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The late chromatic music of Chopin is often difficult to
analyze, particularly with a system of Roman numerals.

The

study examines Schoenberg's Grundgestalt concept as a
strategy for explaining Chopin's chromatic musical style.
Two short Chopin works, Nocturne in E b ma-ior. OP. 9. No. 2.
and Etude in E ma-ior. OP. 10. No. 3. serve as models in which
the analytic method is formulated.

Root analysis, in the

manner of eighteenth-century theorist Simon Sechter, is
utilized to facilitate harmonic analysis of chromatic
passages.

Based upon the analytic method developed, the

study analyzes the last three polonaises of Chopin:
Polonaise in F# minor. OP. 44. Polonaise in A b major. OP. 53.
and Polonaise-Fantasie in A b ma-ior. OP. 61.

The

Grundaesta11-based analysis shows harmonic, melodic and
rhythmic connections in order to view Chopin's chromaticism
and formal structure from a new perspective.

With this

approach, the chromaticism is viewed as essential to the
larger form.

TABLE OF CONTENTS
Page
Chapter
I.

TOPIC
The statement of the topic
Definition of Terms
Theoretical Sources
Justification of the Study
Definition of Analytic Method

II.

NOCTURNE IN Eb MAJOR, OP. 9, NO. 2, AND
ETUDE IN E MAJOR, OP. 10 NO. 3

21

One Chromatic Pitch Generates the
Chromaticism for the Entire Composition
A Melodic Shape Generates the Composition
III.

POLONAISE IN F# MAJOR, OP. 44

34

The Grundaestalt and Introduction
Summary of the Overall Formal Structure
Section 'A'
Subsection 'B'
Repetition of Section 'A' and Subsection 'B'
Section 'C'
Section 'D'
Coda and Macrosections
Summary
IV.

POLONAISE IN Ab MAJOR, OP. 53
The Grundaestalt and Introduction
Summary of the Overall Formal Structure
Section 'A'
Section 'B'
Section 'C'
Section 'D'
Coda and Macrosections
Summary

in

80

V.

POLONAISE-FANTASIE, OP. 61

129

The Grundcrestalt and Introduction
Summary of the Overall Formal Structure
Section 'I'
Subsection 'A'
Subsection 'B'
Subsection 'A1,
Modulation Extension
Section 'II'
Introduction and Subsection 'C'
Subsection 'D'
Section 'III'
Thematic Return: Introduction and Theme 'd1'
Harmonic Return: Themes 'a1, and 'c1,
- Coda and Macrosections
Summary
VI.

CONCLUSION

183

BIBLIOGRAPHY

193

IV

CHAPTER 1
THE TOPIC
The Statement of the Tonic
The purpose of this study is to examine Schoenberg's
Grundcrestalt concept as a strategy for explaining Chopin's
chromatic musical style.

Two short Chopin works, Nocturne in

Eb maior. OP. 9. No. 2. and Etude in E major. OP. 10. No. 3.
serve as models in which my approach is formulated. Using
these two works, I investigate the manner in which the
opening material forecasts the tonal events of the whole
composition. These two compositions illustrate two different
applications of the Grundcrestalt concept:

1) formal

realizations of a single chromatic pitch; and 2) formal
realizations of an implied melodic pattern.
Based upon the method developed for these two works, I
proceed to analyze the last three polonaises of Chopin,
Polonaise in F# minor. On. 44. Polonaise in A*> major. On. 5V
and Polonaise-Fantasie in A^ major. On. 61 .
i
The Rationale for the TnpirThere are four principal reasons for my selection of
Chopin's last three polonaises for this limited research

project applying the Grundaestalt concept:

1) These three

polonaises all have introductions with agogically stressed
chromatic pitches; if the chromatic pitches of the
introduction are part of the Grundaestalt. then they might
forecast tonal events of the whole composition.

2) These are

the three longest polonaises in which the ternary structure,
typical of polonaises, is substantially expanded with
interior subsections and contrasting themes; a thorough
Grundaestalt analysis might yield new perspectives on
unification between contrasting themes.

3) These are the

three latest polonaises (post 1840) and thus represent
Chopin's mature harmonic style with abundant chromaticism; if
these three polonaises are difficult to analyze from a
harmonic perspective, a new analytic approach might offer a
fresh interpretation of the chromaticism.

4) Since these

three works are from the same genre (polonaises),
observations on formal structures are within a similar
context (ternary structure, albeit with expansions as
suggested above); if research within this limited context
suggests common patterns of forecasted tonal events, then
application of this analytic method to other genres and
formal structures might be a suggestion for future research.
Grouping the last three polonaises together in
analytical studies is not new:

Gerald Abraham (1939)

includes Op. 44, Op. 53 and Op. 61 in Chopin's "last and

greatest period"; Jeffrey Kallberg, in his article "Chopin's
Last Style" (1985), analyzes Op. 61 as an example of Chopin's
last style and includes both Op. 44 and Op. 53 in the section
"Toward the Last Style" stating that "the F-sharp minor
Polonaise marks the beginning of an experimental phase in
Chopin's composition of polonaises" (271).
Although there are numerous analyses of Chopin1s works,
many (Henry Hadow, James Huneker, Gerald Abraham, Arthur
Hedley, Herbert Weinstock, Charles Kent, Betty Jean Thomas,
Eugene Sterling) do not deal specifically with the generation
of harmony and form from opening material.

Those works that

do discuss generation of form from opening material (Rudolph
Reti, Paul Hamburger, Alan Walker, Graham H. Phipps, Jim
Samson, Harald Krebs) do not address the generative potential
of opening chromatic pitches.

Thus, there is room for a new

perspective that offers added insights into the generative
nature of Chopin's opening measures, particularly in regard
to Chopin's use of chromaticism.
Definition of Terms
I use the following terms throughout this study in the
sense that I define them here.
Initial gesture, aerm or kernel.

An initial gesture,

germ or kernel is any identifiable harmonic or melodic unit
that occurs in the opening measures of a piece.

I prefer

these terms in place of the more usual term "motive" because

motive is often understood to consist of a recognizable
pattern of more than one note.

This study discusses

gestures/germs that may be as small as a single note.
Interversion.

"Interversion", a term coined by Rudolph

Reti, "consists of interchanging the notes of a thematic
shape in order to produce a new one" (Reti, 72) . The "new"
shape created by an interversion is distinctly different from
the transformations recognized as inversions, retrogressions
or retrograde inversions.
Theoretical Sources
This study draws primarily upon the Grundcrestalt concept
of Schoenberg.

I apply the Grundcrestalt concept in both

harmonic and thematic analysis.

Schoenberg's approach to

harmonic analysis is presented in his Harmonielehre (1911,
trans,, 1948, 1978) and his approach to thematic analysis is
presented in selected writings (Stvle and Idea. 1975) as well
as in his Fundamentals of Musical Composition (1967). Within
the context of a Grundcrestalt approach, I draw upon three
other sources for ny analytic method:

1) root analysis

without regard for chord quality as used by Simon Sechter in
The Correct Order of Fundamentals (1853, trans. 1880); 2)
melodic motion analysis as used by Rudolph Reti in The
Thematic Process in Music (1951); and, to a lesser extent, 3)
the chord-quality type analysis as used by Gottfried Weber in
Versuch einer creordneten Theorie der Tonsetzkunst (1817-1821)

where each scale degree has its ground-chord—this study uses
Roman numeral analysis when necessary to show relationships
to a given tonic center.
The use of the above theoretical sources in my analytic
approach is explained in a later section of this chapter,
"Definition of Analytic Method".
Justification of the Study

In the history of research on Chopin's music, at least
three methodologies have been used.

The first point of view

analyzes Chopin's harmony and form exclusively with Roman
numerals; according to this method, specific chord qualities
are associated with each scale degree; chromaticism that does
not conform to these specific definitions is seen as
ornamental or non-functional.

The chromaticism in the

twelfth bar of Chopin's Eb Nocturne, for example, has been
described by Henry Hadow (1902) as "..an iridescent play of
colour, an effect of superficies, not an effect of substance"
(163). Gerald Abraham (1939) refers to the same passage as a
"harmonic parenthesis" (vii-viii).

The chromatic chords in

this measure are perceived by these two theorists as
ornamental or parenthetical, with little or no substantive
harmonic value.
In this first point of view, the identification and
explication of Chopin's formal structures are measured by the
chord qualities specified by the Roman numeral vocabulary.

