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The Grand Sonata in G Major, Op.37, composed by Tchaikovsky, is a powerful large-

scale composition and a piece of a symphonic scope. However, the sonata did not receive a 

desired acclaim in the modern repertoire partially due to an obvious lack of performance 

instructions in the existing editions, which makes the sonata challenging to perform. Thus, in 

order to reduce the technical challenges and to encourage more frequent performances of the 

sonata, this dissertation offers a performer’s guide that addresses essential elements of pedal 

indications, phrasing and detailed dynamics, as well as suggestions on voice balancing, agogics, 

fingering, and hand redistribution. The guide consists of musical examples that are focused on 

the most challenging sections of the sonata, and is organized in the subsections according to a 

technique type proposed to facilitate a performance of the sonata. In addition to the examples on 

application of individual techniques presented in the main body of the dissertation, alternative 

and more elaborate versions of the suggestions are proposed in the appendices. The dissertation 

also provides a history of the sonata, and discusses its concept and symphonic principles. 

Additionally, the work highlights Tchaikovsky’s piano style and describes his views on the art of 

piano performance. A special attention is also given to two musical references repeatedly 

embedded into the sonata: the bell-like sonorities and Dies irae melody.  
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  Chapter I

INTRODUCTION 

Tchaikovsky’s Grand Sonata (Bol’shaya Sonata) in G Major, Op. 37, while played and 

recorded by a handful of Russian and Western pianists, is rarely performed outside of Russia. 

Most of the scholars who examined the Grand Sonata, mention a number of weaknesses peculiar 

to this composition. The major difficulties highlighted by the commentators are its symphonic 

texture and its repetitive nature, factors which make the sonata technically challenging to 

perform. Despite this, it would appear that no one has commented on the obvious lack of 

performance instructions for the existing editions of this piece. 1 Therefore, in order to encourage 

frequent performances of this work and to reduce the technical challenges posed by this 

composition, this performer’s guide addresses essential technique elements of phrase markings, 

pedal indications, and detailed dynamics, as well as suggestions on voice balancing, agogics, 

fingering, and hand redistribution. The first and second movements are the most deficient in 

these kinds of editorial suggestions. The third and fourth movements are more pianistic and 

require no further explanation. By providing these missing elements, the author hopes to promote 

1 Tchaikovsky began to compose his Violin Concerto in D Major, Op. 35 while still working on the Grand Sonata 
(March, 1878). The edition of the concerto is meticulously marked, obviously with great care for every detail. 
Perhaps, because of this effort on the concerto, Tchaikovsky was less attentive to his edition of the sonata? It is not 
known. A definitive edition of the sonata is still lacking. Slightly more effort has gone into the edition by Milshtein 
and Sorokin. However, it still lacks phrase indications and detailed pedal suggestions. It is unfortunate that all 
known subsequent editions (listed below) are heavily reliant upon the composer's original edition.  

1). Chaikovsky, Pyotr Ilyich. Izbrannye sochineniya dlia fortepiano (Selected works for piano). Tom II, ed. 
Milshtein, Y., and Sorokin, K. Moskva: Muzgiz, 1961.  
2). P. I. Chaikovsky, Polnoe sobranie sochineniy (Complete collected works), Vol. 52, ed. A. Drozdov. 
Moscow: Muzgiz, 1948. 
3). P. Tshaikowsky, Sonate pour piano Op. 37. Moscou: J. Jungerson, 1878.   
4). P. Tchaikovsky, Grand sonata in G Major, ed. F. Weitzmann. Leipzig: Edition Peters, 1960.  
5). P. Tchaikovsky, Bol’shaya sonata (The Grand sonata). Moscow: Muzyka, 1978. 
2). P. I. Chaikovsky, Polnoe sobranie sochineniy (Complete collected works), Vol. 52, ed. A. Drozdov. 
Moscow: Muzgiz, 1948. 
3). P. Tshaikowsky, Sonate pour piano Op. 37. Moscou: J. Jungerson, 1878.   
4). P. Tchaikovsky, Grand sonata in G Major, ed. F. Weitzmann. Leipzig: Edition Peters, 1960.  
5). P. Tchaikovsky, Bol’shaya sonata (The Grand sonata). Moscow: Muzyka, 1978.  
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performances of this great work, thus allowing it to take its deserved place in the repertoire of 

contemporary pianists.     

  The performer’s guide for the Grand Sonata consists of musical examples which are 

focused on the most challenging measures and phrases of the sonata, and are logically organized 

in the subsections according to the type of technique proposed to facilitate performance. While 

discussing certain fragments of the sonata the author also provides alternatives describing 

various applications of the discussed technique. The author hopes that such technique-oriented 

organization of the guide will help the performer to work on different aspects of the sonata 

independently from each other during the acquaintance phase of practicing the sonata. However, 

the author strongly believes that a specific use of certain elements, for example, pedaling or 

voicing, affects other important aspects of the performance such as dynamics, phrasing, tempi, 

fingering, and hand redistribution. Therefore, in addition to the examples on application of 

individual techniques presented in the main body of the dissertation, the author provides a 

personal comprehensive interpretation for the most challenging portions of the sonata, which 

contain a well balanced combination of several techniques such as dynamics, phrasing, voicing, 

pedaling, rubato, hand redistribution, and fingering. Because of the large amount of musical 

material and the complexity of the proposed suggestions, these examples are listed in the 

appendix. Additionally, the appendix contains several examples which discuss alternative, more 

elaborate versions of the suggestions proposed in the main body of the dissertation.  

  In addition to the Performer’s Guide the dissertation provides a brief history of the Grand 

Sonata. It contains a discussion on the concept of the Grand Sonata and describes the symphonic 

principles used by Tchaikovsky in this composition. It highlights the piano style of Tchaikovsky 

used in this sonata, and describes his views on the art of piano performance. Special attention is 

2 



also given to two additional musical references repeatedly embedded into the Grand Sonata: the 

bell-like sonorities and the Dies irae melody. The author hopes that this information will be of 

additional help in gaining a better understanding of the suggestions proposed in the guide.  

  The dissertation contains a number of quotes about the Grand Sonata available in Russian 

musical literature. The quotes are translated by the author of the dissertation, unless specified 

otherwise. Additionally, all the comments which appear in the footnotes are made by the author. 

All the musical examples presented in the body of the dissertation as well as in the appendix are 

taken from the same source: Tshaikowsky, P. Sonate Pour Piano Op. 37. Moscou: J. Jurgenson, 

1878. It is available at the IMSLP:                            

http://conquest.imslp.info/files/imglnks/usimg/9/90/IMSLP105379-PMLP19416-Ciaikovskij_-

_37_-_Sonata_G__ed.Jurgenson_.pdf (accessed March 2012).  
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CHAPTER II  

OVERVIEW OF THE CONCEPT AND HISTORY OF THE GRAND SONATA 

2.1 The Overview of the Stylistic Context 

2.1.1 Tchaikovsky as a Pianist and His Views on the Art of Piano Performance 

Pyotr Tchaikovsky, one of the luminaries of the Russian school of romantic composition, 

is widely recognized for his symphonies, symphonic poems, operas, ballets, concerti, chamber 

music, solo piano music, songs for voice and piano, etc. The majority of Western audiences are 

familiar with Tchaikovsky primarily through his Violin Concerto in D Major, Op. 35, as well as 

his symphonies and ballets; his piano music, with the exception of the B-flat Minor Piano 

Concerto, Op. 23 is undeservedly hidden in darkness. The piano was an important instrument for 

Tchaikovsky throughout his life. He created more than one hundred compositions for solo piano, 

including two sonatas, three sets of themes and variations, and dozens of character pieces. In 

addition to the solo works and concerti, the piano received virtuosic treatment in the Piano Trio 

in A Minor, Opus 50, and many of his songs. 

Although Tchaikovsky was not a concert pianist, according to his friend and famous 

Russian music and literature critic Herman Laroche, Tchaikovsky could play pieces of great 

difficulty with ease and brilliance: “He played not like a composer but like a true pianist.” 2 S. 

Frolova, in her book Fortepiannye Sonaty Tchaikovskogo, notes: “The fact that Tchaikovsky had 

been an excellent pianist was also confirmed during the ceremonial dinner at the grand opening 

of the Moscow Conservatory in front of many guests, when he played from memory a difficult 

transcription of the Overture to Glinka’s opera Ruslan and Liudmila.” 3  

2 Alexander Poznansky, ed. Ralth C. Burr, Jr. & Robert Bird, trans. Tchaikovsky Through Other’s Eyes. 
Bloomington & Indianapolis: Indiana University Press, 1999, 35. (“On igral ne kak kompozitor, a kak nastoyaschiy 
pianist”) 
3 Frolova, S. Fortepiannye Sonaty P. I. Chaikovskogo (Piano Sonatas of P. I. Tchaikovsky). Moskva: Muzgiz, 1955. 
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In order to successfully interpret Tchaikovsky’s piano works it would be extremely 

beneficial to keep in mind the composer’s statements regarding the art of piano performance. 

Tchaikovsky’s views on the art of playing the piano were clearly stated in his Musykal’nye 

Fel’etony i Zametki. 4 Speaking of highly acclaimed pianist Vassily Sapel’nikov, Tchaikovsky 

wrote: “…An unusual power, a beauty and a brightness of tone, a masterly technique, an inspired 

impulsiveness of performance, and, at the same time, a striking ability to control himself 

combined with a talent of keeping the passion within allowable limits as well as musicality, 

completeness, and total confidence….” 5 Another quality of a fine performer, which 

Tchaikovsky called “dragocennym kachestvom” (the precious quality) 6 in his comments about 

pianist and composer Sergey Taneev, is “an ability to comprehend to a subtlety of the finest 

details the intentions of the author, and to reproduce them precisely, in such a spirit and upon 

such circumstances as they were imagined by the author.” 7 

 

2.1.2 A Brief Overview of Tchaikovsky’s Solo Piano Works 

Tchaikovsky’s solo piano music may be generally divided into two categories: salon 

miniatures, mostly lyrical or dance-like pieces, accessible for performance by amateur musicians, 

and large-scale, technically challenging concert compositions intended for advanced performers. 

Some examples of the first category are: The Seasons, Op. 37b, Children’s Album, Romance in 

F Minor, Nathalie-valse, Moment lyrique, and Twelve Pieces of Moderate Difficulty. The 

compositions falling into the second category include: Dumka, Op. 59 (Russian Rustic Scene), 

4 Tchaikovsky, P. I. Musykal’nye Fel’etony i Zametki. (Music Feuilletons and Notes). Moskva, 1898.  
5 Ibid, 80. (“Neobychnaya sila, krasota I blesk tona, izumitel’naya technika, vdohnovennaya goriachnost’ ispolnenia 
i, vmeste s tem, porazitel’noe umenie vladet’ soboi i ne davat’ uvlecheniu perehodit’ za dolzhnye predely, 
muzykal’nost, zakonchennost’, polnaya uverennost v sebe…”). 
6 Ibid, 312. 
7 Ibid, 312. (“do tonkosti proniknut’ v mel’chaishie podrobnostoi avtorskih namereniy i peredat’ ih imenno tak, v 
tom duhe i pri teh usloviyah, kakie mechtalis’ avtoru.”)  
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Six Pieces on a Single Theme, Op. 21, Theme and Variations from Six Pieces, Op. 19, Three 

Pieces entitled Souvenir de Hapsal, Op. 2, and the Grand Sonata in G Major, Op. 37. Hence, two 

dissimilar styles of piano technique that Tchaikovsky used in his compositions can be easily 

identified. For the smaller-scale pieces, the pianist must focus primarily on the dolce cantabile 

quality of piano sound, without having to deal with any virtuosic playing. For the large-scale 

compositions, a special type of virtuosic piano technique is necessary to negotiate the thick 

block-chords and symphonic orchestral textures. 

