Leypoldt & Holt, 1866, p. 69. 
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Major are equally the culmination of a first period of acquirements and 
crystallization of his compositional style and the inauguration of his maturity 
style.  

Chopin initially composed Grande Polonaise, and then added the 
part Andante spianato, as an introduction. Although the first part is dated in 
1830-1831, and the complete version is dated in 1834, the number of the 
opus (Op.22) is kept since the first variant. 

The debut of this composition is lyrical-romantic in nature, typical to 
Chopin. The polonaise as a genre is a miniature. In the Dictionary of Musical 
Terms it is defined as follows: “old Polish dance in the measure of ¾, 
similar to a walk (in a group) in rhythmic steps, not without solemnity. In 
Chopin’s creation, where it becomes a genre by itself, the polonaise occupies 
a central place, and is characterized by grandeur and dramatism21. 

The first audition of the composition was, of course, that featuring 
the piano-player composer. Chopin played this piece in public only once, on 
April 26th 1835, in Paris, in the Conservatoire’s Concert Hall, and the success 
it had placed it among the most representative of his works. 

As it is preceded by the two piano concertos – No. 1, Op. 11 in  
E Minor (Warsaw, 1830) and No. 2, Op. 21 in F minor (Warsaw, 1829) – 
this could be the reason for which Chopin imagined an orchestrated variant 
of this piece. It ends in parallel with the apparition of other numerous works, 
among which the twelve Studies Op 10 (composed between 1830 and 
1832) and dedicated to Fr. Liszt. 

The character of the introduction is that of a nocturne, and, at the 
same time, of a lullaby. This creates a dreamy disposition, which dissipates 
only when the horn party announces the Polonaise. Spianato means 
equally, without contrasts, without significant excitement or anxiety. What 
happens in this composition at the exposition of the Polonaise’s theme was 
described in various ways, but always with distinct admiration. For Jan 
Kleczyński22, this is “a real fireworks explosion of wonderful passages and 
bold phrases”, for Zdzisław Jachimecki23 „a marvelous and shiny display of 
colours and sounds”, and for Tadeusz Zieliński24 „a richness and grandeur 
of models in sounds”. 

The official form of a polonaise in not easy to define, as it results 
from the combination of two principles: the refrain – the basic form of a 
Rondo, and the reprise – the basic form of a trio dance, excepting that the 
                                                 
21 ***, Dicţionar de termeni muzicali (Dictionary of Musical Therms) – edited by Gheorghe 

Firca, Editura Ştiinţifică şi Enciclopedică, Bucureşti, 1984-2008, p. 37. 
22 Jan Kleczyński (1837-1895) was a Polish pianist and music director. 
23 Zdzisław Jachimecki (1882-1953) was a Polish professor and composer. 
24 Tadeusz Zieliński (1859-1944) was a Polish philosopher and historian. 
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theme of the refrain is modified by variation and the dance trio presents a 
whole group of themes. In what the writing is concerned, two versions of 
the composition are born: the original with the subtle accompaniment of the 
somewhat absent orchestra, and a second version for the piano solo. 

The episodic function is taken by three themes, different in character 
and expression. First, in E-Flat Major brings a sudden livelihood to the play, 
the lacy melodic ornaments and the figurations are broken by the double 
eights, played forte and risoluto. The second episode, in C Minor, creates the 
mood of a lyric espresivo. The third, in B-Flat Major, introduces a gentle 
harmony, of almost Impressionist effects. As it is proper in a composition in 
brillante stile, the play is rounded by a splendid coda. 

The final result is a composition of impressive stile, of virtuosity by 
excellence. At the time of its publication, it received the title Grande Polonaise 
Brillante, précédée d’un Andante spianato. Chopin dedicated it to one of his 
aristocrat pupils, Baroness d’Este. The composition was publicly interpreted 
by its composer only once, in April 1835, at the Paris Conservatoire, in a 
charity concert for the well-known Parisian music director François-Antoine 
Habeneck, and had a success which placed it among Chopin’s most 
representative works. 

But, the same as with the music of his Polonaise in E-Flat Major, 
this was a farewell to public from the virtuoso composer, as it was his last 
major concert as a piano player in Paris. He left the grand concert hall, and, 
as a composer, his style reached the peak of maturity, where the pianistic 
virtuosity entered in the service of expressivity. 

Grande Polonaise Brilliante precedee d’un Andante spianato, Op. 22 
is a magnificent example of the genre. Interpreted with fluency, subtlety and 
sensibility, it confirms Jan Kleczyński’s opinion: “There is no other composition 
engraved with more elegance, liberty and freshness”25. 

 

Andante spianato – Analysis  
 
Andante spianato, an oeuvre of componistic mastery and artistic 

refinement, alludes to the age of the composer’s youth, to the national 
music filled with optimism and merrymaking. The contemplative, reverie 
atmosphere is given here by the effect of the ornamented melody and the 
piano arabesque which originally combines with the continuous and monotone 
accompaniment of the bass. 

                                                 
25 Kleczynski, Jan, Frédéric Chopin. De l’interpretation de ses oeuvres (Frédéric Chopin. On 

the Interpretation of his Works), F. Mackat, Paris, 1880, p. 127. 
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The G-D fifth, which obstinately repeats in the ample arpeggios 
spread throughout the part for the left hand, produces original dissonances 
by overlapping the melody, which, in turn, creates the sensation of calm, 
tenderness and pastoral simplicity. 

The bi-tonal melodic line presents some similarities with the Polish 
folklore – through the characteristic cadence of the diminished major third – 
with the exception of melodies formed by embroideries and small chromatic 
passages. The emotional tension grows when the melody is replaced, in 
the upper part, with arabesques of semiquavers, suggesting a delicate 
murmur through their equal and continuous movement. The moment very 
sensibly expresses the apogee of contemplation. After the central episode, 
which has the allure of a mazurka, the central reprise only retains the 
semiquavers figuration (the arabesques from the end of the exposition), 
discreetly accompanied by the bass arpeggios and chaperoned by a 
progressive diminuendo to pianissimo, until the complete disappearance of 
the part for the right hand. 

Section A (bars 1 to 66) begins with a short introduction, of four 
bars, for the left hand, the hand which plays the accompaniment, through a 
development of arpeggios, which repeat a cellule of motifs, as shown in 
example 1 below. 

 
E.g. 1  

 
Fr. Chopin, Andante spianato, Op. 22, bars 1 to 4 

 
The first section is composed of three periods, each having two-

phrases, as in Table 1 below: 
 

Table 1 
A B Av 
5-20 21-36 37-52 

 
Structure of the first section 
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Thus, on the level of the first large stanza the configuration of a lied 
form appears, in three parts (A – B – Av). Nonetheless, the general scheme 
at the end of this analysis will reveal a more complex structure of this 
stanza. 

The theme of this musical page, preceding the proper Polonaise, is 
remarkably melodious, beginning in G Major. 

E.g. 2  

 
 

Fr. Chopin, Andante spianato, Op. 22, bars 5 to 12 (phrase I of A) 
 

In the second stanza, B (bars 21 to 36), one can notice a 
modulation chain of the motif presented previously in B, with modified 
intervals corresponding to the new tonalities that are touched for short 
durations: E Minor, D Major, D Minor, C Major, Picardy B Minor and, finally, 
B Major. Therefore, the ratios between tonalities are: relative minor, 
dominant, homonym, homonym dominant, subdominant, and relative 
dominant or homonym relative dominant. 

It can also be easily noticed the asymmetry of phrase duration 
inside the second period: phrase I has only two bars, while the second has 
twelve bars. 