Form analysis in this perspective is limited to labelling of
sections and keys. Chopin's preference for simple forms
(i.e. departure and return structures) is interpreted as an
inability of Chopin to work with larger forms (such as
sonata-allegro form). Abraham (1939) states that "his sense
of form is primitive, being limited exclusively to the
possibilities of more or less ternary form" (44) . This
approach encounters difficulties in its assessment of
exceptions to its norm.

Thus, when Abraham analyzes the

complex Op. 61 in this fashion, he states that the form is "a
freakish exception" to Chopin's norm and that his sectional
analysis "is not very illuminating" (110-111).
A second point of view uses Schenkerian analysis to
explain Chopin's chromaticism and formal structure.

From the

Schenkerian perspective chromatic passages are seen as
elaborations of a basic two-voice structure that presents the
source triad in a horizontal form; harmony serves conjunct
voice leading, and the harmonies within the prolongations are
secondary in importance; that is, they do not affect the
formal structure. One such analysis by Richard Parks (1976),
referring to the passage in the E b Nocturne mentioned above,
states that the "true role of these sonorities is melodic and
space-filling...and the chords which result are coincidental"
(199) . Cheryl Noden-Skinner (1984) also uses Schenkerian
analysis. Noden-Skinner analyzes selected works of Chopin
that start with tonal ambiguity. Noden-Skinner states that
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Chopin achieves tonal instability "through linear movement
which forms non-functional harmonies, " and in her analysis of
Chopin's Prelude in A minor. OP. 28 NO. 2. she states that
"chord labels would prove meaningless in describing this
work" (31-32).

Noden-Skinner uses the term "non-functional"

because she is analyzing from a linear perspective.
Schenker's theories have also been applied to formal
structure.

William YaDeau (1980) uses Schenkerian analysis

to investigate tonal and formal structures in selected larger
works of Chopin.

YaDeau includes an analysis of Chopin's

Polonaise-Fantasie, Op. 61.

Although YaDeau's delineation of

sections is almost identical to Abraham's (with a few minor
changes), YaDeau's analysis is much more extensive than
Abraham's.

YaDeau sees the Polonaise-Fantasie as "unfolding

a single tonality throughout" (125).

The contrasting B major

section in this A b major piece is explained as a prolongation
of the lowered mediant degree of A b major which supports D#
A

in the melody as the initial step 5 of the Urlinie.

The

individual chords and tonal regions in Chopin's music are
explained in linear terms with the Schenkerian approach.

All

melodic and harmonic material is generated from the
composing-out of the background Ursatz.
A third point of view suggests that melodic and/or
harmonic materials stated at the beginning of works are the
seeds from which the entire compositions grow.

In contrast

to Schenkerian thought, this third point of view advocates
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that the surface gestures generate melodic and harmonic
material.

For example, Rudolph Reti, in The Thematic Process

of Music (1951), demonstrates that the opening melodic
material generates successive melodic material. Formal
structures can be unified through "thematic transformation".
Reti's detailed thematic analysis of Chopin's Sonata in B b
minor relates many of the sonata's themes to the introduction
of the first movement. Reti's analysis, however, is
concerned only with dissection of thematic outlines. Also
within this third point of view is Graham H. Phipps (1983) .
Phipps uses Schoenberg's Grundcrestalt concept to demonstrate
that surface gestures in Chopin's Etude. OP. 10. No. 12.
generate melodic and harmonic material for the entire work.
Phipps challenges Schenker's analysis of the same Etude and
argues that the Schoenbergian approach provides a more
complete and accurate analysis.
I believe this third point of view, especially when
extended to include implications of opening chromatic
pitches, provides an analysis that substantiates Chopin's
chromaticism as essential to his larger formal schemes. An
analysis that looks for harmonic "transformation" as well as
thematic transformation offers a means to incorporate
assessment of Chopin's formal innovations.

If chromatic

pitches in the opening measures generate significant
harmonies or tonal centers throughout a composition, then the
chromaticism was conceived with a formal plan in mind.

An

analysis of Chopin's works that relates form and harmony to
initial gestures potentially suggests that Chopin's
chromaticism and formal divisions are outgrowths of the
earliest measures.

Thus, X attempt to show .that Chopin's

chromaticism is an essential ingredient of his formal
language and that it is not merely used for its "colour".

I

attempt to show that the form and organization in Chopin's
music is not a result of inabilities or capriciousness, but
rather a result of clever manipulation. No published
analysis of the last three polonaises of Chopin makes use of
theflmndcrestaltapproach in regards to thematic and harmonic
material. No published analysis of Chopin's works clearly
explains his chromaticism from a harmonic perspective.

By

emphasizing the generative nature of Chopin's late chromatic
style, the analytic approach of this study attempts to
demonstrate a sense of importance for Chopin's chromaticism
and formal schemes that cannot be found in current
literature.
Definition of Analytic Method
As stated above, this study draws primarily upon the
flrnndaestalt concept of Arnold Schoenberg. James May defines
Grundaestalt as "the original idea of a work, the melodic,
harmonic, rhythmic and other elements of which act as
referential shapes from which the whole work (or part
thereof) evolves" (761-762) . With the Grundcrestalt concept,
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musical materials at the surface are progressively realized
throughout a composition. The application of the
Grundcrestalt concept in analysis suggests the following:
once a "referential shape" or germ of a composition is
discovered, the entire composition can be analyzed in
reference to the germ to discover the various realizations of
the germ.

Because the concept of "referential shape" is

broader than the concept of "motive", it needs elaboration
before this study can embark on any analysis.
A motive is certainly similar to the concept of melodic
and rhythmic "referential shapes". The New Harvard
Dictionary of Music (1986) defines a motive as follows:
A short rhythmic and or melodic idea that is
sufficiently well defined to retain its identity when
elaborated or transformed and combined with other
material and that thus lends itself to serving as the
basic element from which a complex texture or even a
whole composition is created.... A motive may consist of
as few as two pitches, or it may be long enough to be
seen to consist of smaller elements, themselves termed
motives or perhaps cells. (513)
This definition addresses the generative nature of melodicrhythmic ideas, but does not explain the extent to which the
motive can be "elaborated or transformed and combined with
other material."

Motives can recur in altered forms, such as

inversion, retrogression or with melodic ornamentation.
These forms of a motive are generally easy to recognize in
analysis if the pitches of the figure are relatively
successive pitches.

However, a thematic kernel may be

developed so that the basic shape, or altered form of the

11

basic shape (such as in inversion), is present in more
distant structural points. Melodic-rhythmic analysis by
Rudolph Reti, in The Thematic Process of Music (1951),
recognizes opening kernels that appear later in distant
structural points. For example, Reti's analysis of Chopin's
Sonata in Bb minor (Reti 298-310) takes the melodic outline
of the slow introduction of the first movement (Ex. 1.1a) and
discovers this theme or transformations of it throughout all
four movements.

Reti demonstrates thematic transformations

by observing the contour of prominent melodic notes in a
passage where literal repetition of a theme is absent.

This

concept can be seen by comparing the first four measures of
the agitato of the first movement (Ex. 1.1b) with Reti's
contour (Ex. 1.1c). This contour compares with Reti's motif
lb (Ex. 1.1a).

\>± l-
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Reti's goal, as he states it, is "to give a description,
or at least a first outline, of the thematic process in
musical composition" (5-6). Through thematic analysis, Reti
demonstrates structural unity within movements as well as
between movements in a multi-movement piece.

Reti sees

thematic structure as a "form-building" element which is
essential to composition (3, 347).

However, Reti's concept

of thematic transformation is similar the the New Harvard
Dictionary's concept of motive because both concepts are
limited to rhythmic and melodic elements.
Schoenberg's definition of "motive" in Fundamentals of
Musical Composition (1967) is broader and includes harmony:
"The features of a motive are intervals and rhythms, combined
to produce a memorable shape or contour which usually implies
an inherent harmony" (8) . In homophonic music, a motive is
successively altered into a variety of "motive-forms" in a
style Schoenberg calls "developing variation" (8). Later
Schoenberg elaborates upon the relationship of melodic
content (shape), rhythm and harmony, in connection of motiveforms :
Common content, rhythmic similarities and coherent
harmony contribute to logic. Common content is provided
by using motive-forms derived from the same basic
motive. Rhythmic similarities act as unifying elements.
Coherent harmony reinforces relationship. (16)
Although Schoenberg's writings do not use the term
Grundaestalt in reference to tonal music, his teaching uses
the term in reference to all styles of music. Josef Rufer, a
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student of Schoenberg, states that Schoenberg used the term
in reference to all styles of music:
In his composition teaching, Schoenberg formed the
concepts of the Grundaestalt (basic shape) as early as
1919 and used it with the exact meaning which it has in
my book--as being the musical shape or phrase which is
the basis of a work and is its "first creative thought"
(to use Schoenberg's words). Everything else is derived
from this--in music af all kinds, not only twelve-note
music... (Rufer vi)
Rufer goes on to say that the Grundaestalt is derived from
all musical elements, including rhythm, phrasing and harmony
(vi-vii).
If harmony is part of the Grundaestalt, then analysis
must demonstrate a memorable harmonic shape.