 

2.1.3 Vocal and Symphonic Aspects of the Grand Sonata 

Special attention should be given to Tchaikovsky’s vocal music. The “singing” quality of 

his melodies comes from a natural gift, “his own sense of melody,” 8 widely represented in his 

operas and romances (songs for voice with the piano accompaniment). Over a hundred romances 

composed by Tchaikovsky constituting its own small genre, significantly influenced the 

cantilena parts of his other works, including the Grand Sonata.  

Another genre that significantly influenced the Grand Sonata is Tchaikovsky’s 

symphonic works with their large-scale structure, dramatic contrasts within and between 

movements, epic and lyric characters, a high degree of emotional intensity and expressive 

sonorities. His colorful orchestration, unforgettable melodies ranging from Russian folk and 

dance heritage to deeply lyric and intimate tunes, powerful climax sections, and large triumphant 

finales are also very prevalent in the Grand Sonata. All the movements of the sonata contain 

some or all of these characteristics: “…it is in one sense an expressive sequel to Tchaikovsky’s 

8 Cooper, M. The Symphonies. In Music of Tchaikovsky, ed. Gerald, Abraham. New York: W. W. Norton & 
Company, 1945, p. 26. 
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Fourth Symphony, which he wrote not long before, and the ‘orchestral’ effect of much of the 

piano writing is undeniable.” 9  

 

2.1.4 Influence of Schumann’s Compositions on the Grand Sonata 

Tchaikovsky’s piano style was influenced by a number of his Western predecessors such 

as Schumann, Liszt, and Brahms, as well as by his compatriots Glinka, Balakirev, and Anton 

Rubinstein. Tchaikovsky’s dense block-chords, martellato, and octave piano texture in his Grand 

Sonata, Piano Concerto in B-flat Minor, and Piano Trio in A Minor, show the influence of the 

virtuosic piano style of Liszt, Brahms, and Anton Rubinstein. However, the composer whom 

Tchaikovsky particularly admired was Schumann. 

A dedication to Schumann is written in the titles to several Tchaikovsky’s pieces: Album 

for the Young (after Schumann), Op. 39, episode Alla Schuman from Variation in F-Major, Op. 

19, and piece Un poco di Schumann, Op. 72. Schumann’s high romanticism, “restless lyricism, 

the range of his ideas and even his exposition with its ingenious rhythms exercised a tremendous 

influence on Tchaikovsky.” 10 Analogous to Schumann’s style, Tchaikovsky’s piano texture is 

polyphonic and mostly imitative; groupings of fast notes, often in dotted rhythms, run from one 

voice to another, weaving around the main “singing” melody.  

An example of a striking similarity to Schumann’s style is represented by the impetuous 

rhythm of the dotted notes’ patterns, which can be easily identified if one compares some parts 

of Tchakovsky’s second movement of the Grand Sonata with Schumann’s first movement of his 

Grand Sonata in F Minor, Op. 14 (Examples 2-1a and 2-1b). 

9 MacDonald, M. “Vassily Primakov. Tchaikovsky: Grand Sonata in G Major, Op. 37. The Seasons, Op. 37~bis.” 
Notes on CD recording. (Bridge 9283, 2009, compact disc), 2. 
10 Ledin, M. A. “Oxana Yablonskaya. Tchaikovsky Piano Music Volume 1.” Notes on CD recording (Naxos 
8.553063, 1995, compact disc), 1. 
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Example 2-1a. Piano texture in Tchaikovsky’s Grand Sonata, P. Tchaikovsky, Grand Sonata in G 
Major, Op. 37, movement II, Andante non troppo quasi moderato, mm. 118-119: 

 

Example 2-1b. Piano texture in Schumann’s Grand Sonata, R. Schumann, Grand Sonata No. 3, F 
Minor, Op.14, movement I, Allegro, mm. 168-171 11: 
 

 

Moreover, both sonatas have similar titles: Grand Sonata No. 3 in F Minor, Op. 14 (Concerto 

without Orchestra), by Schumann, and Grand Sonata in G Major, Op. 37 by Tchaikovsky.  

  Another example of similar piano textures in Tchaikovsky’s Grand Sonata and 

Schumann’s Piano Sonata in F-sharp Minor, Op. 11 was shown by Dimitar Nikolov. 12 

 

2.2 The Concept of the Grand Sonata 

Music is not illusion, but revelation rather. Its triumphant power 
resides in the fact that it reveals to us beauties we find nowhere 
else, and that the apprehension of them is not transitory, but a 
perpetual reconcilement to life. 

P. Tchaikovsky 
 

The years of 1877-78 were very productive for Tchaikovsky although he was struggling 

11 Schumann, R. Robert Schumann’s Werke. Serie VII: Pianoforte zu zwei Händen. Ed. Clara Schumann (Leipzig: 
Breitkopf & Härtel, 1887) IMSLP. http://conquest.imslp.info/files/imglnks/usimg/8/8b/IMSLP51538-PMLP02195-
RS52.pdf (accessed March 2012). 
12 Dimitar Nikolov, “Peter Ilyich Tchaikovsky’s Grand Sonata in G Major, Op. 37: A Critical Reevaluation” (D. M. 
A. diss.), University of Nebraska, 2003, 19-20. 
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in his personal life due to an unfortunate marriage. The most important works of this period 

include his opera Eugene Onegin, Op. 24, Violin Concerto, Op. 35, Symphony No. 4, Op. 36, 

and the Grand Sonata, Op. 37. Both the opera and the symphony express the melancholic, 

sometimes even dark and hopeless moods provoked by the “power of fate in life.” 13 These 

works reflect Tchaikovsky’s philosophical views on human life and fate which he verbalized in a 

letter to von Meck as “fatal power which prevents one from attaining the goals of happiness….” 

14 His attitude underwent a change in both the Grand Sonata and the Violin Concerto, which 

musically fight with the darkness of fate, and manifest the enjoyment of life. Tchaikovsky’s 

victory of life and creativity over his sorrows during this crisis period 15 is completely reflected 

in the Grand Sonata. Moreover, an appellation in the title, the Grand Sonata (Bol’shaya Sonata), 

indicates the importance that the composer attached to the sonata. This is indeed Tchaikovsky’s 

“most important utterance for solo piano, a work of almost symphonic scope, although he came 

for a while to think of it as ‘dry and complicated,’ not so much the product of inspiration as of 

technique.” 16  

 

2.3 The History of the Grand Sonata 

Tchaikovsky composed only two piano sonatas. The first, C-sharp Minor Sonata, 

composed in 1865, was not released during his life, as the composer was not satisfied with it. 

Epigraph: Tchaikovsky, P. I. Perepiska s N. F. von Meck (Letters to N. F. von Meck), 3 vol,. eds. Zhdanov, V. A. 
and N. T. Zhegin, N. T. Moskva: Academia, 1939-1936. 
13 Brown, D. Tchaikovsky: The Final Years 1885-1893. Volume IV. New York/London: W. W. Norton & 
Company, 1991, p. 445. 
14 Tchaikovsky, P. I. Perepiska s N. F. von Meck (Letters to N. F. von Meck), 3 vol,. eds. Zhdanov, V. A. and N. T. 
Zhegin, N. T. Moskva: Academia, 1939-1936. 
15 Tchaikovsky, P. I. Polnoe Sobranie Sochineniy. Literaturnye Proizvedeniya I Perepiska. (Complete Collected 
Works. Literary Works and Correspondence), Vol. VII. Moscow, 1961.Ya proshiol cherez uzhasnye ispytania I 
schitaiu chudom, chto vyshel iz nih s dushoy ne ubitoy, a tol’ko gluboko uyazvlionnoy. (I had gone through severe 
ordeals and I believe it was a miracle that my soul was not killed but only deeply nettled). 
16 MacDonald, M., 2. 
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The sonata was finally published by Jurgenson in 1900 as posthumous opus 80. Tchaikovsky 

was satisfied with the Scherzo from the sonata, which he used later in his Symphony no. 1, 

Winter Dreams. In spring of 1878 Tchaikovsky wrote the piano sonata in G Major, Op. 37, 

entitled Grand Sonata (Bol’shaya Sonata).  

Tchaikovsky began to work on the sonata in March of 1878 in Clarens, Switzerland, 

during his prolonged sojourn in southern Europe following the break-up of his disastrous 

marriage to Antonina Milyukova. His letters reveal that after his initial enthusiasm he started to 

struggle with the Grand Sonata. He put aside the sonata and concentrated on writing his violin 

concerto: “The sonata and concerto are keeping me very busy. For the first time in my life I have 

started something new without finishing its predecessor... And so it is that... for the time being I 

have set aside my sonata”, he wrote to Nadezhda von Meck. 17 The final manuscript of the 

sonata was dated by 26 July (Old Style) of 1878. The work was dedicated to Karl Klindworth, 

renowned German pianist, conductor, violinist, teacher, music publisher, and personal friend, 

who made several piano arrangements of Tchaikovsky’s works. 

It would be over a year before the sonata was premiered: Nikolai Rubinstein performed it 

on November 2, 1879, at a concert of the Russian Music Society. After this performance Nikolai 

Kashkin, music critic and friend of Tchaikovsky, confessed in his Memoirs of P. I. Chaikovskij 

that “the sonata was played with…unsurpassable perfection…I left the hall completely 

stunned.”18 Tchaikovsky did not attend this performance, but heard Rubinstein’s performance of 

the sonata a week later in his house: “…He played it excellently... I was simply astounded by his 

17 Tchaikovsky, P. I. Perepiska s N. F. von Meck (Letters to N. F. von Meck), 3 vol,. eds. Zhdanov, V. A. and N. T. 
Zhegin, N. T. Moskva: Academia, 1939-1936. Letter 778, 7/19 March, 1878. 
18 Nikolov, D., p. 9. 
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artistry and amazed by his energy, in playing this somewhat dry and complicated piece.” 19 It is 

possible that Tchaikovsky’s statement may be the main reason why some major western 

biographical researchers have given a negative evaluation to the sonata as a weak, unsuccessful, 

and unplayable piece. 