E.g. 3 

 
        E minor                                                 D major 

 
Fr. Chopin, Andante spianato, Op. 22, bars 21 to 24 (phrase I of B) 
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The third stanza, - AV – brings forth the variation principle, by means 
of augmenting the tune with exceptional divisions, in the basic tonality,  
G Major. 

E.g. 4 

 
 

Fr. Chopin, Andante spianato, Op. 22, bars 37 to 44 
 

The Coda (bars 53 to 66) is characterized by phrasal asymmetry, 
and the evolution of the two parallel plans on semiquavers. 

E.g. 5 

 
 

Fr. Chopin, Andante spianato, Op. 22, bars 53 to 64 
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The middle section, B (bars 67 to 96) exposes a typical contrast for 
phrases juxtaposition, due to the evolution of musical material in 3/4 bar 
and of larger values (comparing to the semiquaver pulsation, predominant 
in the first articulation). From the tonal perspective, there are no 
modifications, the musical discourse being conducted in G Major. 

E.g. 6 

 
Fr. Chopin, Andante spianato, Op. 22, bars 67 to 72 

 

Section B is composed of two periods, B B1, having the following 
structure: 

Table 2 
 

B (67-78) B1 (79-96) 
- two phrase group - - three phrase group - 
phrase I 
(67-72) 

phrase II 
(73-78) 

phrase I 
(79-84) 

phrase II 
(85-90) 

phrase III  
(91-96) 

 
Structure of section B 

 

It can still be argued that a three-pentapartite structure is possible, 
ABABA, if the phrases are considered as having 3 bars – as it can be seen 
in the general scheme and the explanations below. At the end of this part 
the coda from stanza A returns, having the same phrase structure (two-
phrase period) in 3/8 bars, together with a small fragment form stanza B, as 
the general scheme reveals. 

Below is the general scheme of this section, followed by schematic 
explanations: 
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Table 3 
 

STANZA I (A) 
1-66 

Intro. A A' Av A'' A''' Coda/cadence  
Intro. A B         Av Coda/cadence 

4 
1-4 

8 
5-12 

8 
13-20 

16 
21-36 

8 
37-44 

8 
45-52 

14 
53-66 

Stanza II (B) CODA 
67-96 97-114 

B B1 
B Bv B' Bv' B''    
6 

67-72 
6 

73-78 
6 

79-84 
6 

85-90 
6 

91-96 
14 

97-110 
+ 4 

111-114 
 

General structure of the section 
 

- The stanzas are not equally ample, but there is a different 
symmetry  

- (Intro. A B Av Coda): is another possible formal classification of A 
(includes: A Av1), Av (includes: Av2 Av3), the themes have the indicator v 
(varied), and where the basic melody line is changed, it was noted with B. A 
similar structure can be identified in the second part of the composition. 
Still, the choice for the first variant reflects both the variations and the 
mono-thematic character better.  

- The introduction: contains four bars, arpeggio, for the left hand.  
- A – 8 bars: is the accompaniment in the intro. + theme for the right 

hand. 
- A' – 8 bars: the slightly ornamented repetition of the theme (the  

8 previous bars). 
- Av – 16 bars: the already varied repetition of the theme transposed 

and enlarged. The last 2 bars represent a re-transition (as in Scherzo No. 
2, can be identified a structure of the type aab). 

- A'' – 8 bars: the more ornamented repetition of the theme. 
- A''' – 8 bars: another more ornamented variation of the theme. 

They were noted with prime (‘) and second (“), and so on, to underline the 
similarities between the sub-sections. Excepting Av, the melodic line is 
practically the same, but more ornamented/varied with every repetition. 

- Coda/Cadence – 14 bars, isorhythmic final cadence, continuous 
contrary movement for the two hands. 

- A very powerful variation character and an equally powerful 
monothematic character can be identified. 
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- Stanza II: a binary structure (as in the whole composition) can be 
identified. 

- B: 6 bars, 3+3 identical bars; 
- Bv: 6 bars, 3+3 bars; they are no longer identical, but the last 3 are 

the variation of the first 3; 
- B': 6 bars, 3+3 identical bars. It is identical with B (67-72), with a 

single difference in rhythm (ornament); 
- Bv': 6 bars, 3+3 bars. Bv returns, identically; only one rhythmic 

difference can be identified here, as well (ornament). 
- B'': 6 bars, the same structure; it is a new ornamental variation 

and, at the end, there is no cadence on the tonic, but stay on the dominant. 
- At the end of the first stanza was presented a different possibility 

of formal analysis. The B of that scheme has no connection with the B in 
the second Stanza. The notation B in the first stanza was chosen to 
underline the contrast and the variating character. 

- In the Coda, the Coda/Cadence of 14 bars from bars 53-66 return 
identically. There is another short rhythmic succession of 4 bars (111-114), 
where the first two bars are from B (bars 67-68) + the last bar from B (bar 
96) + the final chord on the tonic of G Major. 

- As amplitude, there were not identified other symmetries: 
- there are 5 subsections A – progressive variation character; 
- there are 5 subsections in B as well (shorter) – alternating variation 

character; 
- The proportion of the stanzas is reflected in the Coda, where there 

is an ample come-back from section A and a much shorter one from 
section B; 

- The monothematic character is present for each stanza. 
 

The Grande Polonaise Brilliante – Analysis 
 

The Grande Polonaise Brillante, Op. 22, completed in 1831, in Wien, 
and published in 1936 is considered a jewel of the concerto repertoire  
of virtuosity. This part of Op. 22 is played on its own, as a pure soloist 
interpretation, as well as with an orchestra accompaniment, with reduced 
sounding resources. 

Spianato is, in fact, a character indicator, suggesting an equal, and 
quiet, music26, which lacks pathos. The character of these first movements 
resembles considerably to that of the nocturnes. The technique of 

                                                 
26 Coman, Lavinia, Frédéric Chopin, Editura Didacticǎ şi Pedagogicǎ, Bucureşti, 2009, p. 26. 
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ornamentation that Chopin uses was seen by some musicians27 as coming 
from the art of the old French harpsichord players. From the technical point 
of view, the composition stimulates the player through multiple interpreting 
difficulties. The requirement for perfect execution is characteristic for all the 
Polonaises of Chopin. The core of these works expresses the essence of 
the Polish spirit. This particular composition contains the effigy of Chopin’s 
style, craftily reflected both by the technical construction, as well as the 
melodic thinking. The problematic of Chopin’s style can only be approached 
in the perspective of the multiple ratios born from the dichotomy between 
meaning and expression. 

The period he spent at Warsaw was extremely productive for Chopin, 
as a composer, and especially as a concert writer. He confessed to his friend, 
Tytus Woiciechowski, in a letter: “I drafted the composition for a Polonaise, 
with orchestra, but it is merely a vague sketch, although not in the first draft”28. 

A feature of The Polonaise is the capricious character, heavily 
ornamented, together with the rhythm’s poignancy and variety. The tonality 
chosen by the composer, E-Flat Major, emanates a special expressive 
force and optimism. From the perspective of the melodic display, the 
virtuosity writing for the piano, rich, expressive and dynamic, alternates with 
the parts for the orchestra, which have a clear and transparent discourse, 
and visibly inferior in what harmony is concerned, even if it is represented 
by more instruments. 

The form has the structure of three stanzas, the type A B A. This 
ternary structure, preceded by a slow introduction reminds of the structure 
in three parts of the classical Italian overture. The Polonaise begins with an 
orchestral introduction of sixteen bars, which sets the stage for the soloist. 

From this first fragment, we see that the orchestra is not characteristic 
for the romantic period when the work was composed, resembling more, as 
density, to a classical piece. 