In repetitive

forms (i.e. theme and variations, chaconnes or even the
blues) the repeated progression is obviously part of the
Grundaestalt. However, if a composition in not based upon a
repeated harmonic progression, then what constitutes the
harmonic Grundaestalt?

If only two pitches are necessary to

constitute a melodic motive, then a progression of two
chords, if distinctive enough, might produce a "basic shape",
and chromaticism could be the distinctive characteristic that
makes the harmonic shape memorable.
To facilitate the application of the Grundaestalt
concept to chromatic harmony, my analytic method employs root
analysis as used by Simon Sechter in The Correct Order of
Fundament a1s (1853, trans. 1880).

The harmonic principles in

Sechter's theory are echoed in Schoenberg's Harmonielehre.
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It is necessary at this point to outline these principles and
their use in my analytic method.
The theory of Simon Sechter indicates harmonies by their
fundamentals (roots) or implied fundamentals rather than
Roman numerals. Roots or implied roots are indicated by
letters.

The aforementioned twelfth measure of Chopin's

Nocturne in Eb manor would be indicated with Sechterian
roots as follows:
Ex. 1.2

fM«t>AH£M-rAt.s e>b

C V Bb (£k)

This method of analyzing does not indicate individual
qualities of chords (as is the case in a Weberian Roman
numeral analysis) but only roots; therefore, the analytical
method allows observation of the intervals of the root
progression without the awkwardness of trying to fit every
chord into a diatonic key as is necessary with the Roman
numeral system.

In this way, the method also places more

importance upon tonal relationships per se than upon
relationships to a given tonic center. -The method of
analysis also allows consideration of chords as functional
harmonies (i.e. in the context of a meaningful root
progression) and not merely as ornamental sonorities (i.e. in
the context of linear analysis). Using the method, I
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demonstrate that the root progression of the above passage is
structurally significant and that a new analytical
perspective is possible when applying the Grundaestalt
concept to a single chromatic pitch.
Sechter's understanding of chromatic harmony is
essential to this analytic method.

Fully diminished-seventh

chords are common in chromatic passages and their
fundamentals require special mention.

Sechter considers

leading tone diminished-seventh chords to be incomplete
dominant-ninth chords, a concept which comes from Rameau.
Rameau considers the fully diminished-seventh chord an
altered form of the dominant-seventh chord in which the
diminished-seventh chord has a "borrowed" root.

For Rameau

the sonority B-D-F-Ab is really G-B-D-F with the G altered to
G# (= Ab) (Rameau 48-50) . For Sechter the root is tacit or
implied (Sechter 83-84).

Sechter also acknowledges the

enharmonic quality of these sonorities.

For example, the

implied root (root representative) of B-D-F-Ab is G.
However, if this sonority would progress to an Eb chord,the
implied root would be Bb.

Thus, B-D-F-Ab was functioning as

D-F-Ab-Cb (Sechter 198-199).

Schoenberg echoes these concepts

in his Theory of Harmony (193-195).
the implied roots of these chords.
Ex. 1.3

&
§~cr

BSC
=8=

Example 1.3 demonstrates
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Another common chromatic chord is the augmented-sixth
chord. ' Sechter regards augmented-sixth chords as having a
root a major third below the upper note of the augmentedsixth interval, whether or not this root is present (thus,
serving a secondary dominant function) (Ex. 1.4; see Sechter,
180).

The implied root of a "typical" augmented-sixth chord

(such as in the A minor context of Ex. 1.4) is therefore the
supertonic scale degree.

Again, Schoenberg accepts Sechter's

derivation for the augmented-sixth chord (Theory of Harmony
246-249).
Ex. 1.4

i l "*J8 it

25.

~<S-

Funo. A

f

B

E - -- - A

Sechter also discusses the possibilities of enharmonic
interpretation of the "German" augmented-sixth sonority (in
other words, the "German" augmented-sixth chord as the
enharmonic equivalent of a dominant-seventh chord) in the
equal temperament system (198-203).

Schoenberg, as well,

discusses the enharmonic capabilities of the "German"
augmented-sixth chord in his Theory of Harmony (254-255).
It is important to note that these chromatic chords
(fully diminished-seventh chord and augmented-sixth chord)
are viewed by Sechter (and Schoenberg) as having diatonic
roots.
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The combined use of Sechter's theories and Schoenberg1s
Grundaestalt concept for analysis of the music of Chopin may
be justified historically:

Sechter (1788-1867) was a leading

teacher of harmony and counterpoint in Vienna during the life
of Chopin; thus his views on harmony and chromaticism were
developed with an understanding of early nineteenth-century
music; despite Schoenberg's interest in dodecaphonic
composition, Schoenberg's harmonic principles in his
Harmonielehre are quite traditional and are patterned after
those in Sechter's The Correct Order of Fundamental
Harmonies: and Schoenberg's teaching, as stated above,
suggest that Schoenberg applied the Grundaestalt concept of
unification to tonal music.
The goal of a Grundaestalt analysis is to provide
insight into a composition's unity and comprehensibility, or,
in other words, into a composition's form. Rufer states the
role of unity as follows:

"It is only on the basis of unity

that that ordering of the musical content, which we call
form, can arise" (166-167). Although thematic unity is
explicitly stated as the focus of Reti's study, there are
numerous references to the concept of the comprehensibility
and unification of musical ideas within compositions in the
collected essays of Schoenberg in Stvle and Idea (1975).
Schoenberg states that "artistic value demands
comprehensibility, not only for intellectual, but also for
emotional satisfaction" (214). According to Schoenberg, a
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composer uses many elements of music together to attain
comprehensibility:
Form in Music serves to bring about comprehensibility
through memorability. Evenness, regularity, symmetry,
subdivision, repetition, unity, relationship in rhythm
and harmony and even logic—none of these elements
produces or even contributes to beauty. But all of
them contribute to an organization which makes the
presentation of the musical idea intelligible. (399)
For Schoenberg comprehensibility is attained by unifying
musical ideas through manipulation of a basic shape.
"'Whatever happens in a piece of music is nothing but the
endless reshaping of a basic shape.'...all the shapes
appearing in a piece of music are foreseen in the 'theme'"
(290). Schoenberg believes this unification of ideas existed
in tonal music before Wagner's Leitmotivs:
Prior to Richard Wagner, operas consisted
almost exclusively of independent pieces,
whose mutual relation did not seem to be a
musical one. Personally, I refuse to believe
that in the great masterworks pieces are
connected only by the superficial coherence of
the dramatic proceedings. Even if these
pieces were merely 'fillers' taken from
earlier works of the same composer, something
must have satisfied the master's sense of form
and logic. We may not be able to discover it,
but certainly it exists. In music there is no
form without logic, there is no logic without
unity. (244)
Schoenberg reiterates the concept of unification of
musical ideas in "Brahms the Progressive" (also from Stvle
and Idea) when he states that the "most important capacity of
a composer is to cast a glance into the most remote future of
his themes or motives" (422).

Schoenberg displays this
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"capacity" with a brief analysis of Beethoven's String
Quartet. OP. 95.

Schoenberg extracts a three note germ (my

term) from the first measure of the quartet and shows how the
germ reappears retrograded, inverted, and transposed; he
notes that this idea appears in following movements as well.
Schoenberg does not call this three note germ the "basic
idea" of this quartet, but he does suggest that the germ
serves a "connective" function (423), and, as stated above,
he does use the term Grundcrestalt in reference to tonal music
in his teaching.
Before proceeding to the formal analyses in the next
chapter, there are two important considerations to be
discussed.

First, although it may be convenient to discuss

thematic and harmonic elements separately, they are not
always easily separated.

There may be harmonic and thematic

structural kernels that first appear together, but eventually
are developed separately.

Or an essentially melodic opening

germ might eventually be realized harmonically.

Rhythmic

elements as well can be integrated with thematic or harmonic
kernels and/or be developed separately.