Scholars’ opinions and comments on the Grand Sonata were divided. Some of them were 

very enthusiastic: “There is an intense, powerful, and thoroughly absorbing performance which, 

when heard, can only leave you wondering why Tchaikovsky’s ‘Grand’ Sonata has not joined 

other monumental piano sonatas, like Beethoven’s ‘Hammerklavier,’ Schubert’s B-flat Major, 

Brahms’s F Minor, and Liszt’s B Minor, on the hit-parade list.” 20 The others were doubtful: 

“…the dullest piece Tchaikovsky ever wrote.” 21  

Despite the critics’ evaluations, the Grand Sonata is the first truly classical Russian 

sonata, and it became the benchmark of its genre for the following generation of Russian 

composers such as Glazunov, Rachmaninoff, Scriabin, Medtner, Myaskovsky, Prokovieff, and 

others. 

 

2.4 Special Additional Musical References in the Grand Sonata 

Two interesting musical devices are used in the sonata: reference to the great Russian 

bells in both first and second movements, and use of the Dies irae chant in the first movement.  

19 Tchaikovsky, P. I. Perepiska s N. F. von Meck (Letters to N. F. von Meck), 3 vol,. eds. Zhdanov, V. A. and N. T. 
Zhegin, N. T. Moskva: Academia, 1939-1936. Letter 1320, 21 October/2 November-22 October/3 November, 1879. 
20 Dubins, J. “Vassily Primakov. Tchaikovsky. The Seasons. Piano Sonata (Grand) in G.” In Fanfare: the Magazine 
for Serious Record Collectors, Vol. 35 Issue 2, (Nov/Dec. 2011), 186-190. 
21 Brown, D. Tchaikovsky: A Biographical and Critical Study. The Crisis Years: 1874-78. Vol. 2. New 
York/London: W. W. Norton & Company, 1978, 274. 
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2.4.1. Bell-Like Sonorities 

Bell ringing is an old tradition in Russia, and it played an important role in the Russian 

Orthodox liturgy, as well as in numerous historical events. Over the centuries there have been 

different kinds and sizes of bells which determine their functions: triumphant bells, wedding 

bells, funeral bells, church bells, warning bells, horse and sleigh bells, etc. These bells produce 

different sonorities ranging from low to high, from quiet to loud, or from plangent to sonorous. 

Bell-like sounds have been used by a number of famous Russian composers such as Modest 

Mussorgsky (Pictures at an Exhibition, and the operas Boris Godunov and Khovanshchina) and 

Sergey Rachmaninoff (Piano Concerto in C Minor, Op. 19, Piano Concerto in D Minor, Op. 30, 

and in many of his Preludes and Études-Tableaux). Similar bell references can be found 

throughout the Grand Sonata. The triumphant bell-like sonority is presented at the beginning, 

recapitulation, and coda sections of the first movement (mm.3-18, 43-58, 102-111, 208-219, 226-

300; examples 2-2a and 2-2b).  

Example 2-2a. Triumphant bells, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, movement 
I, Moderato e risoluto, exposition, first theme, mm. 3-4:  

 

                            triumphant bells 
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Example 2-2b. Triumphant bells, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, movement 
I, Moderato e risoluto, exposition, closing theme, m. 106:  
 
  high triumphant bells 

 

                                low triumphant bells 

  The warning bells may be heard in the development section (mm. 137-151, 153-156, 163-

168, 172-182); example 2-3. 

Example 2-3. Warning bells, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, movement I, 
Moderato e risoluto, development, mm. 145-147:   

  

                                                                                               low warning bells 
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  Quiet funeral bells “ring” in mm.43-50, 134-139, 141-152 of the second movement of the 

sonata; examples 2-4a, and 2-4b. 

Example 2-4a. Funeral bells, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, movement II, 
Andante non troppo quasi moderato, mm. 136-138:   
                                        funeral bells 

 

Example 2-4b. Funeral bells, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, movement II, 
Andante non troppo quasi moderato, mm. 147-149:    

 

            funeral bells 

  These bell-like sonorities require a special use of pedaling from the performer. This issue 

will be considered in depth in Chapters III and IV of the current work. 

 

2.4.2. Use of Motive from the Dies irae Chant 

Dies Irae (Day of Wrath) is a thirteenth century Latin hymn. The poem describes 

Judgment Day, when the convened souls will meet the throne of God. The chant was used as a 
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sequence in the Roman Catholic Requiem mass. Some of the best known examples of this chant 

in romantic music may be found in: Liszt’s Totentanz (1849), Mussorgsky’s Songs and Dances 

of Death (1877), Tchaikovsky’s Manfred Symphony (1885), and Rachmaninoff’s Rhapsody on a 

Theme of Paganini (1934). The treatment of the Dies irae in the Grand Sonata differs from most 

other works which incorporate this tune. While most composers reference this theme to evoke a 

dark and frightening mood, the Dies irae in the Grand Sonata varies from a warm and calm lyric 

melody to an intense and majestic sonority undoubtedly expressing a victory of life over a fate.  

Tchaikovsky presents only the first six notes of the Dies irae chant throughout the 

sonata’s first movement embedding it as a motive rather than using the entire theme. The Dies 

irae motive recurs several times exclusively in major keys. Initially, it appears as a lyrical 

melody with the dynamic of pp in the middle section of the second theme in the exposition (mm. 

79-82, and 96-101); example 2-5a.  

Example 2-5a. Dies irae motive, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, movement I, 
Moderato e risoluto, second theme, mm. 79-80:    

                 Dies irae motive  

 

Then, it continues in the soprano and bass voices of the closing theme sounding fuller with the 

dynamic of mf, sempre cresc. to fff, and articulated marcato (mm. 102-105); example 2-5b.  

 

15 



Example 2-5b. Dies irae motive, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, movement 
I, Moderato e risoluto, second theme, m. 96:    

 

                                Dies irae motive 
 

The motive is also presented in the second theme in the recapitulation. Later on, 

Tchaikovsky gives a gloriously sounding interpretation of the Dies irae chant in the coda (mm. 

289-301). The motive appears with the dynamic of sempre ff and marking sempre con accento in 

the bass voice of the coda combining with the opening motive of the first theme (mm. 289-300); 

example 2-5c. The Dies irae chant is presented here in the coda as it would be “ringing” by low 

triumphant bells.       

Example 2-5c. Dies irae motive, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, movement I, 
Moderato e risoluto, coda, m. 289:    

               opening motive of the first theme 

 

                           Dies irae motive 
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CHAPTER III  

PERFORMER’S GUIDE FOR MOVEMENT I, MODERATO E RISOLUTO 

The Tchaikovsky Grand Sonata... there is something very personal 
to me...quite a celebration of life after spiritual catastrophes. Here 
the first and the second movements are emotional responses to 
these life’s experiences; the second movement of the sonata is 
deeply personal..., the third movement is like a recovery from the 
crisis,…a sunny day, a meadow,…the wispy final movement with 
pictures of casual and real life is as in the Scherzo of the Fourth 
Symphony.  

K. N. Igumnov 
 

It is beyond the question that in the hands of the right pianist the G 
Major Sonata sounds superb, whereas it is not one of those works 
that will ‘play itself’ even if saddled with an inferior performer.  

M. MacDonald 

 
3.1. Overview of the First Movement’s Structure 

Bol’shaya Sonata is a large-scale composition, sonorous in gesture, and ambitious in 

scope. It is full of gorgeous melodic material and written in a “quasi orchestral” texture. 22 It 

features a wide emotional range: triumphant greeting of life at the beginning and the end of the 

first and final movements, as well as melancholic, dreamy, and sorrowful feelings in the sonata’s 

lyrical sections.  

This sonata is constructed using symphonic principles, notably the integration and 

continuous development of highly contrasting musical ideas, and the organic unification of the 

entire work presented in four movements using leit- and mono-motives. Extreme contrasts in the 

sonata are found not only between themes, but also between harmonies and instrumental timbres. 

Epigraph: Igumnov, K. N. O Tvorcheskom Puti I Ispolnitel’skom Iskusstve Pianista: Iz Besed s Psihologami. 
(Creative Way and Performing Art of a Pianist: From the Interview with Physiologists). In Voprosy Fortepiannogo 
Ispolnitel’stva, ed. Smirnova, M. vol. 3. Moskva, 1973, p. 40. 
Epigraph: MacDonald, M., p. 2. 
22 Nikolov, D., p. 75. 
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All these components help to express an emotional depth, complexity, and dramatic effect which 

justify calling this sonata a “symphony for the piano.” 23  

The Grand Sonata is written in an expanded four-movement sonata form. The first and 

second movements are substantially longer than the third and fourth movements. The first 

movement, Moderato e risoluto, is written in an extended sonata-Allegro form. The movement 

opens with the triumphant and energetic march theme that dominates it. This first theme (mm. 1-

57) consists of three parts organized in the ABA1 ternary form. The march-like A theme in G 

Major is decorated by massive repetitive block chords, which make the texture dense and 

“orchestral.” 24 The B section (mm. 18-40), in contrast to the structured A section is 

improvisatory in its nature and romantically elevated. The character of the second theme (mm. 

69-101) which is written in repeated binary form (AB A1B1), contrasts with that of the first 

theme. The intimate lyric mood of the second theme features sorrowful intonations of the 

ascending and descending semitones, which are reminiscent of a quasi question-answer 

“conversation” between two musical characters. Thus, the exposition is extended due to the 

prolonged structure of the first and the second themes. The development section (mm. 112-183) 

is large and dramatic in its character. It is built on the first and second themes of the exposition. 

However, both themes are transformed in the development. The first theme changes its sonority 

from majestic in the exposition to dark and dramatically powerful in the development; and the 

second theme changes from an intimate to tragic mood in one of the development’s climaxes. 

Therefore, these themes collide in the development and resemble a struggle between will and 

Fate as often represented in Tchaikovsky’s symphonic works. The section has three climatic 

peaks (in mm. 133-138, 163-172, and 173-182), which are difficult to manage due to the 

23 Frolova, S., p. 22. 
24 MacDonald, M., p. 2. 
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dynamics of ff and sempre fff, and pesante indications marked by the composer. The last climax 

(mm. 173-182) incorporates a low bell-like bass note d, which is the dominant to the main key of 

the sonata, G Major. The recapitulation begins in m. 184 with the second part (B) of the first 

theme. The second theme is presented now in AA1 B1form (mm. 232-256) and it grows to the 

grandiose coda, which is built on the first march-like theme (mm. 267-301). The last section of 

the coda (mm. 289-301) brings together the initial motive of the first theme and the first six notes 

of the Dies irae plainchant.  

 

3.2. Special Problems Raised in the First Movement for a Performer and Some Proposals to 
Resolve These Problems 

 
  The first movement is monumental and sonorous in scope. Tchaikovsky was not a 

concert pianist, and the sonata’s “quasi-orchestral texture, ” 25 particularly in terms of dense 

chordal writing and episodic fragmentation of themes present a special challenge to the 

performer. To add a variety of sound in some of the first movement’s sections, to facilitate the 

performance of long or short phrases, to attenuate different nuances of repeated material, a 

performer may use techniques such as: voice balancing and imitation of orchestral timbers, 

grouping long phrases into shorter motives and vice versa applying agogics (rubato), variety of 

dynamics (micro-dynamics inside of prolonged crescendos and diminuendos), and  pedal 

techniques (half and quarter pedals, and flutter, etc.).  