The horns are the messengers of the rhythmic signal that is typical 
to a dance á la Polonaise, in forte. 

E.g. 7 

  
Fr. Chopin, The Grande Polonaise, Op. 22, bars 1 to 4 

                                                 
27 Wande Landowska, cf. Lavinia Coman. 
28 Manea, Carmen, La pian cu Frédéric Chopin (At the Piano with Frédéric Chopin), Editura 

Universitǎţii Naţionale de Muzicǎ, Bucureşti, 2010, p. 48. 



THE POLONAISE IN FRÉDÉRIC CHOPIN’S WORKS. ANDANTE SPIANATO… 
 
 

 
349 

These signals are followed by a harmony created by blowing and 
chords instruments, which resembles the chords blocks. The chord 
instruments amplify the intensity by ascending melodic vawes. 
 

E.g. 8 

 
 

Fr. Chopin, The Grande Polonaise, Op. 22, bars 8 to 13 (Vl. I): 
 

This growth is also obtained through the rhythmical pulsation of 
semiquavers. 

The culminating part of this beginning is suddenly interrupted by a 
general pause, followed by two measures for the chord instruments, with 
the indication of pizzicato – in pp, the composer obtaining by these means 
the effect of an extremely expressive contrast. 

E.g. 9 

 
Fr. Chopin, The Grande Polonaise, Op. 22, bars 13 to16 (tutti) 
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As for the harmonic chains used by the author, it can be said that 
both them and the space-time ratio are novel: throughout the first three 
bars of the theme, from 17 to 19, the first value of the E-Flat Major tonality 
is kept, while in the 20th bar it is suddenly replaced with F Minor and, later 
on, in the same mode, by B-Flat Major, the dominant. It is an atypical 
chaining: 

Table 4 
 

Tonic Supertonic Dominant 
E flat F B flat 
17-19 20 22 

 
Atypical chaining inside the theme 

 
 

The theme contains exactly 60 notes, each of them bearing a 
melodic significance29. The second section, from bar 77 to 160, is extremely 
rich from the variation point of view, and extraordinarily ingenious. Based 
on the episode from the first section, but having very distant musical 
reverberations, it is structured into three episodes, rather ample. 

Judging from the perspective of the initially enounced structure, 
ABA, one could infer that the middle and the first sections would contain 
different thematic elements. The reason for not naming the middle section 
Av is the strong resemblance, at the structural level, with the pattern of a 
sonata, meaning exposition (A), development (B) and reprise (A). 
Although this is a bold assertion, it could be justified, if not necessarily by a 
stated intention of the composer to obtain a particular formal pattern, but by 
the general context of the epoch, where all the composers were searching 
for liberation from the strict musical forms of the Classicism. It is, of course, 
easily understood that, although the intention was clear at a declarative 
level, at the conceptual-psychologic level, the composers still had the need 
for order, equilibrium, and symmetry, in thought and expression. 

The first episode is written in E-Flat Major, and it stands out by the 
virtuosity writing. The second episode is in C Minor, in the form of a 
cantilena of extremely profound expression. 

                                                 
29 Manea, Carmen, La pian cu Frédéric Chopin (At the Piano with Frédéric Chopin), Editura 

Universitǎţii Naţionale de Muzicǎ, Bucureşti, 2010, p. 93.  
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E.g. 10 

 
C, E-Flat, A-Flat, C 

 
Fr. Chopin, Grande Polonaise, Op. 22, bars 77 to 82 (Piano) 

 
Throughout this entire fragment, a very expressive modulatory 

course can be noticed. The national specific is fully revealed here, both by the 
melodic line for the right hand, which has the personality of a kujawiak30, 
and by the accompaniment for the left hand, which is a rhythmic ostinato on 
the traditional formula for a polonaise. 

The third episode does not follow a precise melodic contour, it is 
written in B-Flat Major and it is very original and engaging.  

E.g. 11 

 
Fr. Chopin, Grande Polonaise, Op. 22, bars 133 to 136 (Piano) 

 
The four musical motifs are sustained by the precise rhythm, written 

in parallel sixths for the right hand, combined sporadically with fifths, ascending 
from the median to the high register of the piano, almost suggesting the flight 
of the composer towards the peaks of the fantasy and aspiration. 
                                                 
30 Kujawiak – Polish national folk dance of lyrical nature. 
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E.g. 12 

 
 

Fr. Chopin, Grande Polonaise, Op. 22, bars 137 to 139 (Piano) 
 

The chromatic descent that naturally follows the ascending is delicately 
exposed in parallel sixths, played in staccato by the right hand, while the 
bass follows an original harmonic line. 

The structure of this rhythmical-harmonic development is variedly 
repeated once more – four ascending waves, this time as a triplet: 

 
E.g. 13 

 
 

Fr. Chopin, Grande Polonaise, Op. 22, bars 141 to 144 (Piano) 
 

followed by the intensely chromatic descending passage, identically 
exposed: 

E.g. 14 

 
Fr. Chopin, Grande Polonaise, Op. 22, bars 145 to 147 (Piano) 
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The reprise is clearly a dynamic one, where all the variation 
proceedings used in the composition seem to be homogenized. The 
appoggiatura, an element placed at the debut of the theme, confers to this 
imposing final glamour and a special distinction. 

 
E.g. 15 

 
Fr. Chopin, Grande Polonaise, Op. 22, bar 161 (Piano) 

 
 

Chopin’s genre is fully visible during his Parisian period in his 
maturity creations. He writes an introduction for his Polonaise, Op. 22, a 
distinct section for piano solo, different in style and expressivity and titles it 
Andante spianato. Exceptional as style and poetics, Andante spianato in G 
Major, bearing the agogic indication tranquillo, is a completion of The 
Polonaise, as the composer himself considers it. Andante spianato is an 
example of craft and originality in the treatment of musical forms and 
genres, revealing a romantic feature – a harmonious combination of the 
lyric, folklore and piano idioms, unveiling the syncretism of arts. The 
composer is, at the same time, a poet-musician and a Copernic of the 
piano31. 

The ornamentation technique is present in all the genres, from 
Studies to Nocturnes, from mazurkas to polonaises, from preludes to 
sonatas. It can be stated that Chopin represents the acme of ornamentation 
in the Romantic era. The fluidity and the expressivity of Chopin’s melody 
are grounded on ornamentation. 

Starting from actual ornaments (appoggiatura, trill, mordent, 
turn/gruppetto) and amplifying them, complex ornaments are derived from, 
combined with the exceptional divisions, diatonic or chromatic scales. Here 
are a few significant examples: 

                                                 
31 Czeslaw, Sieluzycki, Copernicus of the piano, Chopin Studies, nr. 6, 1999, p. 125.  
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E.g. 16 

 
 

Fr. Chopin, Grande Polonaise, Op. 22, bars 56 to 61 
 

E.g. 17 
 

 
 

Fr. Chopin, Grande Polonaise, Op. 22, bars 91 to 92 
 

E.g. 18 

 
 

Fr. Chopin, Grande Polonaise, Op. 22, bars 129 to 131 
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E.g. 19 

 
 

Fr. Chopin, Grande Polonaise, Op. 22, bars 200 to 205 
 
 

The notation of the ornaments is with lowercase characters, but the 
rhythmic and melodic variations of the motifs can be considered a form of 
ornamentation as well, inserted in the basic melodic line. Using these 
techniques to enhance his musical style, Chopin obtained his specific 
melodicism. 