The purpose of this

study is to develop and apply an analytic method that exposes
new perspectives on several compositions of Chopin, not to
formulate a new analytic method that is clean with easy-toseparate components.
Secondly, analysis demonstrating unification of ideas
that is used too zealously can be trite.

For instance, if I

20

claim that an essential harmonic germ of a particular
composition is the progression V-I, this germ could be seen
as the connecting link between all common practice
compositions (which of course it is, but that concept is so
basic and widely accepted that it offers no new insight).
Determination of structural germs, therefore, should be
accompanied by a justification.

Even V-I could be more than

common observation if the circumstances warrant it (for
instance, as the primary recurring harmonic and melodic
pattern at various structural layers).

Since there is a

certain degree of subjectivity in deciding what are the basic
ideas of compositions, as well as what are the realizations
of the basic ideas, I strive to provide sufficient
justification for my analysis (for instance, why I have
chosen certain melodic tones as the structural points).
Using the approach described above, I develop analytic
models from two different types of musical examples taken
from Chopin's oeuvre.

CHAPTER 2
NOCTURNE IN Eb MAJOR, OP. 9,._NO. 2, AND
ETUDE IN E MAJOR, OP. 10, NO. 3
One Chromatic Pitch Generates the Chromaticism
for the Entire Composition
In the first measure of Chopin's Nocturne in Eb ma-ior.
Qp. 9. No. 2. the first chromatic tone, Cb, is introduced as
the seventh of the leading-tone harmony (Ex. 2.1).

This

Nocturne consists of essentially three different phrases
(labelled 'a1, 'b' and 'c'; see Figure 2.1) which are
repeated with slight variations.

The flatted sixth scale

degree becomes increasingly important throughout the
different phrases of this Nocturne.
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Fig. 2.1
Phrase:

a

Measure:

1- - 5 — 9 — 1 3 -

a

b

a

c

c

-17—21—25---19

The opening 'a' phrase contains the C b as the seventh of
the leading-tone harmony, as mentioned above.

The later 'a'

phrases (mm. 5-8, 13-16 and 21-24) contain melodic
21

22

ornamentation, but the harmonic progression is essentially
the same. However, there is a change worth noting in
Chopin's use of C b in the 'a' phrase beginning in measure 13.
At measure 13 the accompaniment during the second dotted
quarter beat loses the C b (Ex. 2.2; compare with mm. 1 and
5) . However, the C b is now moved to the melody as an accented
neighbor tone.

To

EX. 2.2

— 44=^m=m=
w
Although the harmony is a different dominant type (dominant
seventh instead of leading-tone seventh), both harmonies
would have a Bb fundamental in Sechterian analysis and the C b
is kept in a similar capacity (as a ninth in the dominant or
implied dominant harmony).
The C b is emphasized more in the 'b' phrases.

In

measure 10 the C b returns as the third of the subdominant
harmony (creating a minor subdominant) . Two measures later
this pitch, enharmonically spelled as B, becomes the root of
the chord which begins, the chromatic passage cited above (Ex.
1.2).

The Sechterian-analysis of fundamentals shows that in

this progression (Bb-B-E-C-F-Bb-Eb) , the chromaticism begins
with a deceptive resolution to hvi (spelled enharmonically)
and contains harmonic sequencing. Whereas Parks (1976) notes
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in his Schenkerian analysis of this passage that "some roots
are fifth related" (199), he does not indicate that the
significance from a harmonic perspective is Chopin's use of
kVI within the structure.

This passage marks the end of the

'b' phrase (see Fig. 2.1 graph).

The B/Cb is significant to

the form since it generates much of the harmonic color which
contrasts phrase 'b' from 'a' through its transformation from
a seventh (or implied ninth) in measure 1, to a third in
measure 10, and finally to a root in measure 12.
C b becomes even more prevalent in the 'c' section.

The

minor subdominant (with C b ) receives more structural
prominence in the 'c' phrases because it starts on beat one
of the beginning of each 'c' phrase (recall that the iv
harmony appeared only on the second dotted-quarter beat of
the second measure of each 'b' phrase).

This harmony also

receives more emphasis in the 'c' phrases than it did in the
'b' phrases through repetition and agogic stress:

in the 'c'

phrases the minor subdominant harmony occurs twice in each
phrase (as compared with once in the 'b' phrase) and is
durationally longer ( J.

J.

instead of

; see Ex. 2.3).

Even the melodic figuration over this harmony becomes longer
with each appearance (as well as the dynamics increasing in
the last two appearances).
Ex. 2.3
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The C b is also expanded melodically in the 'c' section.
In measure 28 C b is an accented passing tone on beat one.
This accented passing tone expands with octave doubling at a
similar location at measure 31 and finally is agogically
stressed as well in measure 32 (Ex. 2.4) . Although the C b in
the melody of the 'c' phrases appears in the same
relationship to the harmony as it did in the 'a' phrases (as
a ninth to the dominant harmony), the emphasis is much
greater in the ' c' section due to the strong metric placement
(on beat one) . Even after the melodic resolution to B b in
measure 32, the C b remains in the cadenza trill figuration
which follows.
Ex. 2.4

l&XTM
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tens a tempo

The obvious increase in agogic and metric emphasis, both
harmonically and melodically, of the C b in the final section
is the culminating expansion of the C b which first appeared
in the first measure and was present in all phrases.

The

chromaticism essential to the formal divisions of this
Nocturne is generated by the C b germ.
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A Melodic Shape Generates the Composition
Chopin's Etude in E maior. OP. 10. No. 3. contains a
melodic shape which serves as the basic germ of the
composition. The basic melodic shape is in the opening three
measures of this etude: it begins as a scalar ascent,
ornamented by neighbor tones, and ends with a leap to C#.
Removing the opening anacrusis and neighbor tones, the
melodic outline is very simple (Ex. 2.5).
germs are marked as follows:

The significant

'n' for the oscillating figure

with the neighbor tones; 'x' for the melodic shape (F#-G#-C#)
that receives the most emphasis (the F# and G# clearly
receive agogic stress and the C#, although a non-harmonic
tone, receives rhythmic, contour and dynamic stress—in other
words, it is on the beat, is the melodic high point, and is
the loudest note as shown in the rhythmic reduction in Ex
2.5); and *y' for the extended melodic shape which includes
the resolution of the non-harmonic C# to B.
Ex. 2.5
w
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Most of the 'A' section (mm. 1-21) is based upon the
opening melodic shape.

As the melody continues in measure 4

there is a melodic figure (marked 'z' in Ex. 2.6a) that is an
inversion of 'y'.

The second phrase (mm. 6-8) begins with a

contraction of the 'x' germ (with a leap of a third instead
of a fourth) ornamented with double neighbor tones (or
"changing tones") and ends with the 'n' germ (Ex. 2.6b).

The

'z' figure is used several times in succession at the end of
this section with the final interval expanded (an ascending
third instead of second; Ex. 2.6c).
Ex. 2.6b
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The form of this etude is ternary with the 'B' section
beginning at beat 2 of measure 21 and the reprise of 'A'
measure 62.

Most of the 'B' section is generated from the

germs described above.
The 'B' section begins with a figure that combines the
'n' kernel with the 'z' kernel as it appeared in measures 18-
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20 (Ex. 2.7).

An analysis of fundamentals in measures 21-23

reveals the fundamental progression E-F#-B (also Ex.'2.7).
The intervals of this progression (up a second, up a fourth)
are parallel to the 'x' kernel so represent a harmonic
realization of the 'x' kernel.
se<-Tic»j S
pocc f/iu animaio

Ex.2 .7
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This progression is repeated to create the first phrasegroup of the 'B' section (mm. 21-25) . The phrase-group is
then sequenced up the interval of a second at beat two of
measure 25. At this point the fundamental progression
reflects the intervals and pitches of the opening germ (F#G#-C#).

After the second phrase-group the 'x' progression

temporarily breaks down. The first two phrase-groups of the
'B' section tonicize B and C# respectively.
Although the next two phrases (mm. 30-33, 34-37) do not
use the 'x' progression, they utilize the 'n' germ (Ex.
2.8a).

The beginning of these two phrases tonicize A and.B

respectively.

The tonal regions of the first 16 measures-of

the 'B' section, B-C#-A-B, are an expansion of the 'n' germ
as used in the second phrase of the etude (Ex. 2.8b). Much
of the first sixteen measures of the 'B' section, then, can
be seen as a realization of the opening melodic germs.
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Ex. 2.8b

Ex. 2.8a
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Measure 38 begins a very chromatic passage consisting of
fully diminished-seventh chords.