 

3.2.1. Voice Balancing 

  The orchestral texture of the sonata embodied in the dense piano writing as well as the 

sonata’s episodic fragmentation are the most challenging aspects of the first movement from a 

25 Nikolov, D., p. 75. 
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performer’s perspective. Some proposed suggestions for these issues are: voice balancing in the 

block chords by increasing the importance of some voices and decreasing that of others, use of 

dynamic shaping, highlighting of long phrases in the chords’ progressions, agogics nuances, as 

well as recognition and imitation of the orchestral timbres on the piano by involving different 

kinds of articulation. Therefore, voice balancing is one of several suggestions which may help to 

alleviate the thickness in the sonata’s first movement, one of the greatest concerns (Examples 3-

1a and 3-1b).  

Example 3-1a. Symphonic texture-voice balancing, P. Tchaikovsky, Grand Sonata in G Major, 
Op. 37, movement I, Moderato e risoluto, exposition, first theme, m. 3-4: 
  

       leading voices: soprano and bass 

 
 

Example 3-1b. Symphonic texture-voice balancing, P. Tchaikovsky, Grand Sonata in G Major, 
Op. 37, movement I, Moderato e risoluto, exposition, first theme, m. 43: 
 
         leading voices: alto and tenor 
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Proposed suggestion: The massive block chords of the first theme have to be balanced by some 

voicing choices. In m.3 the top voice in the chords of the right hand and root voice of the left 

hand should be presented as leading voices, while the other chordal notes should be balanced in a 

much softer dynamic as shown in example 1a (Example 3-1a). In contrast, in m. 43, when the 

first theme returns, the texture may be filled with a dense orchestral-like sound by adding an 

emphasis on the tenor and alto voices played by the thumbs (Example 3-1b). This approach also 

affects the dynamic level at these two measures making the first theme lighter in m.3, and 

heavier in m. 43. Such a treatment of voicing also lends a greater interest to each appearance of 

repeated material.  

 

3.2.2. Articulation: Managing the Orchestral Writing/Imitation Orchestral Timbres 

Tchaikovsky is well-known as a symphonist whose works express powerful musical 

ideas and state his philosophical views on the relationship between life and fate. Tchaikovsky’s 

symphonies are characterized by unforgettable “singing” melodies and colorful orchestration. 

Specifically, his music features a rich orchestration consisting of different instruments that bear 

special functions: strings and woodwinds typically carry lyric legato melodies, while string 

pizzicato and harp gestures are usually used in the accompaniment, and brass timbres are 

frequently depicting fate. Several orchestral gestures such as violin legato, cello-like 

accompaniment, string pizzicato, harp arpeggiato, and even string quartet textures also appear in 

the Grand Sonata.  

The next set of examples addresses the issue of recognition of different timbres of 

orchestral instruments and contains suggestions on how to physically imitate orchestral timbers 

by choosing certain kinds of finger articulation. 
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Example 3-2a. Imitation of string legato, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, 
movement I, Moderato e risoluto, exposition, the first theme, part B, m. 18:  
 
Solo of first and second violins 

   

            Cello-like accompaniment 

Proposed suggestions: The warm, “singing” sound of string instruments with their vibrato and 

deep legato sound will require deep immersion of the fingertips into the piano key, followed by a 

slow departure from one key while dipping into the other. The familiar feeling of immersing the 

fingertips into a soft material such as dough or melted butter may be used to imagine this 

articulation.  

Example 3-2b. Imitation of string pizzicato, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, 
movement I, Moderato e risoluto, exposition, transition, mm. 60-61:  
 

                Violin pizzicato 

 
                            Cello and bass pizzicato  
 
Proposed suggestion: To simulate a string pizzicato on the keyboard, each finger should take and 

tweak each key equally, so each note is of an equal weight and length. 
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Example 3-2c. Imitation of harp arpeggiato, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, 
movement I, Moderato e risoluto, exposition, transition, m. 68:  
 
      top voice is underlined                  all notes are equal (imitation of a harp arpeggiato)  

                                      

Proposed suggestion: there are two choices for the pianist here; the most pianistic approach 

would be to play all notes of the arpeggiated chords lightly, except for the top melody notes. The 

second choice would be to more closely imitate the sound of a harp, with all notes played more 

equally as a harp would play them. This method has an effect of slightly slowing the passage 

down, which makes musical sense in this example, as the second theme is about to make its first 

appearance. 

Example 3-2d. Imitation of string quartet texture, P. Tchaikovsky, Grand Sonata in G Major, Op. 
37, movement I, Moderato e risoluto, exposition, second theme, mm. 69-71:  
 
                  1st violin         2n violin 

 

             Cello   viola 
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Proposed suggestion: Rather than playing the second measure exactly as the first one by 

bringing out only the top, first violin line, consider allowing the viola to take over in the second 

half of the first beat following the second violin as marked in green, and add the cellos voice as 

marked in blue.  

 

3.2.3. Agogics Technique (Rubato) 

To highlight short motives and phrases, special attention should also be given to a 

mastery of the agogics technique (rubato). This technique helps to create expressive melodic 

lines and alternate a tempo. Every melodic line consists of musical intervals, i.e. a distance 

between the adjacent notes, which may be descending or ascending. Since the Baroque era the 

intervals have been assigned certain emotions, therefore contain semantic meaning. For example, 

some descending intervals such as seconds (especially semitones), are often used to express a 

sigh or emotions of sorrow and lament. These intervals build a tension between two sounds, thus 

making the musical line more expressive. Moreover, the agogics technique is not only useful to 

build tension and expressiveness inside of a single interval, phrase, several phrases, or to prepare 

for upcoming sections, but it is also essential for capturing the romantic mood of the 

composition. Example 3-3 (mm. 69-71) illustrates one of multiple fragments in the first 

movement, where the agogics technique (rubato) may be used. In this example the ascending 

semitones express an “entreaty”, while the descending semitones paired by slurs express “sighs”. 

Using the rubato approach, the fragment presented in example 3-3 can be expressed as a 

question-answer dialogue between two “musically speaking” characters. Other examples are 

given in the appendix.                                                                     
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Example 3-3. Agogics technique (rubato), P. Tchaikovsky, Grand Sonata in G Major, Op. 37, 
movement I, Moderato e risoluto, exposition, second theme, part B, mm.69-71: 
 

           ascending semitones express “entreaty”  

 

               descending semitones paired by slurs express “sighs” 

Proposed suggestion: the “entreaty” intonation in the ascending semitones b-c (mm. 69-70, 70-

71, and 71-72) may be created by taking some time between notes b and c. Such a delay may 

also be used in paired descending semitones c-b and a-b (mm. 70, 71, and 72). Thus, the musical 

“dialogue” will be colored with some tension and expressiveness.  

 

3.2.4. Phrasing, Agogics, and Articulation 

While composing the Grand Sonata, Tchaikovsky mostly used orchestral bow slurs. This 

gives rise to an issue of phrasing 26 in the sonata. Since phrasing slurs are very scarce in the 

existing editions, it is important to understand their beginning, their climax or peak directional 

point, as well as their ending. The following examples (Examples 3-4a and 3-4b) provide two 

alternative suggestions to the phrasing problem at the beginning of the sonata. The first example 

26 See the appendix of the current work for phrasing in multiple musical examples.  
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is based on the recording of Konstantin Igumnov272829 made on December 3, 1947 30 from his 

live recital; the second is proposed by the author of the current work.  

Proposed suggestion to Example 3-4a: 

  K. Igumnov in his performance presents the first motive of the first theme (motive A, 

mm. 1-3, hereafter referred to as the introductory motive) with the intention of avoiding 

monotony and introducing some variety to the dense texture of the repeated chord blocks. 

Igumnov stretches the rhythm of the first and third thirty-second note pick-ups. This makes these 

thirty-second note chords sound almost like sixteenth note chords using agogics technique. The 

elongation of these thirty-second note chords smoothes the subsequent chords on the stressed 

beats in m. 2 and 3, which results in an additional accentuation of the quarter note chords in the 

middle of these measures. Thus, the listener’s attention shifts towards the second thirty-second 

note chord. By using such a technique (agogics) in the introductory motive Igumnov underlines 

the importance of the melodic scheme d-e-d-b by emphasizing the landing on the note e 

(Example 3-4a). Additionally, Igumnov extends the double-dotted eighth note rest in order to 

27 Konstantin Igumnov, a representative of the golden era of Russian piano school and a distinguished interpreter of 
Tchaikovsky, had also been among the first pianists after Nikolai Rubinstein who included the Grand Sonata in their 
repertoire. His interpretation of the Grand Sonata is the most idiomatic as Igumnov himself is a major link to 
Tchaikovsky. While a student at the Moscow conservatory, Igumnov got his training with Alexander Siloti, who was 
himself a graduate from the Moscow conservatory where he had studied harmony under Pyotr Tchaikovsky. 
Coincidently, both Igumnov and Siloti were trained by the famous piano teacher Nikolai Zverev, who in his youth 
took lessons with P. Tchaikovsky. 
28 Igumnov, K. N. Moi Ispolnitel’skie I Pedagogicheskie Principy. (My Performing and Pedagogical Principles). In 
Sovetskaya Muzyka, vol. 4. Moskva: Muzgiz, 1948.  
29 Igumnov’s aesthetic views on the art of the piano playing and his interpretation of some parts of the Grand Sonata 
shed light on the sonata’s essence, and reveal some suggestions to certain sound colors and technical issues. In 
Igumnov’s opinion, a pianist must always accentuate the importance of the meaning of a piece during performance. 
Igumnov believed that true creativity is impossible without a large concept and deep connections of an artistic 
portrayal of a performer with vital roots of the reality: “…A piece of music contains a familiar mood, and I always 
search and find in my life something that causes a similar emotional state…The ideal for every performer is to have 
as many emotional experiences in life as possible….” (Igumnov, K. N., 1948, p. 39-40.) The key to understanding 
Igumnov’s interpretation of the Grand Sonata may be found in his own words: “The Tchaikovsky Grand 
Sonata…There is something very personal to me...quite a celebration of life after spiritual catastrophes.” (Igumnov, 
K. N., 1948, p. 37.) 
30 Konstantin Igumnov, Fortepiano. (Melodiya M10-42485, 1980, 33⅓ rpm, mono) This is the only survived 
recording of the sonata performed by Igumnov, shortly before his death.  
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separate the opening statement from the following material, which he plays faster and in a single 

uninterrupted long line.  