Chopin’s musical discourse cannot be conceived as a strictly 
metrical interpretation, precisely due to the belcanto, which is characteristic 
to his melodicism. The rhythmic pulse is continuously oscillating, according 
to the ornamentation and the inner organization of the melodic profile. The 
rubato in Chopin’s music is the result of the sinuous, elastic, cursive music, 
specific to Romanticism. 

The freedom of rhythm specific for rubato is obtained through the 
frequent introduction of exceptional divisions, combined with multiple 
aspects of beat combination (syncopation, articulation), with the purpose to 
avoid the symmetry of the rhythmic structures. 
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E.g. 20 

 
 

Fr. Chopin, Grande Polonaise, Op. 22, bars 17 to 24 (right hand) 
 

The polonaises are defined on the coordinates of the triple meter, 
based on specific elements of rhythm. The presence of the rhythmic 
formula always confirms the genre classification, a fact which can be 
noticed in the case of The Grande Polonaise, where the formula is present 
in almost every bar, with the exception of the connective passages, which 
have the significance of a conclusion. This is very well exemplified by the 
tutti moments on the score, where the dactyl formula returns to shape the 
musical discourse as dancing again  

E.g. 21 

 

 
 

Fr. Chopin, Grande Polonaise, Op. 22, bars 217 to 22  
(see the two bars after Tutti.) 
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This rhythmically augmented formula can be also encountered in 
Andante spianato, stanza B, as it is shown in the following example: 
 

E.g. 22 

 
Fr. Chopin, Andante spianato, Op. 22, bars 67 to 69 

 
Apart from the simplicity and clarity of writing in Andante spianato, 

The Grand Polonaise is remarkable through the melodic, rhythmic and 
thematic complexness, and the virtuosity elements are everywhere. The 
composition advances a different sounding perspective: the piano, Chopin’s 
much endeared instrument, has the immense force to rule over the entire 
orchestral apparatus. 

Chopin’s profound spirit can be found in numerous ways, because 
the writing of this play allows for a significant liberty of expression. The 
dancing theme at the beginning of The Polonaise is one of the most famous 
of Chopin’s creations. This is exposed many times in the composition, but 
never identically, as it is ornamented accordingly to the thematic underlying 
of the moment when it appears. 

The work reminds of Chopin’s Concerto for Piano and Orchestra No 1, 
through composition technique, structure or rhythmical flow. 

Below is the general scheme of this section: 
Table 5 

 
STANZA I 
(A) 

11-76 introduction 16 - orchestral introduction 
A  8(17-24)  - central theme 
Av1 8(25-32)  - all are variations, more and 

more remote and free of the 
central theme  

Av2 8(33-40)  
Av3 8(41-48)  
~ retransition 8(47-54)   
A'  8(55-62)  - the central theme variation 

returns. There are ornamental 
variations as in Andante, but 
here it is bravado writing.  

Av1' 12(63-74) 
+2 

- commences as Av1 which 
transforms into transition + 2 bar 
(75-76) of orchestral transition. 
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STANZA II 
(B)  

77-
160 

Episode I - A  77-106 comprises:  
- introduction/transition.:  
8 bars (78-84)  
- Av1v returns Av1 of Stanza I:  
8 bars. (85-92)  
- transition: 14 bars. (93-106)  

Episode II - B 107-132  - a very expressive cantilena in 
C minor which becomes the main 
theme of Stanza II.  
- structured in 8+18 bars, where, in 
the first 8 bars, the theme appears 
and then the 18 bars are varied 
and accompanied by an ample 
cadence and transition towards 
the last episode.  

 Episode III - C  133-160  - is conceived according to the 
principle of the episode II, a new 
theme appears (firstly, in parallel 
sixths, in arpeggio) of 8 bars, than 
a varied repetition + 12 bars ca-
dence/retransition towards Stanza 
II, where the central theme in the 
main tonality returns. 

STANZA III  
(Av)  

161-
220  

introduction 16  
A  8 (161-168)  
Av1 8 (169-176)  
Av2 8 (177-184)   
Av3 8 (184-191)   
~ retransition 8 (191-198)   
A'  8 (199-206)   
Av1' 12 (207-218) 

+ 2 
- where the 2 bars are an orches-
tral transition  

CODA  221-
279 

  - an ample virtuosity coda  

 
General Scheme of the section 

 
- for the segments of Stanza I, the notation v(aried) 1 ... 3 was chosen 

to underline the similarities between segments. ABCDAvBv(rhythmical flow), 
could be more appropriate, but, for simplicity, the first variant was preferred. 

Andante spianato and Grande Polonaise, Op. 22, composed when 
Chopin was only 24 years old, is important because it defines his componistic 
style, both from the perspective of the expressive content, as well as from 
that of the technical resources. 
 



THE POLONAISE IN FRÉDÉRIC CHOPIN’S WORKS. ANDANTE SPIANATO… 
 
 

 
359 

Conclusions 
 
Frederic Chopin’s polonaises are tightly connected with the national 

component of his music. The most celebrated are hard to grasp without an 
understanding of his patriotic feelings or of the tragic situation in Poland of 
his lifetime. He composed this genre throughout his life (from childhood to 
the end), leaving behind to posterity eighteen works of the genre: sixteen 
polonaises for piano, one for piano and orchestra, and one for piano and 
cello. The composition style had changed, over time, and their ranking and 
importance gradually increased, evolving from the conventional salon 
miniatures to the expressive dancing poems. 

Chopin added, over time, many interesting and amazing transformations 
to the ternary structures of type ABA, which, in polonaises, are sometimes 
preceded by an introduction and followed by a Coda (more or less developed). 
While some of these transformations were only formal (such as developed 
themes and bridges, or the tendency to transform the median section), others 
concerned the writing (for instance, the combination of the polyphonic 
elements). In the same time, the rich harmony was augmented (chromaticism), 
together with the more and more profound personal expression. 

Chopin’s maturity compositions are very different from his works of 
youth, severed from one another by the artistic equilibrium and spiritual 
refinement. The sentimentalism of his first polonaises, the melancholy 
stereotype, and the salon equilibrium gradually transformed into the profound 
signification of the lyrical expression, into a drama that touches the listener 
or even into a profound tragedy. 

The form and the conventional content of the early polonaises 
composed by Chopin (moulded in the pattern of Michal Kleofas Oginski’s 
folkloric polonaises), consistently evolved to the brillante style and virtuosity. 
Nonetheless, the formal and writing transformation and the rich quality of 
these pieces lead Chopin to a shocking expression in movement, enclosing 
the “hidden” structure of a sonata32 – The Polonaise-Fantaisie. 

The majestic quality of the polonaise is determined not only by the 
choreographic rules of this dance, but also by the weight of its expressive 
essence, which lead Chopin to this musical form. The historic and patriotic 
references, as well as the transcendent and personal allusions which 
abound in Chopin’s last polonaises confer them a special status. In the 
history of the Polish culture, they are on the same level with the most beautiful 

                                                 
32 This refers to the “hidden” structure of a sonata, given the circumstances that the 

structures of this type usually consist of free stantzas, where some reminiscence of the 
sonata’s principles can still be found. 
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paintings of Jan Matejko33 and the greatest poems of Adam Mickiewicz, 
granting Chopin the reputation of a visionary national composer.  

Frédéric Chopin creation charms and fascinates the large public  
and the professional musicians. For many, Chopin’s polonaises are the 
standard for all the others. He took into account all the aspects of the genre 
– rhythm, form, melody – and added to them new ways of expression. His 
early polonaises crystalized the conventional meaning of the genre in a time 
when the form constituted a proper environment for patriotic expression. The 
polonaises composed at maturity bring daring elements and structures into 
his musical style. 