Parks views the passage

from measure 38 to 41 as the arrival on the implied C# in the
bass and as a prolongation of E# in the soprano; the implied
C# was approached by a stepwise ascent in the bass from the
F# that began the 'B' section (Parks 202-211) . Although this
linear analysis offers one explanation for the chromaticism
in this passage, one may also find a clear harmonic
relationship between the passage beginning at measure 38 and
previous passages. An analysis of Sechterian fundamentals
(implied fundamentals are a third down from the spelled root
in diminished-seventh sonorities) reveals that this
"chromatic" passage contains only diatonic fundamentals and,
with the exception of the first chord of measure 38, three
fundamentals are present:

E, F# and B (Ex. 2.9a).

The E#

diminished chord at the beginning of measure 38 could be
represented by two fundamentals:

C#, which shows the fifth

progression from the previous chord; and E (allowing for
enharmonic spelling as Sechter does), which would show the
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connection to the following chord (the harmonies of the first
two chords in this measure are enharmonically equivalent
thereby creating a consistent pattern of fundamentals that
continues into the next two measures).

The progression of

fundamentals is an expansion of the 'x' germ at two levels:
at the first level the continual progression (E-F#-B)
reflects the intervals of the 'x' germ and the pitches
reflect the progression of fundamentals which opened the 'B'
section (mm. 21-25); at the second level this same
progression appears with the fundamentals at the beginnings
of measures 38-40 (Ex 2.9b).

The harmonies at the beginning

of these measures receive metric and agogic stress (Chopin's
phrase marking as well as directional contour also lead to
beat one).
Ex. 2.9a
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A similar expansion of the E-F#-B germ can be observed
between measures 41-42 (Ex. 2.9c). Although there is no
agogic stress of the fundamental E at measure 41, it still
receives the metric stress.

F# receives emphasis on the last
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sixteenth of measure 41 because it is respelled (F#
fundamental is actually present so it is a dominant-seventh
sonority instead of a diminished-seventh sonority).

The

preceding chord is spelled as an E# diminished-seventh to
imply a C# fundamental which, in turn, implies a strong fifth
progression to the F#, though the E# diminished-seventh chord
is the enharmonic equivalent to the G# diminished-seventh
chord (E fundamental).

B, the last fundamental of the

progression, receives obvious metric and agogic stress,
thereby completing the melodic germ progression (E-F#-B).
Although fundamentals E, F# and B are the only fundamentals
used during the next passage of chromatic diminished-seventh
chords (mm. 46-54), the ordering of the fundamentals does not
consistently follow that of the melodic germ (Ex. 2.10) .
Ex. 2.10
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The closing passage of the 'B' section has references to
a truncated 'z' germ as well as the 'n' germ (Ex. 2.11}, but
none are obvious.

Nevertheless, the opening melodic

direction of this etude is a primary source of harmonic
expansion in the 'B' section, both as a repeated progression
of fundamentals and as a larger scale fundamental progression
that is agogically stressed.

The opening melodic shape,

particularly the 'x' germ, saturates the 'B' section; thus,
it becomes a primary source of contrast in the formal
divisions of this piece.
Ex. 2.11

wm^m

The return of the 'A' section restates only the last two
phrases and extends the last phrase.

The extension consists

of repetitions of the 'z' germ (Ex. 2.12).
Ex. 2.12

Chopin's Nocturne in PP maior. On. 9. No. 7.. and Etude

10 EfliaTQF,—Op,•10, No. 3 both contained opening gestures
which, through melodic or harmonic expansion, generated much
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of the harmonic divergence essential to delineation in form.
I applied the Grundaestalt concept to a single chromatic
pitch in the Nocturne and to an extracted melodic outline (in
the fashion of Reti) in the Etude.

The use of Sechterian

fundamentals helped to elucidate the connection between
gestures and chromatic passages.

In both cases harmony and

form were intimately connected to an early germ.
Specifically, analysis of the Eb Nocturne shows an
increased prominence of C b (the first chromatic pitch) with
each new phrase, and analysis of the E major Etude shows that
the melodic contour (E-F#-C#-B) generates the 'A' section
melodic figurations and the 'B' section harmonic
progressions—the apparent chromaticism of section 'B' is
based upon diatonic fundamentals derived from the opening
melodic contour.

These perspectives are not revealed with

traditional harmonic analysis or Schenkerian analysis.

Thus,

the proposed analytic method offers a new perspective on the
chromaticism and formal structure of Chopin.
Therefore, I apply the analytical procedure illustrated
above to Chopin's Polonaise in F# minor. On. 44. Polonaise in
Ab ireiQr, Qp. 53 and Polonaise-Fantasie in

manor. On. fi1 in

order to assess the late chromatic style of Chopin.

These

three polonaises are the latest, longest and more chromatic
Chopin polonaises and all three polonaises are abound with
chromaticism.

By investigating the manner in which the
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opening material is predictive of the use of similar material
throughout the composition, I hope to clarify the connections
between chromatic passages, modulations and contrasting
sections with opening material.

I believe that an

application of the Grundcrestalt concept reveals a unification
of musical ideas and thus clarifies the larger formal schemes
of these polonaises.

CHAPTER 3
POLONAISE IN F# MINOR, OP. 44
The Grundcrestalt and Introduction
The first two measures of Chopin's Polonaise in F#
minor. OP. 44. contain .the Grundqestalt or the germs "from
which the entire work evolves" (May 761-762).

The first germ

consists of two descending seconds separated by an ascending
perfect fourth (Ex. 3.1, the 'x' germ).
A

The first descending
A

second (D-C#) is on the scale degrees 6-5 and the second
descending second ends with an agogic emphasis on the leading
tone (E#) on beat 2. The ambitus of the 'x' germ is a fourth
A
A A
and is the upper tetrachord of the F# scale (degrees 5-6-7A

1).

This germ establishes a quasi-anapestic rhythm (•••-) in

which shorter rhythmic values lead into a longer value.
'x' germ is expanded in the second measure:

The

the paired

descending seconds are separated by an ascending sixth so the
A

A

ambitus now includes scale degrees 2-3 and the figure ends
with an agogic emphasis on the second scale degree (G#) .
.

.

This expansion m

.

A

A

ambitus suggests the motion 1-3 (highest

pitches of mm. 1 and 2).

From the 'x' germ, a descending

progression of thirds is suggested by grouping the upper
pitches and lower pitches of the paired descending seconds
(Ex. 3.2).

The harmonic implication of this progression,
34
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especially when adding the descending second (A-G#) in
measure 2, is VI-V.
A
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The rest of the introduction (mm. 1-8) is simply an
expansion of this germ--Chopin's introduction builds into the
theme of measure 9 by increasing both the rhythmic activity
3

( JT]J

to I7~n J

to f m J=3=3=3 .. .) and the texture (added

octave doublings).

The overall phrase structure of the introduction is
similar to the 'x' rhythm.

The introduction can be divided

into two four-measure units (mm. 1-4 a,nd 5-8) , but the
changing rhythm of the first four-measure unit (mm. 1-2, 3-4)
creates a further division into two two-measure units.

The

overall phrase structure of the introduction, then, is 2+2+4.
This anapestic structure reflects the short-to-long rhythmic
germ of 'x'.
Throughout measures 5-8 the descending motion VI-V is
still maintained (Ex. 3.3).

At this point the VI-V motion is

more melodic than harmonic because the agogic accents of
measures 1-4 as well as the arrival on C# at the end of
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measure 8 emphasize the dominant harmony; thus, the pitches
of the submediant harmony are most likely perceived in a
linear context as upper neighbors.

This VI-V gesture becomes

an organic element of this composition, but the emphasis is
A

A

more clearly that of 6 to 5 as single pitches and only
secondarily that of the full triad VI resolving to V.
Ex. 3.3
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Later in this piece Chopin superimposes the first two
half steps of the introduction to confirm the implication of
descending thirds as well as the melodic function of the
submediant degree—the superimposed D and F# imply but do not
form submediant harmony (Ex. 3.4).
Ex. 3.4

1 1
INTRO.

Q U o T t

37
Suinmarv of the Overall Formal Structure
Before examining the evolution of the opening gesture,
it is necessary to provide a brief outline of the formal
divisions of this.work.

As stated above, the 'A' section

begins after an eight-measure introduction (refer to Figure
3.10 at the end of this chapter).1

The main theme, 'a1', is

comprised of a two-measure head that is repeated and a fourmeasure consequent phrase that tonicizes the dominant (C#).
The 'a1' phrase repeats with some alterations (mm. 17-20) and
a new six-measure consequent phrase (mm. 21-26) closes
section 'A' in F# minor.
There is a chromatic modulation into a short contrasting
subsection ('B', mm. 27-34)—subsection 'B' consists of a
four-measure phrase in B b minor that is sequenced down a step
to Ab major.