Example 3-4a. Phrasing and agogics, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, 
movement I, Moderato e risoluto, exposition, first theme, section A (as interpreted by Konstantin 
Igumnov in his recording31): 

 

Proposed suggestion to Example 3-4b: 

 An alternative suggestion to the phrasing and articulation at the beginning of the first 

movement is the following: instead of giving special attention to the introductory motive by 

31 Igumnov, K. Fortepiano. (Melodiya M10-42485, 1980, 33⅓ rpm, mono)  
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slowing the tempo, a performer may prolong the dotted sixteenth note chords on the last beats of 

mm. 3-5 as if they were marked tenuto. The proposed short “micro-slurs” in conjunction with the 

long “main phrasing slur” as well as the tenuto approach to the dotted sixteenth note chords on 

the last beats of mm. 3-7 differ from Igumnov’s interpretation. This approach helps to build 

momentum, avoiding the verticality of the repetitive chords, and giving direction toward the 

main beats so that the last and the first beats will be connected without a pause. The tenor voice 

in the left hand in mm. 3-5 may be played with a quasi tenuto approach to help create the 

massive sonority called for Tchaikovsky’s pesante marking. (Example 3-4b) 

Example 3-4b. Phrasing and articulation, Tchaikovsky, Grand Sonata in G Major, Op. 37, 
movement I, Moderato e risoluto, exposition, first theme, section A (as proposed by the author): 
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3.2.5. Dynamics 

Tchaikovsky’s dynamic indications in the existing editions are very general. Suggestions 

presented in examples 3-5a and 3-5b will help to create additional variety in the repeated 

episodes of the first movement (measure 18). 

Example 3-5a. Dynamics, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, movement I, 
Moderato e risoluto, exposition, first theme, B section, m. 18 (See the appendix, Example A1.2 
for more detailed and comprehensive dynamic indications for section B of the first theme): 

 

Example 3-5b. Dynamics, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, movement I, 
Moderato e risoluto, recapitulation, first theme, B section, m.184: 

  

     mp (proposed dynamic) 

Proposed suggestion: Example 3-5a and 3-5b illustrate the composer’s indication of the dynamic 

f in both exposition and recapitulation. The author proposes an alternative: the dynamic of mp 

would alleviate the monotony of the repeated middle section B of the sonata’s first theme in the 

recapitulation. Moreover, the change of the original dynamics f to mp at this place may help to 

create a more lyrical character of this theme compared to the first appearance of this theme. 
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3.2.6. Pedal 

Another issue in the existing editions is the lack of pedal indications. Tchaikovsky 

marked the use of pedal only rarely in his sonata, noting: “Regarding the pedaling the author 

relies upon the taste of pianists, who will do him the honor of performing this work.” 32 

Sophisticated use of the pedal is inseparable from phrasing, dynamic control, and tonal 

coloration. It may help to unify the episodic fragmentation in the sonata by building up phrases, 

and uniting the sonata’s form by prolonged dynamic augmentations and diminutions. 

Additionally, colorful pedaling would definitely help to enhance the bell-like sonorities which 

occur so frequently throughout the sonata. 33 

There are several parts in the Moderato e risoluto movement for which the author of the 

current work proposes suggestions on pedaling. One of the most interesting parts is in the 

development section, mm. 133-182. The proposed suggestions are based on emphasizing the 

bell-like texture while incorporating the low bass register, as well as building long phrases, and 

intensifying or diminishing dynamics. The development section has two climaxes: the first is in 

mm. 133-136, and the second and more powerful one is on the border of the beginning of the 

recapitulation in mm. 173-181. The pedal in such places may be held longer; it depends on the 

nature of the available instrument, acoustics of a concert hall, and interpretive concept of the 

performer.  

  The following examples are given to illustrate the use of pedaling for a color effect, 

which can make either a bell-like sonority (Examples 3-6a and 3-6b) or simulate an organ-like 

32 Chaikovsky, P. I. Izbrannye sochineniya dlia fortepiano (Selected works for piano). Tom II, ed. Milshtein, Y., and 
Sorokin, K. Moskva: Muzgiz, 1961, p3. 
33 In his performance, Igumnov clearly paid a special attention to pedaling, and his opinion on this issue would 
benefit performers. He noted that the pedal is an important tool for dynamics, agogics, prolonged chords, and tonal 
colors. Igumnov’s approach to the pedal is inseparably associated with an extended and vibrating piano sound, 
which he considered ideal: “I am sure that the secret of the prolonged sound on the piano depends of the pedal more 
than anything else” (Igumnov. K. N., 1948). 
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bass pedal (Example 3-6c). Long pedaling is based on long phrasing and harmonic patterns; it 

helps to create maximum piano sound in the climax sections of the first movement as well as to 

unify a great number of heavy chords, and build up the shape of the development. The examples 

include long phrasing slurs, which, in coordination with long pedaling, will balance the thick 

texture. This combination also allows the listener’s ear to follow a continuous melody rather than 

individual chords.  

Example 3-6a. Pedaling, bell-like sonority, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, 
movement I, Moderato e risoluto, development, mm. 173-175 (see the appendix, Example A1.10 
for more detailed and comprehensive pedal indications in the development section of the sonata): 

        

           D-bell 

Example 3-6b. Alternative pedaling, bell-like sonority, P. Tchaikovsky, Grand Sonata in G 
Major, Op. 37, movement I, Moderato e risoluto, development, mm. 173-175:  
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Example 3-6c. Pedaling, organ-like sonority, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, 
movement I, Moderato e risoluto, development, mm. 169-172: 

 

Proposed suggestions: In Example 3-6a the main use of the pedal is to hold the bass note d (like 

a constantly ringing bell) during each measure. The pedal should be changed on the third beat of 

each measure but not completely so that it allows the bass note d to ring through the thick 

texture.  

Example 3-6b presents an alternative pedaling in which the first half of the measure can 

imitate a bell by holding a pedal during the first half of each measure while the second half may 

be played without pedal but with accents and dynamic fff as marked by the composer in the 

score. This pedal use helps in halls with generous acoustics. In example 3-6c the long pedal is 

holding the bass note c-sharp constantly in mm. 169-172 to imitate an organ pedal.  

 

3.2.7. Hand Redistribution 

An illustration of dense chordal writing is seen in example 3-7. Here, the technical issue 

of wide chords, marked with dynamic of sempre fff, which are moving from the top of the 

keyboard to the bottom in fast tempo, requires a special virtuosity from a performer. This 

example proposes a redistribution between the hands, special fingering, and phrasing slurs.  
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Example 3-7. Virtuosic technique issues, hand redistribution, fingering, and phrasing slurs, P. 
Tchaikovsky, Grand Sonata in G Major, Op. 37, movement I, Moderato e risoluto, development, 
mm.134-137:  

 

Proposed suggestions: 1). A redistribution is suggested in mm. 134-137: the right hand only 

plays the top two voices (marked in blue), while the left hand also takes the bottom voice from 

right hand chords (marked in green). This redistribution and the proposed fingering in the right 

hand will help to smooth the phrase and to accelerate this first climax section. The redistribution 

also helps to present the top melody more powerfully. 

2). The proposed short slurs (marked in red) in conjunction with the suggested fingering in the 

right hand allow for more legato in the top voice melody of the big chords, while the long slur 

helps to produce a  prolonged phrase. This phrasing also helps to reduce the technical difficulty. 

 

3.2.8. Interpretative Choices: Dies Irae Motive 

The performer should give special attention to the interpretation of the Dies irae motive. 

Several times throughout the sonata’s first movement Tchaikovsky uses this motive, exclusively 

in major keys. The first time the Dies irae motive appears in section B of the second theme of the 

exposition (mm. 79-82); it expresses an intimate lyric mood. The second appearence in section 

B1 of the second theme of the exposition (mm. 96-101); it has a more romantic mood. Finally, 

33 



the motive is ressurrected in a majestic embodiment in the coda ( mm. 290-299). In its first 

occurrence the Dies irae motive is located in the top right hand voice (soprano) and marked pp 

and tranquillo (Example 3-8a).  

Example 3-8a. Dies irae motive possible interpretation, P. Tchaikovsky, Grand Sonata in G 
Major, Op. 37, movement I, Moderato e risoluto, exposition, mm.79-82:  
 

 

While the character of this presentation of the Dies irae motive should be intimate and lyrical, 

there is a danger of playing all four measures the same way, thereby rendering the motive in a 

somewhat trivial way.  

Proposed suggestion: To infuse some variety in to the repetitions of the motive, which is not 

indicated in the score, would be to present the first and second measures of the motive simply 

with the soprano voice in the right hand as leading melody (mm. 79-80 in the score), and then to 

fade the right hand out and to feature the agogic accent (notes c-e) in the tenor voice in the 

remaining two measures (mm.81-82 in the score, Example 3-8a). An alternative and more 

detailed version of the Dies Irae interpretation is given in Example A1.6 of the appendix.  

 The second time the motive is doubled in the tenor voice of the left hand and presented in mf, 

cresc., and più f dynamics (mm. 96-101, Example 3-8b). 
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Example 3-8b. Dies irae motive possible interpretation, P. Tchaikovsky, Grand Sonata in G 
Major, Op. 37, movement I, Moderato e risoluto, exposition, mm. 95-102:  

 

To present a fresh interpretation of this theme the following suggestion could be used: 

play mm. 96-97 with the soprano as leading solo voice, switch the leading voice in mm. 98-99 to 

the tenor solo, and finally play both the soprano and tenor voices solo as a “duet” in mm. 100-

101, Example. 3-8b.  
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This “duet” of voices is written in a manner similar to opera love duets and has several of 

its characteristics: it is scored for high voice (possibly soprano voice) and low voice (tenor 

voice); both voices in the duet move in parallel motion (in unison) and have diatonic melodic 

lines. It is reminiscent of several beautiful love duet melodies from some of Tchaikovsky’s 

operas, such as Iolanta and Evgeniy Onegin. The Dies irae “love duet” flows naturally into the 

closing theme, which is built on the same motive and is now presented in the low bass voice 

(mm. 102-105). In the recapitulation the Dies irae theme emerges again but only once in the 

second theme as the “love duet” (mm. 248-256). The interpretation of this theme in the 

recapitualation (Example 3-8c) may differ from that in the exposition (see Examples 3-8a and 3-

8e).  

Example 3-8c. Dies irae motive possible interpretation, P. Tchaikovsky, Grand Sonata in G 
Major, Op. 37, movement I, Moderato e risoluto, recapitulation, mm. 248-256:  
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Proposed suggestion: First, the theme may be presented as the tenor solo (mm. 248-249), then as 

the soprano solo (mm. 250-251), and finally as both tenor and soprano solos together (mm. 252-

253, Example 3-8c).   

  The last time the Dies irae motive appears, in the coda in mm. 290-299, it is set in a rich 

sonority, sempre ff and sempre con accento, and appears with the introductory motive of the 

movement. To avoid the monotonity of both the massive sonority as well as repetitions of dotted 

rhythm patterns and the Dies irae motive, a performer may consider a voicing possibility to 

highlight the inrtoductory motive (Example 3-8d). 