It was often stated that if from Chopin’s entire creation the polonaises 
and mazurkas would be all that was left, the glory of the great piano-poet 
would still continue to reverberate forever on all the pianos in the world. 
Although included in the category of miniature plays, the impression of 
grandiosity the polonaise bestows on the audience is overwhelming. 

Andante spianato and The Grande Polonaise in E-Flat Major, Op. 22 is 
an extraordinary example of Chopin’s ornamentation technique, synthesising 
and crystalizing the principle “ornament to ornament” in the spirit of Bellini 
and Rossini’s belcanto. The melodicism is underlined by the large phrasing, 
where the many ornamental undulations are leaning on the accompaniment 
of the harmonic bass. 

Frédéric Chopin brought magistral artistic value to the Polish folk 
music, transposing, with his genius, the forms of the national Polish folk 
dances among the treasures of the universal music. 
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33 Jan Matejko (1838-1893), the best Polish painter of historical and patriotic scenes, drawn 

on large canvass.  
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2019 Cluj Modern Festival at the Gheorghe Dima National Music Academy 
in Cluj-Napoca. It is edited by the symposium organiser, Bianca Ţiplea Temeş, 
Reader in Music Theory at the Gheorghe Dima National Music Academy, 
and Jim Samson, the symposium’s keynote speaker and Emeritus Professor 
of Music at the University of London. 

The study of how music relates to identity has occupied musicologists 
since the establishment of the discipline, only reflecting the ever-evolving 
nature of these processes as well as our understanding of them. Today, the 
idea of national musics as reductive narratives contextualised by the ‘age of 
nationalism’ has been replaced by nuanced investigations into the kinds of 
intersections, interactions, and constructions with which the studies in this 
volume are concerned. Nevertheless, and as is here further demonstrated, 
there is much yet to untangle, not least in relation to the upheavals of the 
twentieth century. 

Each study in this volume privileges specificity yet addresses a 
common thread: the ‘reconfiguring’ of the title. This refers to the processes 
which unfolded as the reach of empires shifted and eventually collapsed, 
the subsequent drawing and re-drawing of state lines, and the resulting 
legacies which continue to shape musical identities today. ‘Reconfiguring’ 
encompasses not only interactions amongst manifold musical cultures, but 
the active shaping of musical identities in new political, ideological, and 
social contexts. 

 
Under this premise, the book is 

organised thematically. In Part I, ‘Argu-
ments: Exploring Musical Identities Within 
and Outwith National Borders’, two of the 
four studies are concerned with the ‘within’ 
of the title. Zdravko Blažeković chronicles 
the role of the single-string fiddle, the gusle, 
in Serbian identity. The historical sweep, 
covering roughly two centuries, exposes 
how malleable this musical symbol proved 
in invoking ideas surrounding shared history 
in various contexts. Through examining 
‘moments of Austrian self-reflection’ (Mayer-
Hirzberger, 47), Anita Mayer-Hirzberger 
reveals the reconfiguration of identity 
throughout the twentieth century and 
beyond in Austria, namely music’s role in 
‘de-Austrianization’ and ‘Austrianization’. 
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Juxtaposing key moments of identity-building highlights, once again, the 
malleability of musical traditions in another specific locale and context. Both 
studies expose how the need for self-identification can be a response to 
tensions and anxieties, whether through drawing pride and strength from 
the heroic deeds of the past or adjusting to a new state which was previously 
the seat of an empire. 

The chapters comprising the ‘outwith’ of the title take something of a 
panoramic approach to peoples and traditions. Samson’s examination of 
entangled musical interactions in the Eastern Mediterranean points out 
several ways in which we are still far from de-nationalising musical histories. 
Taking an unanticipated but illustrative meander through ethno-pop, Samson 
makes an illuminating point about the prevailing understanding of how 
musical markers invoking a national identity are reinforced by intention and 
reception. Tracing how Ottoman musical influences are present in much of 
today’s Balkan ethno-pop, Samson suggests that such musical markers are 
a mode of ‘self-exoticisation’ — a process similar to how stock musical 
markers functioned in musical nationalisms in nineteenth-century Europe. 
In identifying how musical identities were reconfigured with the aim of 
creating specificity, Samson identifies, paradoxically, ‘a unitary convergent 
culture’ (Samson, 14).  

Bianca Ţiplea Temeş’ study explores how diversely music can evolve 
across space amongst a diaspora, examining how communal musical identity 
amongst the Aromanians has been variously shaped in and by divergent 
contexts, as existing traditions evolved variously and simultaneously amongst 
several communities across the Balkan meta-region. In doing so, Temeş 
also complicates the idea of the ‘Orient’. Through the example of Rogalski’s 
Gaida, exchange between Romanian folk music, Oriental features, and 
Aromanian folksongs is demonstrated, as is the use of Oriental elements as 
‘organically assimilated’ into musical traditions, as opposed to representing 
an ‘exotic flavour’ (Temeş, 74). Temeş also indicates how musical practice 
amongst Aromanian communities South of the Danube developed, such as 
the incorporation of Greek names and the bilingual performance of epic 
songs, and sketches theoretical frameworks through which to complicate 
these examples of exchange and assimilation. 

The premises of these two chapters are somewhat opposing — and 
complementary. Whilst Samson reveals the similar nature and function of 
constructing musical markers of identity across communities, Temeş 
reveals how varied the influences which encompass a communal musical 
identity can be. 

Placing these four studies under the umbrella of ‘exploring musical 
identities’ is productive in the sense that they highlight similar tropes in 
music’s role in identity-formation across space and time, but through an array 
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of contexts. Emerging from Part I is the necessity of a variety of histories, 
perspectives, and approaches in examining how these processes morph 
and shift. These studies also shed light on the often-complex explanations 
for why musical identities become reconfigured — as responses to military 
threats, adapting to a newly-formed state, to foster diaspora identity or to 
use communal traditions to assimilate, as a self-modelled ‘other’ to Europe — 
and much more beyond. 

The question of how we can overcome the limitations of local histories, 
whilst grappling with the linguistic and logistical challenges of meta-regional 
approaches is a prevailing challenge to grapple with. Nevertheless, Part I 
demonstrates that furthering our understanding of how music and identity 
function inherently involves homing in on local and regional expertise as well 
as broadening the focus to trace phenomena, exchange, and developments. 

 
Part II, ‘Dialogues: Romania 

and Its Neighbours’, delves into the 
often-entangled musical heritage of 
Romania and Hungary from his-
torical, local, regional, and (newly-
formed) state-wide perspectives. 

Tracing ideas developing 
simultaneously in specific Roma-
nian contexts and amongst gen-
erations, Otilia Badea complicates 
the ideas of traditional music and 
foreign musical influences amidst 
a growing sense of cultural nation-
alism after the First World War. 
Investigating how representative 
composers related to ideas of pe-
ripherality, and the implications of 
and anxieties about whether or how 
folk music and modern aesthetics 
might be reconciled, Badea demon-
strates how these aspects pro-
voked various degrees of tension 
as political developments unfolded. 

Elena Chircev’s study contextualises how the singing practice  
of Byzantine music in Romania evolved since the fifteenth century, 
demonstrating how the repertoire was shaped linguistically and through 
religious and theoretical contexts. Chircev explains how the Byzantine 
music taught in the Romanian language in the eighteenth and nineteenth 
centuries came about in the context of Byzantine music practice in this region. 
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Confronting the question of what elements define Hungarian musical 
identity, György Selmeczi outlines the process of musical self-identification 
throughout ages, identifying paradoxes in the process of arriving at the 
dichotomy of the chapter’s title (‘On the Dichotomy of Hungarian Musical 
Character’). For example, the ‘revival’ movements stimulated by comparative 
research into the musics of Central Eastern Europe in the early twentieth 
century led to seeking ‘authenticity’ through the ‘global gestures’ of pop 
(Selmeczi, 127). The ‘value-driven’ approach to musical sources established 
by Bartók, Kodály and others did not fundamentally disturb how the verbunkos 
was viewed in musical self-identification, meanwhile the composing mainstream 
largely ignored the ‘identifiably Hungarian formulas’ (Selmeczi, 135). Selmeczi 
points out, therefore, that both ‘folklorization’ and archaic layers of Hungarian 
music simultaneously (self)define Hungarian musical identity.  