Section 'A' returns twice with slight

alterations (mm. 35-52, 61-78) interposed by subsection 'B'
(mm. 53-60).

The form at this point is Intro/ABABA.

All 'A'

sections close in the tonic key.
At measure 79 the 'C' section begins in A major with a
four measure chordal introductory phrase (mm. 79-82).

The

body of the 'C' section (mm. 83-102) remains in A major and
consists primarily of thirty-second note figurations
organized in two-measure rhythmic units.

Subsection 'B' is

3-For the sake of consistency, all sections and
subsections receive large case letters, whereas all themes
receive small case letters.
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again interposed (the two phrases are in C# minor and B
major) before the body of 'C' returns (mm. 111-126).
Section 'C' leads directly to the largest contrasting
section, the "Doppio movimento - Tempo di Mazurka" {'D1
section, mm. 127 ff.).

The first subsection, 'D1', consists

of a two-measure introduction (mm. 127-128), an extended
phrase-structure ('d1A', mm. 129-138 and extended to m. 148)
and a closing theme {' d 1B1) . This subsection is closed in the
key of A major.

After a two-measure modulating link,

subsection 'D1' repeats in the key of E major (mm. 148-165,
beat 1).

This subsection is again tonally closed (this time

in E major) and is followed by a new modulating link.

This

new link modulates back to A major and ushers in a new
subsection ('D2') that consists of a four-measure phrase
(.d2A.;

mm.169-172) that is sequenced at the dominant level
(mm. 173-176) and followed by an eight-measure phrasestructure ('d2B').

Theme 'd2B' is extended to measure 185

with an abbreviated form of closing theme
'D2' is closed in the key of A major.

1

d1B*.

Subsection

At this point the

structure of section 'D' is D1-D1-D2. At measure 186 the
entire 'D' section repeats (D1-D1-D2) , transposed a fifth
lower (E major - B major - E major).

The tail of the 'd2Bl

phrase is extended and includes the 'x' germ in the bass (mm.
246-249).
After a retransition (mm. 250-261), the polonaise
returns ('Tempo di Polacca') with the last six measures of
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the introduction (mm. 262-267) preceding the polonaise proper
(section 'A', mm. 268 ff.).

There is only one appearance of

'B' and one more repetition of 'A'.

There is a coda at

measure 312.
The introductory gesture, from measures 1-2, is a common
feature to all of the diverse sections of this polonaise. As
such this gesture provides a basis for comprehensibility of
the work as a whole. On this basis, I apply the Grundaestalt
concept to thematic, harmonic and rhythmic material of this
polonaise to clarify the comprehensibility of the overall
form.
Section 'A'
The main theme of the 'A' section, which is labelled
A

*

/v

theme 'a1', simply outlines 1-5-1 (Ex. 3.5a-b).

Although

this conjunct descent to the dominant and ascent back to the
tonic may have little immediate resemblance to the more
angular first measure of the introduction, this polonaise
theme is simply a reordering of the pitches from measure 1
with chromatic alterations resulting from melodic
considerations (the sixth and seventh scale degrees are
raised on the ascent)--the ambitus is identical.

The scalar

A A A

1-5-1 of theme 'a1, is a different employment of the same
perfect fourth from the disjunctive descending seconds of the
introduction. Thus, the Grundcrestal t generates theme 'a1'.
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The continuation of the 'a1' theme further shows the
intimate connection with germ

1

x' . At beat three of measure

10 'a1, is expanded by adding thirds above the original
melody (Ex. 3.5a). This expansion is parallel to the
expansion which occurred in measure two:

the 'x' germ's

ambitus was extended upwards to include two new notes (A and
G#); the addition of thirds to the 'a1, theme adds the same
two pitches to the ambitus—A and G#. - Thus, the immediate
expansion of 'a1' was foreshadowed in the immediate expansion
of the 'x' germ.
Ex. 3.5 a)
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The 1-5-1 gesture is also realized in the harmony. The
'a1, theme is harmonized primarily with I-V-I. There is
another harmony preceding the dominants (a supertonic or
subdominant, see Fig. 3.1), but the tonic and dominant
harmonies receive the agogic stress in the first three
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measures of 'a1' (mm. 9-11). In the last measure of this
phrase (m. 12), however, the dominant harmony is absent.
Instead, Chopin ends this phrase with the supertonic harmony.
As the opening 'x' germ expands in measure 2, it ends on
A

scale degree 2; as the first 'a1' phrase expands to include
the ambitus of measure 2, it ends on the ii chord.
Figure 3.1
mm.
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The expansion of 'a1, also divides the first 'a1, phrase
into two two-measure units (mm. 9-10 and 11-12, delineated by
the repetition). As section 'A' continues, there is a fourmeasure unit (mm. 13-16) tonicizing the dominant key (C#
minor) and cadencing on the dominant harmony before returning
to F# (which comes with the repeat of the 'a1' theme at
measure 17).

The first 8 measures of the 'A' section, then,

A A A

realize the 1-5-1 gesture that originated in the perfect
fourth of measure 1.
Measures 13-16 are not subdivided into two-measure units
as were the previous four measures.

They lack internal

repetition and are driven forward by a melody with increasing
rhythmic activity.

This phrase bears resemblance to the

increasing rhythmic activity of the introduction: both have
agogic stress on beat 2; in both the longer value is preceded
by three then four notes; and both eventually give way to
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constant sixteenth notes (see Fig. 3.2).

Since measures 13-

16 are not subdivided/ the phrase structure of the first 8
measures of the 'A' section repeats the 2+2+4 structure of
the introduction.
Fig. 3.2
m. 13

mi-

m. 14

TTtlJ-

m. is
m. i6

m. 1

JT} J *

m. 3 JTfl J J

H

mrmsrj
jmrmym

m. 5

f m r m f m

Ex. 3.6

K<2.
**. *<
H7
Fuwo. F*

c*

x

3T"7

X

viic

A

£

A

t

*

When theme 'a1' appears in the left hand at measure 17
(Ex. 3.6), the right hand has a countermelody ('a2').
Countermelody 'a2' moves in contrary motion to 'a1', extending
first to the expanded 'x' ambitus (F# to A) , reflecting the
A

A

1-3 motion suggested by the highest pitches in measures 1-2,
A

A

then dropping to the dominant, reflecting the 1-5 descent of
'a1'.

Unlike the first 'a1' phrase, I and V are the only

harmonies used in the first two measures when the left hand
has 'a1'. At measures 19-20 the 'a1, theme is harmonized I-VA
A
I at the mediant level; thus, the 1-3 gesture, which was
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originally suggested by the melodic expansion of 'x' and
expanded doubling of 'a1', becomes a harmonic motion.
The 'a1' phrases also appear to end differently.
Measure 12 ends on supertonic haraiony whereas measure 20 ends
with a vii°/V. However, the Sechterian fundamental for the
B# diminished-seventh chord would be G#, the supertonic pitch
(see Ex. 3.6).

Therefore, although the 'a1' theme is

reharmonized at measures 19-20, the basic harmonic structure
of the second 'a1, phrase (mm. 17-20) remains similar to the
original:

the first three measures move from I to V (m. 19

is at the mediant level, of course), and the phrases both
conclude with a supertonic fundamental (Fig. 3.3).
Fig. 3.3
mm. 9-12

Fund. F#

mm. 17-20 Fund.

F#

G# C# I F#

B C# I F#

C# I F# C#

IA

G# C# I F#
E IA

D G#
E

G#

The concluding phrase-unit of the 'A' section is a sixmeasure unit and seems to place a special emphasis on the
supertonic harmony:

the first three measures (21-23)

conclude with ii and measures 24-25 tonicize the Neapolitan
chord (lowered supertonic).

There is a growing presence of

A

ii (2) in the introduction and 'A' section of this polonaise:
A

the Grundcrestalt ended on scale degree 2, the 'a1, phrases
concluded with ii harmony (replacing V) , and now the

44
concluding phrase-unit of section 'A' is permeated with
either ii or the tonicization of the Neapolitan.
The dominant of the Neapolitan (mm. 24-25) is the focal
point of this concluding phrase because it is stressed in so
many ways:

there is contour stress from the approach by a

very large leap; there is agogic stress of the fundamental D;
there is dynamic stress from the accents; and there is
rhythmic stress from the syncopation (Ex. 3.7a).