Example 3-8d. Dies irae motive possible interpretation, P. Tchaikovsky, Grand Sonata in G 
Major, Op. 37, movement I, Moderato e risoluto, coda, mm. 289-301:  
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Proposed suggestion: Starting from the last beat of m. 289 through the first beat of m. 290 a 

performer may accentuate the lowest voice (a-b) in the chords of the right hand at the 

introductory motive. Then to highlight the lowest voice (g-a-a#-b) in the right hand’s chords in 

mm. 290-291, continue with accentuation of the uppermost voice (g-a-a#-b) in mm. 291-292, the 

lowest voice (repetitive d) in mm. 292-293, then the uppermost (repetitive d) in mm. 293-294, 

the uppermost (g-a-a#-b) in mm.294-295, the lowest voice (repetitive d) in mm. 295-296, then 

the lowest (g-a-a#-b) in m. 296, the lowest (repetitive d) in mm. 296-297, and finally the highest 

voice (g-a-a#-b) in mm. 297-301. This victorious growth should be played with the constant 

crescendo throughout mm.295-301, and with an optional sudden drop of the dynamic (mp) and 

accelerando motion in m. 295. Allargando may be started from m. 298 and played up to the end 

of the first movement, m. 301.  
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CHAPTER IV 

PERFORMER’S GUIDE FOR MOVEMENT II, 

ANDANTE NON TROPPO QUASI MODERATO 

4.1. Overview of the Second Movement’s Structure 

The second movement, Andante non troppo quasi moderato, is composed in a complex 

ternary form (ABA1 C A2B1A3 Coda). Sections A1, A2, and A3 are textural variations of theme 

A; sections B1-A3 continuously flow into the grand climax of the movement in a quasi-

development. Andante non troppo quasi moderato, composed in E minor, and shaded by a 

sorrowful lyricism, is totally different in spirit from the first movement of the sonata. The main 

theme is followed by a number of variations reminiscent of Schumann. The melancholic 

character of both theme and variations is set by the opening melody, which essentially spins out 

a single interval, the sighing semitone b-c (Example 4-1). This descending semitone is the 

foundation for musical lines of sections A, A1, A2, and A3 of the movement. This semitone 

previously appeared in the second theme of the first movement (mm. 69-71). Thus, by using this 

tool, sometimes referred to as “musical arch”, Tchaikovsky musically united these two 

movements of the sonata.  

Example 4-1. Falling semitone motive b-c, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, 
movement II, Andante non troppo quasi moderato, mm. 1-4: 
 
                           semitone motive b-c 
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  A march-like episode with dotted rhythm resembling Schumann is followed by the 

modified repetition of the opening melody (part A1, mm. 28-50), and the central portion of the 

movement in C Major, marked Moderato con animazione, “a lyrical outpouring in 

Tchaikovsky’s finest romantic vein.” 34 (part C, mm. 51-88). The main theme composed in the 

style of texture variations (part A2, mm. 89-107 and part A3 mm. 122-130) as well as the march-

like interlude (part B1, mm. 108-121) return again before the grand climax (mm.131-132) 35, and 

makes way for a magically delicate coda (mm. 141-152). The coda is based on the Moderato con 

animazione theme, which is presented in the soprano voice and imitated in the tenor voice with 

syncopated chords in the left hand accompaniment. The theme now appears in E minor in a sad 

and hopeless mood, which makes it barely recognizable. The coda literally “melts away” in the 

composer’s indications of pppp, morendo and perdendosi (m.147).  

 

4.2. Special Problems Raised in the Second Movement for a Performer and Some Proposals 
to Resolve These Problems  

 
“The second movement of the sonata is deeply personal...” 36 and “extremely poetic.” 37  

Moods change rapidly from lyrical and deeply intimate to pathetically dramatic and thus, a 

special mastery is required from the performer. Another challenge to the performer in this 

movement consists of managing the slow tempo in 9/8 and 6/8 time and sustaining the melodic 

contours of block chords and repeated notes. The slow flowing chordal blocks in the 

accompaniment in coordination with long held melodic notes raise an issue of the horizontal 

approach to a melodic line. Imitation of orchestral timbres would help the pianist to bring some 

variety in the sound of the second movement. For instance, a performer may imagine the sound 

34 MacDonald, M., p. 3.  
35 Igumnov, K. N., 1948, p.40. “These chords must force through like a sun-ray cleaves the cloud”.  
36 Igumnov, K. N., 1948, p. 40.  
37 Ledin, M. A., p. 1. 
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of a string quartet at the beginning of the movement (mm.1-16) with solo violin playing the 

melody. The use of a deep legato touch in combination with pedal is crucial for achieving this 

effect. As an alternative suggestion for the sound at the beginning of the movement, a performer 

may imagine a bell-like sound of the repeated melodic notes (b and c). To imitate the bell 

sonority, the following combination of fingering and pedal techniques is recommended: a 

performer should push up the piano keys lightly and softly with the tips of curved fingers, 

simultaneously applying the pedal. 

 

4.2.1. Touch and Pedaling 

For this movement, special consideration should be given to those colors of sound which 

may be described as “iridescent,” “half-tint,” “vibrant,” and “singing.” The colorful fullness of 

piano sound in this movement is impossible without a variety of touches, such as a light and fast 

attack of the keys under a long legato phrase mastered by softly pushing up the keys with the tips 

of curved fingers, and deep legato, achieved by slowly attacking the piano keys with horizontally 

stretched fingers, and simultaneously using different pedal techniques.  

Examples 4-2a, 4-2b, and 4-2c illustrate use of the pedaling, which helps to prolong and 

to color the piano sound.  

Example 4-2a. Overtones’ pedaling, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, 
movement II, Andante non troppo quasi moderato, mm. 1, 42-43: 
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Proposed suggestions: The pedal should be taken shortly before the first chord, so that the 

opened piano strings would start vibrating and enhance the sonority of the first chord with 

colorful overtones.  

Example 4-2b. Bell-like sonority pedaling (funeral bells), P. Tchaikovsky, Grand Sonata in G 
Major, Op. 37, movement II, Andante non troppo quasi moderato, mm. 141-142:    
 

 

Proposed suggestion: The bass note e needs to be held on the pedal through the entire measure, 

creating a bell-like sonority; however, the pedal will need to be gently released starting from the 

note d# in the soprano voice in m. 141 and the note c in the bass voice in m. 142 in order not to 

compromise the transparency of the melodic notes. This pedal technique helps to create sustained 

bass notes while highlighting upper voices in multi-layered music.   

Example 4-2c. Pedal (melting sound effect) and bell-like sonority pedaling (funeral bells), P. 
Tchaikovsky, Grand Sonata in G Major, Op. 37, movement II, Andante non troppo quasi 
moderato,  mm. 147-152  
 

 

Proposed suggestion: The pedal is sustained throughout six measures (mm.147-152), and may be 

released as it shown in Example 4-2c little by little up to the capacity of the instrument and hall’s 
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acoustics. The bass note e is held on the pedal during mm. 147-152, while the repeated chords b-

e-g are sustained during their diminuendo. This pedal approach enhances the dynamics indicated 

by Tchaikovsky-pppp morendo e perdendosi.     

  The central episode, Moderato con animazione, is characterized by an airy dancing 

melody in the soprano voice in the right hand part and an accompaniment of syncopated chords 

in the left hand. The melody is presented with different articulations (staccato, legato, and 

accents on weak beats in each measure creating syncopation), which makes it challenging to 

play. The proposed pedal suggestion may help with the articulation in Moderato con animazione 

(Examples 4-3a and 4-3b). 

Example 4-3a. Pedaling (articulation issue), P. Tchaikovsky, Grand Sonata in G Major, Op. 37, 
movement II, Andante non troppo quasi moderato: Moderato con animazione, mm. 48-52: 
 

 

Proposed suggestion: The pedal should be taken simultaneously with the second chord on the 

weak beat of the measure (syncopated chord g-b-f-g), and held until the note c-sharp appears in 

the melody.  

Starting from measure 62 Tchaikovsky varies the musical material, transferring the 

melody to the tenor voice and coloring the soprano voice with arpeggiated passages. The 

following example (Example 4-3b) provides a suggestion on pedaling (mm. 62-65). 
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Example 4-3b. Pedaling (articulation issue), P. Tchaikovsky, Grand Sonata in G Major, Op. 37, 
movement II, Andante non troppo quasi moderato, Moderato con animazione, mm. 62-65: 

 

Proposed suggestion: The pedal needs to be halfway released to sustain the bass note c for one 

and half beats of each measure (mm.62-63 in this example), so that the melodic line will be clear. 

Moreover, while holding the bass note c on the pedal, the harmonic filling consisting of the 

arpeggiated passages in the right hand is colorfully sustained as well. Use two separate pedals in 

mm. 64-65 because of the different harmonies presented within each of these measures. 

 

4.2.2. Phrasing, Dynamics, and Voice Balancing 

The following two examples 4-4a and 4-4b provide suggestions for phrasing, micro-

dynamics, and voicing. Example 4-4a is based on the recording of the Grand Sonata by 

Igumnov.38  

  

38 Igumnov, K. N. Fortepiano. (Melodiya M10-42485, 1980, 33⅓ rpm, mono) Recorded on December 3, 1947) 

44 

                                                 



Example 4-4a. Phrasing and micro-dynamics in repetitive episodes, P. Tchaikovsky, Grand 
Sonata in G Major, Op. 37, movement II, Andante non troppo quasi moderato, mm.1-11:  

 
Proposed suggestion: Emphasize short motives inside a long phrase by short bow phrasing in 

combination with micro-dynamics (short crescendos and diminuendos). This technique 

compartmentalizes short motives inside the long phrases. The long phrasing slurs in this example 

help to avoid a static sound and verticality of the repetitive material (repetition of the notes b-c in 

the melodic counter).  

Example 4-4b is an alternative suggestion provided by the author. 
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Example 4-4b. Phrasing, micro-dynamics, and voicing in repetitive episodes, P. Tchaikovsky, 
Grand Sonata in G Major, Op. 37, movement II, Andante non troppo quasi moderato, mm. 1-11:  

 
Proposed suggestion: Use longer slurs and prolonged dynamics as indicated in the figure above. 

This would result in phrases longer than those given in the previous example. The phrasing is 

further substantiated if a player highlights some of moving voices of an imaginary string quartet.  

 

4.2.3. Phrasing and Fingering 

  The march-like episode of sections B1 and A3 of the second movement, similar in form to 

that of sonata-Allegro development part, is technically demanding. The phrases delineated in the 

left hand and the right hand are divergent from one another and will require a choice of fingering 
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that is both technically reasonable and also musically sensible (Example 4-5).39  

Example 4-5. Phrasing and fingering issues, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, 
movement II, Andante non troppo quasi moderato, B1, mm. 118-121: 
 

 

 

4.2.4. Voice Balancing 

  Example 4-6 illustrates a treatment of the repeated notes in mm. 43-50 by applying voice 

balancing technique. 