Florinela Popa uses the often-polarising ‘clichés’ of musical identity 
to expose how the idea of a national music related to the specific contexts 
— and agendas — of the shifting political and ideological contexts of 
twentieth-century Romania. Popa identifies that throughout radicalised 
approaches to musical ‘purity’ and scapegoating as a way to explain a lack 
of musical culture during the Legionnaire period and the ensuing decades 
of socialism (where the definition of ‘national’ in the 1970s and 80s became 
increasingly radical), the crucial question of how the national and the universal 
should relate in creating national music alluded the kinds ideological 
manipulation which variously informed approaches to folklore and the 
mythologisation of the past. 

These discussions give a sense of how discourse relates to  
the broader context of modernity, and how such discourse helps to explain 
the ideological frameworks at play (and vice versa). The dichotomies that 
characterised Hungarian and Romanian music in the twentieth century as 
composers and critics simultaneously grappled with the past and 
modernity, assists our understanding of the anxieties and tensions such 
self-identification sought to address, and why musical identities evolved as 
they did — including their paradoxes and surprising turns. 

Part II identifies some specifics of how and why music was 
reconfigured in Romanian and Hungarian contexts — throughout history 
and under regime changes. What emerges here is that whilst the topics of 
discourse are often rooted in similar concerns, their unfolding is dependent 
on manifold contextual aspects. Furthermore, these discussions show the 
ways in which music can become a tool to address problems of ideology 
and identity in these contexts in a variety of ways, and reveals how 
reconfiguration is a phenomenon steeped deeply in history — whether in 
relation to explaining shortcomings of the community or valorising heritage, 
and even when seeking to break with the past. 
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Taken together, this volume indicates something of the complexity 
with which the musical cultures of Central and Southeastern Europe have 
evolved — with implications for further explorations in these and other 
meta-regions. Juxtaposing historical periods; the regional with the meta-
regional, and the local with the state-wide, can help to reveal how and why 
music and identity converge at times of change, and what role music takes 
in the desire to foster community. This allows for identifying specificity as 
much as broad trends, but whilst helping to avoid the quagmires we still 
grapple with in national music histories. The claim that ‘the eight essays … 
build a composite picture of the musical universe of east central and 
southeastern Europe’ (Temeş and Samson, vi) is, I believe, deftly delivered 
upon. 
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doctoral and master theses. Nataliia Bieliavina is a well-known musicologist in 
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of Music. For 20 years she has worked as music teacher at the Dr. Palló Imre High 
School in Odorheiu Secuiesc, and since 2008 she has also been the music secretary 
at the Philharmonic in her hometown. She has collaborated in the publication of 
several books on the Armenian culture in Transylvania and is the author of numerous 
articles on Armenian culture and music, published in specialized journals. 
 
 Gabriela COCA, PhD habil. (Born in 1966), musicologist, docent at Babeș-
Bolyai University in Cluj-Napoca, where she teaches musical forms, harmony, 
counterpoint, and the historical evolution of musical genres, at the Music Department of 
the Faculty of Reformed Theology and Music. Editor-in-chief of the musicology journal 
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better present Dr. Drăgulin’s professional activity and success. Those documentaries 
were broadcast in over 30 countries. As a reward for her performances, Stela 
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in Bucharest and the conductor of the choir of the „Ion Dacian” Operetta and Musical 
National Theater. He holds a Bachelor's Degree in Academic Choir Conducting at 
the Bucharest National University of Music (2005), followed by a Master's degree in 
Conducting Stylistics (2006) as well as a PhD degree (2011) at the same university. He 
has edited over 20 scientific articles in specialized magazines and has attended 
nearly 30 scientific sessions at several national and international symposiums and 
conferences. In 2011, the Printing House of the Bucharest National University of 
Music published his book, “Choral Church Music in the Northern Bucovina Region”.  
 
 Éva PÉTER, born in 1965 in Cluj-Napoca, is Associate Professor PhD at 
Babes-Bolyai University, Cluj-Napoca, Faculty of Reformed Theology, Reformed 
Theology and Musical Pedagogy Department. She completed her education at the 
Faculty of Music Pedagogy of the „Gheorghe Dima” Music Academy in Cluj-Napoca. 
At the beginning of her career, she worked as a church organist, after which she 
pursued an academic career. In the present she teaches music theory, teaching 
methods, church music. Her main domain of research is church music. She intensively 
studies the history of the church songs, as well as the variations of the songs 
included in the chorale book of the Hungarian reformed church and the traditional 
ones. In January 2005 she was awarded a PhD in Music, at the „Gheorghe Dima” 
Music Academy in Cluj-Napoca, with a thesis concerning „Community reformed 
songs in the written and oral tradition of Transylvania”.  
 
 Iryna POLSKA is a pianist, a musicologist, Habilitated Doctor of Art Criticism 
(2004), Habilitated Professor (2005), Full Professor at Kharkiv State Academy of 
Culture, Department of Theory and History of Music. She graduated from Kharkiv 
Specialized Secondary Music School with a specialization in piano (1973, with a gold 
medal), the piano faculty of the Kharkov Institute of Arts named after I. P. Kotlyarevsky 
(1973-1978, cum laude). The Ph.D. thesis, entitled «Development of the Piano 
Duet genre in Austro-German romantic music», defended at St. Petersburg State 
Conservatory named after N. A. Rimsky-Korsakov (1992). In 2001 she successfully 
completed the scientific doctoral program at Kharkiv State Academy of Culture 
(2001) and defended the doctoral thesis entitled “Chamber Ensemble: Theoretical 
and Cultural Aspects” at Ukrainian National Tchaikovsky Academy of Music (2003). 
Iryna Polska is the founder of a new direction in modern musicology, namely the 
theory and history of the ensemble. She is the head of the Scientific School of Art 
Studies at Kharkiv Academy of Culture. As a scientific advisor, she supervised 15 
researchers in diverse scholarly areas of musicology (including 3 habilitated Doctor 
of Art Criticism and 12 Doctors of Philosophy in Art Criticism), on an ongoing basis 
mentors doctoral and master students. Her research interests include the problems 
of chamber music, theory, and history of musical ensemble (chamber and piano), 
performing musicology (theory, history, phenomenology, methodology, psychology 
of musical performance), lectures on musical aesthetics, musical culturology and 
the philosophy of art, on the Austro-German music of XVII-XIX centuries, on the 
philosophy and art of romanticism, as well as on the musical culture of Kharkiv. 
She has participated in more than 100 international, national and regional scientific 
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conferences, congresses, symposia in Ukraine and abroad. Iryna Polska is a scientific 
editor of the journal Bulletin of the International Slavic University (Art History series, 
2000-2013). She was awarded a diploma of the National Academy of Arts of 
Ukraine (2009). Iryna Polska is a member of the Expert Council of the Higher 
Attestation Commission of Ukraine for Art History and Cultural Studies (2008-2011). 
She authored about 250 publications, inter alia 3 monographs, more than 100 national 
and international scholarly articles.  
 