This

emphasis on D serves to prepare the final cadence and begins
a harmonic realization of the 'x' germ.

Starting with

measure 24, there is a progression of fundamentals that
closely matches the pitches of the 'x' germ (Ex. 3.7b).
After the final cadence of the 'A' section, the F# octave
slips down to an octave on F-natural, the enharmonic
equivalent to E#, which completes the 'x' germ.

The

penultimate beat of measure 26 outlines contains two
intervals of the 'x' germ (minor second and perfect fourth)
except inverted (if the C# was preceded with a B#, there
would have been a full inversion of the 'x' germ intervals:
B#-C#-G#-A). This little figure approaches the final tonic
of section 'A' by leap and is marked 'tag' in Ex. 3.7a.
Although measure 26 concludes with only the pitch F, it
becomes a stressed fundamental in the beginning of subsection
'B' (to be discussed shortly).

The 'x' germ concludes

section 'A' and connects section 'A' to subsection 'B'.
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Ex. 3.7a

Ex. 3.7b

fuw£>.

The extended phrase at the end of section 'A' continues
the anapestic phrase structure established in the
introduction. Measures 17-26 have a 2+2+6 structure. When
viewing the larger structure of the introduction and 'A'
section, another level of this same pattern exists (8+8+10;
see Fig. 3.4).

At the same time, however, the inversion of

this rhythm (-••) is predominant in the polonaise rhythms of
the melody and accompaniment (and to a lesser degree the
harmonic rhythm) of the 'a1' theme.
Fig. 3.4
section
# of measures

Intro
8

'A'
+ 8

2+2+4

2+2+4

+

10

2+2+6

Subsection 'B1
The ' B1 theme ( 1 b 11 ) is an ascending scale and measure
27 suggests an inversion of the beginning of 'a1':
A

'a1'
^

starts with a descent to 5; ' b1' begins with an ascent from 5
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(in the context of B b minor; Ex. 3.8).

The agogic accents on

beat one of measures 27-28 draw attention to the rise from
A

A

scale degree 5 to scale degree 3.

The rise matches the

upward leap of relative scale degrees in the 'x' germ of
measure 2 (C#-A in F# minor), as well as the ambitus of the
the "x" germ in the first two measures.

The same degrees are

stressed again in measure 29, only this time as a leap, and
not as points of agogic stress within an ascending scale.
A

The leap in measure 29 then moves down to scale degree 2, as
was the case in the 'x' germ of measure 2.

The downward

motion continues as this phrase ends with the melodic descent
A

A

A

A

3-2-1-5 before modulating.

This descent begins on beat 2 (m.

29) and ends on beat 2 (m. 30) which reflects the metric
AAA
placement of scale degrees 3-1-5 in theme "a2, (Ex. 3.8).
Ex. 3.8

The final figure of the 'b1, phrase ascends into the
leading-tone for the new key (G-natural, the new key is A b
major)) but leaps downward out of the leading-tone.

The

melodic goal is not the new tonic, but the new dominant pitch
A

(recall that 'b1' starts on scale degree 5).

The closing
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figure of 'b1, matches the contour of the closing figure
('tag') from section 'A' (Ex. 3.9).
Ex. 3.9
(30)

(2^) "TAG

J
The 'tag' leads to a sequence of the 'b1, phrase in A b
major (mm. 31 ff.); the melody keeps the same relative
structure (in the context of Ab) but this time the closing
'tag1 does not leap out of the new leading tone (E# in m. 34)
because the following phrase starts on the tonic, not the
dominant pitch.
There is rhythmic similarity between themes 'a1, and
'b1' as well:

besides the obvious continuation of the

polonaise rhythmic pattern in the accompaniment of 'b1'
( J~75 J J J J)/ both themes have agogic stress on beat one
(discussed above), followed by notes of relatively shorter
durations.
The sequential treatment of the 'b1, melody clearly
divides this subsection into two four-measure phrases.
However, the repeated rhythm and contour at the head of each
'b1, phrase divides each four-measure unit into a 1+1+2
structure (although the rhythm of 'a1, also repeats every
measure, the contour does not repeat in one-measure units).
This continues the anapestic phrase structure established in
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the introduction, although in a less obvious way in
subsection 'B'.
Of particular interest is the chromatic modulation
between section 'A' and subsection 'B'.

Between measures 2 6

and 27 Chopin shifts swiftly from F# minor to B b minor.
After a conclusive cadence on F#, Chopin simply slides the
final F# octave down one half-step (Ex. 3.10).

By

introducing B b minor on a second inversion tonic chord, and
by keeping the F prominent for three measures (F is the
opening bass octave, which would be sustained in pedal, for
those three measures, and serves as a pedal point in mm. 2829), Chopin is emphasizing the succession F#-F.

This

succession is an enharmonic realization of the end of the 'x'
germ, as stated above.

Also, F# serves as a pivot to B b

minor as it can be interpreted as the sixth scale degree
(enharmonic equivalent to G b ) in the key of B b minor.

F# to

F, then, not only reflects the actual pitches in the opening
germ, but it also suggests the VI-V progression implied by
the 'x' germ (the actual harmony at m. 27 is tonic six-four,
part of the V function; the resolution to tonic does not
occur until m. 30).
Ex. 3.10

49
Chopin does not write a conclusive cadence with roots in
B b minor until measures 29-30, and when the sequence of 'b1,
starts in Ab major, it begins with a root position tonic
chord (Ab in the bass), not a tonic six-four as was the case
in the preceding phrase. The change in the bass line is
significant to the realization of the 'x' germ--the prominent
bass octaves in the 'B' subsection (i.e. the octaves at the
beginning of each measure), preceded by the F# bass of
measure 26, outline the pitch succession F#-F-Bb-Ab and thus
imitate the 'x' germ (Ex. 3.11). The 'B' subsection then
returns to 'A' using the enharmonic minor tonic (Ab minor =
G# minor which becomes the supertonic in F# minor creating
the progression of fifths ii-V-i in F# minor) . Jim Samson
notes that the tonal shifts of this subsection (Bb-Ab-F#)
reflect the descent of the main polonaise theme (Samson 108) ,
but Samson does not address the subtle difference in the bass
line of the sequence within subsection 'B•.

It is

significant that the 'B' subsection not only reflects the
descent of the 'A' theme, as Samson suggests, but the tonal
approach to 'B' and the emphasized basses of 'B' reflect the
'x' germ. The progression of Example 3.11 [F#-F-Bb-Ab]
reflects the intervals of 'x' (descending seconds separated
by a perfect fourth) as well as the actual pitches of the
upper half of the 'x' germ in measures 1-2 (marked by the
lines in Ex. 3.11) . The Bb and Ab would be enharmonic
equivalents to A# and G# (from the parallel major mode) . The
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third relationship between tonalities of sections 'A' and 'B'
(keys F# and Bb, respectively) is a harmonic realization of
/v A
the 1-3 gesture of the introduction.

These relationships

mentioned above are the same between all transitions from 'A'
to 'B' throughout the polonaise.
Ex. 3.11

© ©
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Repetitions of Section 'A1 and Subsection 'B'

The repetitions of section 'A' and subsection 'B' are
basically the same as the originals with a few notable
changes.

In the first return of the 'A' section (mm. 35 ff.)

the melody is doubled at the octave (some of the chords are
octave position as well)--this fuller texture reflects the
expansion of the 'x' germ with octaves (mm. 5-8).

Although

most of the harmonization is the same, there are some
differences.

The 'a1, theme previously had I and V chords on

beats 1 and 3, respectively, for the first three measures,
but in the fourth measure of 'a1', ii replaced V (recall Fig.
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3.1).

This harmonic motion is a reflection of the melodic
A

motion to scale degree 2 in the 'x' germ of measure 2.

In

the repetition of the 'A' section the ii harmony replaces V
in both the first and fourth measures of 'a1'.

Although vii°

replaces V in measure 37, these two chords would be
represented by the same fundamental.

It is significant,

however, that now both two-measure units of the 'a1' phrase
conclude with ii (compare Fig. 3.5 with Fig. 3.1).
Figure 3.5
mm.

35

36

harmony

i

iv V I i

harm, rhythm

J.

J" J

J.

37
iv ii I i
J

J.

38
ii vii I i
f

J

ii

J. J.

Of melodic significance is the change in measure 42
(compare with m. 16).

Repetition of the dominant chord in

the left hand (m. 16) is replaced by descending octaves
(descending octaves started in the right hand of m. 41).
Although Chopin could have continued a straight scalar
descent in measure 42, he alters the pattern in the last beat
(Ex. 3.12).