Example 4-6. Voicing in the repeated notes, P. Tchaikovsky, Grand Sonata in G Major, Op. 37, 
movement II, Andante non troppo quasi moderato, mm. 43-46: 

     
                                                  Ger65       g       V2→(Ab

6) Ger65   i64    V2→(F6)  [iV7    i64     V7 ] →      i (e-minor) 

39 The dynamics indication, phrase and rubato suggestions for the entire section (mm. 112-132) is given in the 
appendix of the current paper (Example A1.12). 
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The same musical material is presented in mm. 43-50 and 134-140 of the sonata’s second 

movement. The monotony of the repeated note g in mm.43-50 and 134-140 may be solved by 

coloring each note g by listening to different harmonies in the chords and playing them with 

slightly different dynamic nuances, as well as by voicing different notes in the chords. The 

voicing in mm. 134-140 may vary from the one in mm. 43-50 (see the appendix, Example 

A2.13). 

 

4.2.5. Agogics Technique (Rubato) 

Once again the performer is advised to use the rubato technique, which would help in 

creating a special intimate atmosphere in the movement and highlighting short motives and 

phrases by shifting the tempo. It would also allow the performer to build up some phrases and 

prepare for upcoming sections in this movement. Example 4-7 illustrates one of multiple 

fragments in the second movement, where the rubato approach may be used. Other examples are 

given in the appendix. 

Example 4-7. Proposed agogics (rubato) approach, P. Tchaikovsky, Grand Sonata in G Major, 
Op. 37, movement II, Andante non troppo quasi moderato, mm. 77-79, section C: 
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4.2.6. Hand Redistribution 

The following example 4-8 is a suggestion on hand redistribution, which may help to 

smoothen the motion of an arpeggiated passage which spans almost the entire keyboard. This 

example also suggests some rubato and ritenuto since the last phrase of the section A2 melts 

away. Other examples on hand redistribution are given in the appendix. 

Example 4-8. Hand redistribution and rubato approach, P. Tchaikovsky, Grand Sonata in G 
Major, Op. 37, movement II, Andante non troppo quasi moderato, A2, mm. 106-107:  
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CHAPTER V 

CONCLUSION 

Composed by Tchaikovsky in a difficult period of his life, the Grand Sonata lacks 

detailed indications of phrasing, dynamics, pedaling, agogics, fingering, and hand redistribution.  

No comprehensive edition of the Grand Sonata appears to be available. Whenever a 

performer approaches a work for the first time, the standard modus operandi would be to 

compare editions and to study differences in markings made either by the composer in the 

autograph version or later critical markings made by a distinguished musician/editor. In the case 

of the Tchaikovsky’s Grand Sonata in G Major, this is not possible. Tchaikovsky left his edition 

of the sonata poorly marked with indications of dynamics, pedaling and slurs; the subsequent 

efforts to make critical editions of the work have remained heavily reliant on Tchaikovsky’s own 

version. The most significant work, which complements available editions of the sonata, is the 

recording of the sonata performed by Konstantin Igumnov. His interpretation of the Grand 

Sonata among recorded performances of this work by other pianists is the most idiomatic since 

he had been among the first pianists after Nikolai Rubinstein who included the sonata in their 

repertoire. Therefore, though Igumnov’s recording we have an audio link to the composer. The 

need for a performer’s guide comes from the disparity between Tchaikovsky’s edition and those 

of his followers, and Igumnov’s interpretation of the piece. Thus, the author hopes that by 

following some of the suggestions presented in this guide pianists will feel encouraged and 

inspired to take up the cause of this unjustly ignored piano masterpiece. 
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APPENDIX  

COMBINED APPLICATION OF MUSICAL TECHNIQUES
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The appendix contains two parts. Part A1, (Examples A1.1-A1.15) adresses movement I, 

Moderato e risoluto, and Part A2, (Examples A2.1-A2.13) discusses movement II, Andante non 

troppo quasi moderato. The main objective of the appendix is to demonstrate a combined 

application of musical techniques such as phrasing, dynamics, voice balancing, articulation, 

pedaling, fingering, hand redistribution, and rubato, discussed in the dissertation. Several 

examples listed in the appendix contain alternative versions of the suggestions proposed in the 

main body of the dissertation. This offers a performer a template for a personal interpretation of 

the sonata.   
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Part A1. Movement I, Moderato e risoluto  

Example A1.1. Phrasing: exposition, the first theme (section A), mm. 1-17:   
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Example A1.2. Dynamics, phrasing, rubato approach, and hand redistribution: exposition, the 
first theme (section B), mm. 24-40: 
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Example A1.3. Rubato approach: exposition, the first theme (section B), mm. 38-41:   
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Example A1.4. Hand redistribution and rubato approach: exposition, the second theme (section 
A), mm. 65-76:   

 

Example A1.5. Voicing: exposition, the second theme (section A), mm. 68-76:   
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Example A1.6. Voicing: exposition, the second theme (section B), mm. 79-82:   

 

Example A1.7. Rubato approach: exposition, the second theme (part B), mm. 80-83:  

 

 
Example A1.8. Dynamics, rubato approach, fingering, and hand redistribution: exposition, the 
second theme (section A1), mm. 88-92: 
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Example A1.9. Phrasing, dynamics, voicing, and fingering: exposition, the closing theme, mm. 
101-105: 

 
Example A1.10. Dynamics, phrasing, articulation, pedaling, fingering, and rubato approach: 
development, mm. 109-184: 
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Example A1.11. Voice balancing: recapitulation, first theme (section A), m. 209: 
 
 leading voices: soprano, tenor and bass 
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Example A1.12. Voice balancing: recapitulation, first theme (section A), m. 269: 

  leading voices: soprano, alto and bass  

   

Example A1.13. Rubato approach: recapitulation, beginning of the second theme (section A), 
mm. 228-232: 
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Example A1.14. Dynamics, rubato approach, fingering, and hand redistribution: recapitulation, 
the sec ond theme (section A1), mm. 240-245: 
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Example A1.15. Phrasing, dynamics, voicing, pedaling, and hand redistribution: recapitulation, 
the closing theme, mm. 256-265: 
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Part A2. Movement II, Andante non troppo quasi moderato 

Example A2.1. Phrasing dynamics, voicing, rubato approach, and hand redistribution: (section 
A1), mm. 28-41: 
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Example A2.2. Rubato approach: (section C), mm. 59-62: 

 

 

Example A2.3. Rubato approach: (section C), mm. 65-66: 
 

 

 

Example A2.4. Rubato approach: (section C), mm. 71-72: 
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Example A2.5. Rubato approach: (section A2), mm. 89-90: 

 

 

Example A2.6. Rubato approach: (section A2), mm. 93-94: 

 

 

Example A2.7. Rubato approach: (section A2), mm. 97-98: 

 

 

69 



Example A2.8. Hand redistribution: (section A2), mm. 104-105: 

 
 
Example A2.9. Hand redistribution and fingering: (section A2), m. 93: 

 

Example A2.10. Rubato approach, fingering, and hand redistribution: (section A2), mm. 101-
102:  
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Example A2.11. Hand redistribution: (section A2), m. 104: 
 

 

Example A2.12. Phrasing, dynamics, rubato approach, hand redistribution, and fingering: 
(sections B2 and A3), mm. 112-132: 
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Example A2.13. Voicing: (section A3), mm. 134-137: 

 

72 



BIBLIOGRAPHY 

Books 

Abraham, Gerald. Tchaikovsky. A Short Biography. London: Duckworth 3 Henrietta Street, 
1945. 

Alekseev, Aleksandr Dmitrievich. Russkaya Fortepiannaya Muzyka, Konec XIX-Nachalo XX 
Veka (Russian Piano Music, the End of the XIX-the Beginning of the XX Century). 
Moskva: Nauka, 1969. 

Briggs, John. The Collector’s Tchaikovsky and the Five. Philadelphia/New York: J. B. Lippincott 
Company, 1959. 

Brown, David. Tchaikovsky: The Early Years 1840-1874. Volume I. New York/London:  W. W. 
Norton & Company, 1981. 

___________. Tchaikovsky: The Crisis Years. 1874-1878. Volume II. New York/London: W. W. 
Norton & Company, 1983. 

___________. Tchaikovsky: The Years of Wandering. 1878-1885. Volume III. New 
York/London: W. W. Norton & Company, 1986. 

___________. Tchaikovsky: The Final Years 1885-1893. Volume IV. New York/London: W. W. 
Norton & Company, 1991. 

Cooper, Martin. The Symphonies. In Music of Tchaikovsky, ed. Gerald, Abraham. New York: W. 
W. Norton & Company, 1945. 

Drinker Bowen, Catherine and von Meck, Barbara. “Beloved Friend”. The Story of Tchaikovsky 
and Nadejda von Meck. Garden City/New York: Garden City Publishing Co., Inc., 1941. 

Epshtein, V. K. N. Igumnov-Interpretator Chaikovskogo (K. N. Igumnov-Interpreter of 
Tchaikovskogo). In Voprosy Muzykal’no-Ispolnitel’skogo Iskusstva. Moskva: Muzyka, 
1967, v. 4, 126-179. 

Fillmore, John Comfort. Pianoforte Music: Its History, with Biographical Sketches and Critical 
Estimates of its Greatest Masters. Philadelphia: Theodore Press, 1708  Chestnut Street, 
1892. 

Evans, Edwin. Tchaikovsky. London: J. M. Dent and Sons Ltd. New York: E. P. Dutton and Co. 
Inc., 1935. 

Friskin, James and Freundlich, Irwin. Music for Piano: A Handbook of Concert and Teaching 
Material from 1580 to 1952. New York: Holt, Rinehart and Winston, INC, 1954. 

Frolova, S. Fortepiannye Sonaty P. I. Chaikovskogo (Piano Sonatas of P. I. Tchaikovsky). 
Moskva: Muzgiz, 1955.  

73 



Garden, Edward. Master Musicians: Tchaikovsky. Oxford: University Press, 2000 

Gee, John and Selby, Elliot. The Triumph of Tchaikovsky. A Biography. New York: The 
Vanguard Press, Inc., 1960. 

Gillespie, John. Five Centuries of Keyboard Music. A Historical Survey of Music for 
Harpsichord and Piano. Belmont/California: Wadsworth Publishing Company, Inc., 
1965. 

Hanson, Lawrence and Elisabeth. Tchaikovsky. The Man Behind the Music. New York: Dood, 
Mead & Company, 1966. 

Holden, Anthony. Tchaikovsky. A Biography. New York: Random House, 1995. 

Igumnov, K. N. Moi Ispolnitel’skie I Pedagogicheskie Principy (My Performing and Pedagogical 
Principles), In Sovetskaya Muzyka, 1948, No. 4. Moskva, 1948.   

Igumnov, K. N. O Tvorcheskom Puti I Ispolnitel’skom Iskusstve Pianista: Iz Besed s 
Psihologami (Creative Way and Performing Art of a Pianist: From the Interview with 
Phsycologists). In Voprosy Fortepiannogo Ispolnitel’stva, ed. M. Smirnova, v. 3, 
Moskva, 1973. 

Kearney, Leslie, ed. Tchaikovsky and His World. Princeton/New Jersey: Princeton  University 
Press, 1998. 