 Cristina RADU-GIURGIU is a Romanian soprano who sustain an extensive 
operatic and concert activity. She is soloist of Brasov Opera and Lecturer Professor 
PhD, at the Faculty of Music from Transilvania University of Brașov. Cristina began 
early her musical training, taken classes of violin and piano. She graduated the 
National Music University from Bucharest, studying singing with Maria Slătinaru-
Nistor. Concerned about continuous artistic development, she followed master classes 
in Italy, Germany, U.S. and Romania, with prestigious artists like Virginia Zeani, 
Ileana Cotrubaş, Felicity Lott, Alberto Zedda, Emilia Petrescu, Denice Graves, 
Vasile Moldoveanu. In 2013 she obtains her PhD in musicology at the Bucharest 
National Music University with research regarding the condition of the opera singer 
in 20th century (original title: Cântăreţul de operă şi epoca sa. Secolul XX), under 
the guidance of the musicologist Grigore Constantinescu. As opera singer and also 
as passionate interpreter of chamber music, Lied and oratorio repertoire she 
performed in Romania, Italy, Spain, Germany, Austria, United Kingdom, Portugal, 
Belgium, Bulgaria, Ukraine and USA. She is also constantly invited in music festivals. 
In 2017 Cristina Radu published her first book: „A modern perspective on training 
the opera singer” (original title: O viziune modernă asupra formării cântărețului de 
operă) at Editura Muzicală Publishing House, Bucharest. 
 
 Belinda ROBINSON is a musicologist and editor with research interests in 
opera and Eastern European musical traditions in the nineteenth and twentieth 
centuries. She was awarded a DPhil from the University of Oxford in 2020, where 
she was a Clarendon Scholar. Belinda has delivered pre-concert talks, workshops 
and outreach programs, and is currently an editor at ‘The Cultural Me’.  
Academia Page: https://independent.academia.edu/BelindaRobinson5 
The Cultural Me: https://thecultural.me/people/Belinda-Robinson-109600 
ORCID number: 0000-0003-3062-6656 
 
 Mădălina Dana RUCSANDA is Professor Dr within the Department of 
Performing Arts and Music Education at the Transilvania University of Brasov, the 
Faculty of Music. Currently she is dean of this institution. She graduated from the 
Faculty of Music in 1995 and obtained a PhD in music in 2004 at the National 
University of Music in Bucharest. Professor Rucsanda has an ample research 
activity in the following domains: ethnomusicology, music education, music theory. 
This activity has resulted in the publication of numerous studies and books (9 books,  
8 ISI articles, 28 BDI articles, 32 articles published in volumes related to the music 
field and in the proceedings of international conferences). She participated as 
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president in the juries of national and international music competitions. She is senior 
editor of the Bulletin of the Transilvania University of Braşov, series VIII – Performing 
arts, published by Transilvania University Press, Braşov, Romania and indexed in 
Ebsco and CEEOL. She is member of numerous professional and science 
associations and sits on the jury of specialist competitions in Romania and abroad. 
 
 Ganna SAVELIEVA is a Ukrainian musicologist, choral conductor, teacher, 
methodologist. In 2013 defended her doctoral thesis, was conferred PhD in Arts. 
She is currently tenured as Associate Professor of Choral Conducting Department 
at Kharkiv National University of Arts named after I.P. Kotlyarevsky. Ganna Savelieva 
was awarded the First Prize of the All-Ukrainian Contest of Choral Conductors 
(Ukraine, Kyiv, 2005). She graduated from Kharkiv State University of Arts named 
after I.P. Kotlyarevsky (2001) and had her postdoctoral internship (2005). Ganna 
Savelieva’s research interests include choral art, history and theory of choral 
performance and choral pedagogy. She is the author of more than 40 scientific 
articles, as well as methodological guidances, lecture courses and study programs 
in choral disciplines. Ganna Savelieva has paneled in international and national 
scientific conferences. Her students are winners of international and national contests 
for choral conductors. Hanna is engaged in performance and concert activities, 
participates in international and national art off-site projects as a conductor, singer, 
and jury member.  
 
 Sebastian SHWAN, pianist, was born in Bucharest in August 1979 and 
began to play on the piano at the age of five. At the age of six he gave his first 
recital in Bucharest. At seven years old he entered the George Enescu National 
College of Music, where he was a student of Mihaela Zamfirescu. At the age of 15, 
he made his concerto debut playing Grieg’s Piano Concerto in A minor, Op. 16. He 
continued his BA studies at the Transilvania University of Brașov – the Faculty of 
Music, under the guidance of Prof. Dr. Stela Drăgulin, with a BA examination at the 
National University of Music in Bucharest. He completed his MA studies at the 
Transilvania University of Brașov – the Faculty of Music, continuing his studies with 
Prof. Dr. Drăgulin. Currently, he is a Ph.D. student at the Transilvania University of 
Brașov, guided by Prof. Dr. Stela Drăgulin. Among his performances, the following 
can be mentioned: at the age of 19, Sebastian performed in two consecutive evenings 
the complete Piano concertos by Ludwig van Beethoven; Romanian premiere of 
works by Charles-Valentin Alkan, Vladimir Horowitz, Marc-André Hamelin, and 
Arcadi Volodos; his debut at prestigious Wigmore Hall in London. He also recorded 
works for the Romanian Radio Broadcasting Company, he made special recordings at 
the Purcell School in London, and he was also featured in the shows of several 
national television channels (TVR, TVRM, Trinitas TV, RTT BV). His musical activity 
was confirmed by numerous first prizes in competitions, among which: the first prize at 
the Ist and IIIrd editions of the International Competition Jeunesse Musicales – 
Bucharest; the Grand Prize Constanța Erbiceanu at the Mihail Jora National Piano 
Competition – Bucharest; the Grand Prize at the International Competition PRO 
PIANO – Bucharest.  
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 Anca SIMILAR is associated professor at the Faculty of Theatre and Film 
at “Babeș- Bolyai” University, Cluj Napoca. She is an actress at the North Theatre 
from Satu Mare. She is an art educator, performing artist, activist and dubbing 
specialist. She holds a BFA in acting and a BA in theatre science and she obtained 
her MS at USI, Switzerland and she holds a PhD in Theatre. She performed in 
more than 80 plays, 10 long and short movies and she is interested in the synergy 
between the body, movement, breathing and voice.  
 
 Tetiana SMYRNOVA is a Ukrainian conductor, researcher, instructor, 
Doctor of Pedagogical sciences (habilitated in Pedagogy in 2004), full professor 
(2005). She is currently tenured as a Professor at the Department of Theory and 
Methods of Artistic Education (2019) and the Department of Choral Conducting 
(2018) of Kharkiv National University of Arts named after I.P. Kotlyarevsky. She 
graduated with honours from Kharkiv Institute of Arts named after I.P. Kotlyarevsky, 
specialty “Choir conductor, Teacher” (1981). After studying in the doctorate program at 
the Academy of Pedagogical Sciences of Ukraine, Tetyana defended her dissertation 
entitled “Theoretical and Methodological Principles of Conducting and Choral 
Education in Higher Educational Institutions of Ukraine” and was conferred the 
degree of Doctor of Pedagogical Sciences (2004). Tetiana Smyrnova authored 2 
monographs, 7 coursebooks, over 90 scientific articles in renowned scholarly journals. 
She hosted the International Scientific Conference (“Time of Art Education, 2013-
2019”), All-Ukrainian Music Contest-Festival Art-Dominant (2013-2019), worked as 
artistic director of choirs and ensembles, supervised 4 doctoral theses on music 
pedagogy. She lectures the courses “Music pedagogy and psychology of high school”, 
“Theoretical and methodological foundations of music pedagogy”, “Pedagogical 
technologies in art education”. 
 