Kentner, Louis. Piano. New York: Schirmer Books. A Division Macmillan Publishing Co., Inc., 
1976. 

Kirby, F. E. A Short History of Keyboard Music. New York: The Free Press. A Division of 
Macmillan Publishing Co., Inc., London: Collier Macmillan Publishers, 1966. 

Kraus, Joseph C. Analysis and Influence: A Comparison of Rhythmic Structures in the 
Instrumental Music of Schumann and Tchaikovsky. In Tchaikovsky and His 
Contemporaries: A Centennial Symposium, ed. Alexandra Mihalovich, 117-128. 
Westport: Greenwood Press, 1999. 

Lockwood, Albert. Notes on the Literature of the Piano. Ann Arbor: University of Michigan 
Press, London: Humphrey Milford, Oxford University Press, 1940. 

Milshtein, Yakov. Ispolnitelskie I Pedagogicheskie Printsipy K. N. Igumnova (Performer’s and 
Pedagogical Principles of K. N. Igumnov). In Mastera Sovetskoi Pianisticheskoi Shkoly. 
Ocherki. Moskva: Muzgiz, 1961, 40-113.  

Newmarch, Rosa. Tchaikovsky. His Life and Works, with Extracts from His Writings, and the 
Diary of His Tour Abroad in 1888. New York: Greenwood Press, Publishers,  1969. 

Neuhaus, Heinrich. The Art of Piano Playing. Trans. By Leibovitch, K. A. London: Kahn & 
Averill, 1993. 

74 



Nikolaev, A. Fortepiannoe Nasledie Chaikovskogo (Piano Work of Tchaikovsky), 
Moskva/Leningrad: Muzgiz, 1949. 

Nikolaev, A. Fortepiannye Proizvedeniya P. I. Chaikovskogo (Piano Works of P. I. 
Tchaikovsky).  Moskva: Muzgiz, 1957. 

Orlova, Alexandra. Tchaikovsky. A Self-Portrait. Translated by R. M. Davison with a  Foreword 
by David Brown. Oxford/New York: Oxford University Press, 1990. 

Poznansky Alexander, ed.  Ralth C. Burr, Jr. & Robert Bird, trans. Tchaikovsky Through Other’s 
Eyes. Bloomington & Indianapolis: Indiana University Press, 1999. 

Rostand, Claude. Liszt. Translated by John Victor. New York: Grossman Publishers, 1972. 

Schostakovich, Dmitri and others. Russian Symphony. Thoughts About Tchaikovsky. New York: 
Philosophical Library, 1947. 

Tchaikovsky, Pyotr Ilich. Musykal’nye Fel’etony i Zametki. (Music Feuilletons and Notes). 
Moskva, 1898. 

Tchaikovsky, Pyotr Ilich. Perepiska s N. F. von Meck (Letters to N. F. von Meck), 3 vol,. eds. 
Zhdanov, V. A. and N. T. Zhegin, N. T. Moskva: Academia, 1939-1936. 

Tolmazina, G. Bolshaya Sonata P. I. Chaikovskogo I Eio Interpretatory (Grand Sonata of P. I. 
Tchaikovsky and Its Interpreters) In O Kompozitorskom I Ispolnitelskom Tvorchestve 
Russkih Muzykantov. Nauchnye Trudy, vol. 3. Moskva: Moscow State Conservatory, 
1993, 151-166. 

Volkoff, Vladimir. Tchaikovsky. A Self-Portrait. Boston: Crescendo Publishing Company. 
London: Robert Hale & Company, 1975. 

Volkov, Solomon. Balanchine’s Tchaikovsky. Interviews with George Balanchine. Translated 
from Russian by Antonina W. Bowis. New York: Simon and Schuster, 1985. 

Walker, Alan, ed. Robert Schumann. The Man & His Music. London: Barrie & Jenkins Ltd., 
1976. 

Warrack, John. Tchaikovsky. New York: Charles Scribner’s Sons, 1973. 

Weinstock, Nerbert. Tchaikovsky. New York: Alfred A Knopf, 1946. 

Weitzmann, C. F. A History of Pianoforte-Playing and Pianoforte-Literature. New York: Da 
Capo Press, 1969. 

Westerby, Herbert. The History of Pianoforte Music. London: Kegan Paul, Trench, Trubner & 
Co., Ltd. J. Curwen & Sons, Ltd., New York: E. P. Dutton & Co., 1924. 

Zajaczkowski, Henry. Tchaikovsky’s Musical Style. Ann Arbor/London: U. M. I. Research Press, 
1987. 

75 



Articles/Dissertations 

George, David Neal. “The Structural Formalism and Romantic Style in Schumann’s Opus 22”. 
M. M dissertation, University of North Texas, 1972. 

Langridge, Roy. “Neglected Piano Music”. The Musical Times, Vol. 85, No. 1214 (Apr., 1944), 
p. 123. 

Nikolov, Dimitar. “Peter Iliych Tchaikovsky’s Grand Sonata in G Major, Op. 37: A Critical 
Reevaluation.” D. M. A. dissertation, University of Nebraska in Lincoln, 2003. 

 

Dictionaries 

Sadie, Stanley, ed. The New Grove Dictionary of Music and Musicians. 2nd edition. London: 
Macmillan, 2001. S. v. “Tchaikovsky” by Roland John Wiley. 

 

CD Reviews 

Dubins, Jerry. “Tchaikovsky. The Seasons. Piano Sonata (Grand) in G.” Tchaikovsky, Vassily  
Primakov, Bridge 9283, 2009.  Fanfare: the Magazine for Serious Record  Collectors, 
Vol. 35 Issue 2, (Nov/Dec. 2011), p186-190. 

Ferraccioli, Leandro. “Dumka. Six morceaux Op. 19. Deux morceaux Op. 10. Grand Sonata in G 
Major Op. 37.” Dmitry Rachmanov, Tchaikovsky. Vista Vera WCD-00097. International 
Piano, Issue 52, (Jul/Aug 2007), p.78-79. 

 

Notes on CD Recordings 

Ledin, Marina A. “Tchaikovsky Piano Music Volume 1.” Tchaikovsky, Piano Music Vol. 1, 
Oxana Yablonskaya, Naxos 8.553063, 1995, compact disc.  

MacDonald, Malcolm. “Tchaikovsky: Grand Sonata in G Major, Op. 37. The Seasons, Op. 
37~bis.” Tchaikovsky, Vassily Primakov, Bridge 9283, 2009, compact disc.  

 

Scores 

Chaikovsky, Pyotr Ilyich. Izbrannye sochineniya dlia fortepiano (Selected works for piano). 
Tom II, ed. Milshtein, Y., and Sorokin, K. Moskva: Muzgiz, 1961.  

76 



Chaikovsky, P. I. Polnoe sobranie sochineniy (Complete collected works), Vol. 52, ed. A. 
Drozdov. Moskva: Muzgiz, 1948.    

Tchaikovsky, P. Bol’shaya sonata (The Grand sonata). Moscow:Muzyka, 1978.  

Tchaikovsky, Peter. Grand sonata in G Major, ed. F. Weitzmann. Leipzig: Edition Peters, 1960. 

Tchaikowsky, P. Sonate Pour Piano Op .37. Moscou: J. Jurgenson, 1878. IMSLP. 
http://conquest.imslp.info/files/imglnks/usimg/9/90/IMSLP105379-PMLP19416-
Ciaikovskij_-_37_-_Sonata_G__ed.Jurgenson_.pdf  (accessed March 2012). 

 

Discography 

Great Pianists of the 20th Century, Grigory Ginsburg, Philips 456 802-2, 1999, compact disc. 

Konstantin Igumnov, Fortepiano. Melodiya M10-42485, 1980, 33⅓ rpm, mono. 

Sviatoslav Richter. Beethoven, Tchaikovsky, Frank. ARPCD 0337, 2005, compact disc. 

Tchaikovsky, Piano Music Vol. 1, Oxana Yablonskaya, Naxos 8.553063, 1995, compact disc. 

Tchaikovsky, Vassily Primakov, Bridge 9283, 2009, compact disc.  

Mikhail Pletniov. Bol'shaia sonata; Detskii al´bom. P. Tchaikovsky. USSR, Gramzapis, GCD 
00005, 1995, compact disc. 

 

77 

http://conquest.imslp.info/files/imglnks/usimg/9/90/IMSLP105379-PMLP19416-Ciaikovskij_-_37_-_Sonata_G__ed.Jurgenson_.pdf
http://conquest.imslp.info/files/imglnks/usimg/9/90/IMSLP105379-PMLP19416-Ciaikovskij_-_37_-_Sonata_G__ed.Jurgenson_.pdf

	ACKNOWLEDGMENTS
	LIST OF MUSICAL EXAMPLES
	CHAPTER I  INTRODUCTION
	CHAPTER II  OVERVIEW OF THE CONCEPT AND HISTORY OF THE GRAND SONATA
	2.1 The Overview of the Stylistic Context
	2.1.1 Tchaikovsky as a Pianist and His Views on the Art of Piano Performance
	2.1.2 A Brief Overview of Tchaikovsky’s Solo Piano Works
	2.1.3 Vocal and Symphonic Aspects of the Grand Sonata
	2.1.4 Influence of Schumann’s Compositions on the Grand Sonata

	2.2 The Concept of the Grand Sonata
	2.3 The History of the Grand Sonata
	2.4 Special Additional Musical References in the Grand Sonata
	2.4.1. Bell-Like Sonorities
	2.4.2. Use of Motive from the Dies irae Chant


	CHAPTER III  PERFORMER’S GUIDE FOR MOVEMENT I, MODERATO E RISOLUTO
	3.1. Overview of the First Movement’s Structure
	3.2. Special Problems Raised in the First Movement for a Performer and Some Proposals to Resolve These Problems
	3.2.1. Voice Balancing
	3.2.2. Articulation: Managing the Orchestral Writing/Imitation Orchestral Timbres
	3.2.3. Agogics Technique (Rubato)
	3.2.4. Phrasing, Agogics, and Articulation
	3.2.5. Dynamics
	3.2.6. Pedal
	3.2.7. Hand Redistribution
	3.2.8. Interpretative Choices: Dies Irae Motive


	CHAPTER IV PERFORMER’S GUIDE FOR MOVEMENT II, ANDANTE NON TROPPO QUASI MODERATO
	4.1. Overview of the Second Movement’s Structure
	4.2. Special Problems Raised in the Second Movement for a Performer and Some Proposals to Resolve These Problems
	4.2.1. Touch and Pedaling
	4.2.2. Phrasing, Dynamics, and Voice Balancing
	4.2.3. Phrasing and Fingering
	4.2.4. Voice Balancing
	4.2.5. Agogics Technique (Rubato)
	4.2.6. Hand Redistribution


	CHAPTER V CONCLUSION
	APPENDIX  COMBINED APPLICATION OF MUSICAL TECHNIQUES
	Part A1. Movement I, Moderato e risoluto
	Part A2. Movement II, Andante non troppo quasi moderato

	BIBLIOGRAPHY