Alina-Lucia STAN is university lecturer at the National Academy of Music 
“Gheorghe Dima” from Cluj-Napoca, teaching in the Romanian Traditional Vocal 
Music Module (established in 2010), which includes three disciplines: Folk Singing, 
Traditional Ensemble and Notation and Transcription of Romanian Traditional 
Music. In addition to numerous collections with songs for different dialect territories, 
she wrote The Folk Song - Study Module for University Studies through Distance 
Learning, MediaMusica Publishing House, Cluj-Napoca, 2009 (6 modules), as a 
co-author with university professor PhD Bocşa Ioan. For over 10 years, she has 
been the instructor of the Romanian Traditional Music Ensemble ICOANE, led by 
university professor PhD Ioan Bocșa, a renowned Romanian ensemble, with a rich 
authentic repertoire. Her didactic activity also includes the teaching of the Romanian 
musical folklore discipline, in full-time studies, both in Romanian and English, and 
in the Department of Distance Learning and Reduced Frequency. A graduate of the 
Music Pedagogy section (2003) and of the Master’s in Music Art/Musicological 
Synthesis (2005), she obtained the title of Doctor in Music, in 2008, specializing in 
Ethnomusicology, with the thesis The Musical Language of Carols in Transylvania, 
scientific coordinator university professor PhD Ileana Szenik. Ever since her student  
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years, she was part of folkloric research teams, directly collecting songs from the 
peasants, specializing in portable transcription of traditional vocal music and in the 
typological classification of music. 
 
 Iryna SUKHLENKO is a Ukrainian pianist, PhD. in Art History (2011), 
Associate Professor (2013). Currently she is tenured as Associate Professor at the 
Department of Special Piano at Kharkiv National University of Arts named after  
I. P. Kotlyarevsky. Iryna authored in over 20 articles on the performing arts. She is 
a member of Kharkiv branch of the National All-Ukrainian Music Society, a member of 
the Orf Shulverk Association of Ukraine, the organizer and contributor of international 
and All-Ukrainian scientific conferences. Iryna Sukhlenko curated several creative 
projects – Children's Philharmonic, Open University, Practical Musicology – to 
name just a few.  
 
 Eszter SZABÓ is a pianist, who finished her BA studies in Budapest, at the 
Franz Liszt Academy of Music in 2021, with the teachers Gábor Eckhardt and 
András Kemenes. In 2020 the New National Excellence Program of the Ministry for 
Innovation and Technology was awarded to her, which supported her to research 
the Russian music and piano literature of the late 19th and early 20th century. From 
October 2021 Eszter Szabó continues her studies in Weimar at the Hochschule für 
Musik Franz Liszt as part of the Erasmus programme. 
 
 Tamara TESLER holds a Ph.D. in Art History, works as a Senior Lecturer 
of the Department of Pop and Folk Singing at Kharkiv State Academy of Culture. 
She is a permanent member of International and All-Ukrainian festivals and contests, 
the founder and artistic director of the vocal studio Triton Music (Kharkov). Kharkiv 
State Academy of Culture students and trainees of the vocal studio are winners of 
International and All-Ukrainian festivals and contests, such as The Voice, Black 
Sea Games held in Ukraine, as well as many other in Poland, Bulgaria, Hungary, etc.) 
and are constantly ambitious in concert activities. Tamara Tesler is the backing 
singer of the Beer Blues Band. In 2017, she defended her doctoral thesis “The 
Origins and Intonation Components of Ukrainian Pop Music”, her publications count 
more than 15 scientific articles, highlighting the history, theory and performance of 
Ukrainian pop music, vocal show music, jazz music. Currently, she is engaged in 
research in the field of pop music and vocal performance. 
 
 Diana TODEA-SAHLEAN has graduated the Faculty of Arts, within the 
“Gheorghe Dima Music Academy” in Cluj-Napoca. Her special field is opera stage 
management. She has an M.A. degree in Musical Arts, with the specialization of 
the Arts of Play and working at her PhD-dissertation on problems of directing opera. 
She is an assistant at the Faculty of Psychology and Educational Sciences at the 
Babeş-Bolyai University. She teaches basic musical education and the teaching 
methods of musical education. Her principal interest field is the staging of opera; 
her last performance was staging Hänsel und Gretel by Humperdinck at the Romanian 
Opera in Cluj. 
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 Maryna Ivanivna VARAKUTA is PhD in Art, Docent, Professor at the 
Department of History and Theory of music, Dnipropetrovsk Music Academy 
named after M. Glinka (Dnipro, Ukraine). Was born in Dnipro, Ukraine. She studied 
music at Dnipropetrovsk musical college and graduated in 2007 a master’s degree 
in musicology from Donetsk State Musical Academy named after S. Prokofiev. She 
received her PhD in 2011 at Odessa National Music Academy named after 
A. Nezhdanova (Odessa, Ukraine). The title of her dissertation is: Genre of choral 
miniature in modern Ukrainian music (on examples of V. Zubytsky's work). Since 
2014, she is supervisor and lecturer at Dnipropetrovsk Music Academy named 
after M. Glinka. She teaches Analysis of Musical Works. She has published over 
20 articles in scientific journals and conference proceedings (including WoS and 
Scopus – 5), a monography Genre-stylistic Specifics of Volodymyr Zubytsky's 
Choral Miniatures (2016). She is member of editorial board of music research 
periodical Musicological thought of Dnipropetrovsk region, Member of National Union 
of Musicians of Ukraine. Main research interest is genre and stylistic features of 
musical art, modern Ukrainian music. 
 
 Lois VĂDUVA, PhD is a University Reader in the Music Department at 
Emanuel University of Oradea. Her main topics of research are the relationship 
between music and the socio-political context and music therapy. Dr. Văduva 
coordinated three grants through which the professors and students from the Music, 
Social Work, and Literature Departments of Emanuel University conducted music, 
art, and play therapy sessions with hospitalized children diagnosed with chronic 
progressive illnesses. Currently, she finalized her studies in Music Therapy at The 
University of The West of England, Bristol, U.K. 
 
 Maryna Leonidivna VOTINTSEVA is Docent, Associate Professor at the 
Department of translation and linguistic preparation of foreigners, Oles Honchar 
Dnipro National University (Dnipro, Ukraine). Was born in Dnipropetrvsk, Ukraine. 
She studied philology at Dnipropetrosk State University and graduated from it in 
1996. She received PhD in 2009 at Oles Honchar Dnipropetrovsk National University. 
The title of the dissertation is Lexicographic presentation of monosemantic words. 
Since 1996 she teaches English and subjects connected with translation from 
English into Ukrainian at the University (1996-2003 – Dnipropetrovsk Agrarian 
University, 2003-2011 – DNURT, since 2011 – DNU). She has published over 30 
scientific works in scientific journals.  She is a member of international community 
of teachers who teach Translation. Main research interest is semantics, lexicology, 
and stylistics of the English language. 
 
 Catherine WARNER PhD is the programme leader for the MA Music 
Therapy and the MA Therapeutic Music Studies and a senior lecturer at UWE. She 
has been practicing music therapy for over 25 years and has also worked as a 
professional cellist. Dr. Warner’s research interests are broad she is passionately 
interested in the journey of the trainee music therapist and beyond qualification. 
Her team has recently established the first supervision training course in music 
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therapy, which can be taken as part of the MA Therapeutic Music Studies or as 
stand-alone CPD. She is currently supervising Margaret Grady in her PhD research 
project exploring music therapy for carers and people with dementia. 
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