The intervals of the last beat are an inversion

of 'x' (an exact inversion of intervals, not pitches).

The

pattern of measure 42 also matches the 'tag' used at the end
of 'A' and in 'B'.

The inverted 'x' comes at a point of

similar structural significance as it immediately precedes
the start of the 'a1, theme in the left hand (thus concludes
the previous phrase and is used again to terminate a phrase).

52
Chopin keeps this retrogression of 'x' in the same location
for all successive 'A' sections.
Ex. 3.12

•rvmir^irn
ti!
The third appearance of the 'A' section (mm. 61 ff.) has
another change incorporating the 'x' germ.

The typical

polonaise rhythm of the left hand is replaced by an
ascending scale.

Although the harmony is tonic (F# minor),

the run starts on the leading tone.

The run ends on pitch A

which has not yet appeared in the 'a1' theme in this exact
location (on the second half of beat 2 in the first three
measures of the phrase).

Thus, the run emphasizes E# and A

(start and finish of the run).

Including the metrically

accented F#, the left hand outlines the succession F#-E#-A.
The right hand has the descending half step A-G#, although in
interior voices (Ex. 3.13).

The succession F#-E#-A-G# is

parallel to the descending half-steps of the 'x' germ and,
more specifically, the last half-steps of measures one and
two.

Thus, each appearance of the 'A' section before the

"Tempo di Mazurka" includes an additional reference to the
opening germ.

The 'A' section appears five times in Op. 44,

and within each 'A' section the 'a1, theme (the four-measure
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unit) appears twice.

By increasing the reference to the 'x'

germ in successive repetitions of the 'a1' theme, Chopin
cleverly avoids stagnation in this redundant element of the
overall formal structure.
Ex. 3.13
<g>

*a.

*

*a. *

*

The harmonic structure of the third statement of 'A' is
very close to that of the second statement with the following
exception:

the 'a1, phrase at measures 61-64 does not end

with supertonic harmony, but with subdominant--the last left
hand chord of measure 64 (beat 3) omits G#.
The repetition of subsection 'B' contains no harmonic
changes, but has a slight melodic and rhythmic change.

The

second measure of each 'b1, phrase (mm. 54 and 58) has a
faster rhythm and, as a result, the melodic line ascends an
additional octave.

The faster rhythm of these measures in

the repeated 'B' subsection reflect the faster rhythm of the
repeated 'x' germ in introduction (triplets to quadruplets).
However, Chopin still emphasizes pitches F and D b (agogically
and metrically) so the relationship between 'b1' and 'x', in
r-

A

regards to the 5-3 motion as discussed above, remains
unchanged.
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Section 'C'
The modulation from sections 'A' to 'C' is also an
expression of the opening gesture.

Section 'C' is in the key

of A major and Chopin slips into this key simply by
descending octaves from F# to E (Ex. 3.14).
Ex. 3.14

© C

The relationship between F# and E is similar to that
described above in reference to the 'B' subsection:

F#

(tonic to the 'A' section) can be reinterpreted as the sixth
A A

scale degree in the new key, A major.

The progression 6-5,

from the 'x' germ, serves to connect sections 'A' to •C' in
/\ A

the same fashion as 6-5 connected 'A' to 'B'.

The half-step

difference between notes of resolution (F in m. 26, E in m.
78) is a result of the half-step difference in tonal regions
(Bb versus A), but F# is the diatonic sixth scale degree in
both cases (the F#-major triad, not F# minor, is the
enharmonic diatonic VI triad in B b minor--perhaps that is why
Chopin chose to end on F# octaves, not block chords).
A

Chopin

A

uses the same gesture (6-5) to modulate to two rather
different keys (although both are in a third relationship to
A A
F#, thus harmonically realizing the 1-3 gesture).
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The 'C' section begins with a four-measure introductory
A

a. A

phrase (mm. 79-82). This phrase reflects the 1-5-1 gesture
of the 'a1, theme. Relative to the pitch E, the right hand
/s
A
ascends and descends between scale degrees 1 and 5 and these
A

scale degrees are placed in the same metric position as 1 and
A

A

A

^

5 in the 'a1' theme (see Ex. 3.14) . This 1-5-1 motion has no
A

A

A

harmonic support (no V harmony in E major) , but the 1-5-1
.melodic motion might foster the immediate perception of the E
triad role as a tonic. However, this motion is brief (Dnatural appears already in the third measure of this phrase)
and all previous 'A' sections led to a new dominant pitch, so
aural comprehension of the E triad is probably in the context
of A major.

The concluding measure of this introduction

nearly matches the 'tag1 gesture: the scale degrees used are
A
A
A. A
4-2-3-1 (mm. 82-83) and the original 'tag' used scale degrees
^

A

A

/s,

5-2-3-1.

The immediate repetition of E to B in the beginning

of this introductory progression gives this four-measure unit
a 1+1+2 structure, reflecting the anapestic structure of the
introduction. Regardless of immediate aural interpretation
of the E triad, Chopin clearly uses opening gestures to lead
into a new section and once again the 'tag' to conclude.
A rhythmic ostinato dominates the 'C' section.

The

repeating rhythmic figure (particularly the second measure of
the two-measure pattern) bears similarities to the polonaise
rhythm as used in the accompaniment of 'a1':

the thirty-
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second note figure replaces the sixteenth-note figure of the
polonaise rhythm (Fig. 3.6).
Fig. 3.6

'A' accompaniment

r~n

'C' ostinato

J

r~i

r~i

r~T=I r~i

m

jmr-fmr-j r-jmn r~i

The thirty-second note figures, with only one exception
(m. 95), represent two descending thirds--the descending
thirds echo the implied descending thirds of the 'x' germ
(Ex. 3.15).

The focal point of this section is the A triad

(A major mm. 83-86; A minor mm. 93-94, 101-102).

The

descending thirds into the A triad focal point [D(#)-F(#);
C(#)-E] nearly match the actual pitches of the 'x' germ [DF#; C#-E#].
Ex. 3.15

©

Pi

Si s +
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1

m
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The thirty-second note figuration of the 'C' section
slides chromatically up and down over a pedal point on A.
After twelve measures, the pedal point changes to F (the F
pedal lasts four measures).

The F basses mark the beginning

of another significant bass progression which leads directly
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into another ' B' subsection. The bass progression from
measures 95-103 is F-E-D-A-G#. This succession of basses is
another expression of the 'x' germ (Ex. 3.16). Although
there is an additional descending second (created by the
inclusion of D), the gesture of descending seconds separated
by a leap is clearly outlined by the basses.

These basses

also represent the scale degrees of the original 'x' germ in
A

the context of A tonality:
Ex

-

3

-16

@

A

A

A

A

6-5-(4)-1-7.
0

)

<£)

The 'B' subsection is thus approached in the same
fashion as all previous 'B' subsections:
second (A to G#).

from a descending

Although the G# in measure 103, which

starts the 'B' subsection, is immediately preceded by E in
measure 102, the A receives the metric and harmonic emphasis
(an A fundamental would represent the harmony of m. 102).
The bass succession again represents a realization of 6-5 in
the new key of C# minor.

Since this 'B' subsection is a

transposition of previous 'B' subsections, the succession of
prominent basses, A-G#-C#-B (including the A of m. 102),
still reflects the 'x' germ.

The third relationship between
A

A

tonal
reg:
tonal regions
(A to C#) is another reflection of the 1-3
gesture.2
2

As was the case with the earlier 'B' subsection, Samson
points out that the descent of tonal regions, C#-B-A (at m.
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The rhythmic ostinato of section 'C' is a two-measure
repeating pattern. Although the ostinato creates a
continuous rhythmic structure, the harmonic structure
suggests four-measure phrase units: mm. 83-86 are static
over an A pedal; mm.87-90 are changing over an A pedal and
settle on the minor subdominant; mm. 91-94 are changing over
an A pedal and settle on the minor tonic; mm. 95-98 are
changing over the F pedal; and mm. 99-102 are changing over
different basses.

The anapestic phrasing of the previous

sections is not as prevalent here.

The unchanging pattern of

the first four-measure unit could be further divided by
rhythm into 2+2.

Since the second four-measure unit does not

have two-measure repetition, this ostinato passage begins
with an anapestic 2+2+4 structure.

This is the only

anapestic phrasing of this section (besides the introductory
phrase already discussed).
However, both the third and fourth four-measure units
have interior harmonic repetition:
each unit are the same.

the last two measures in

Thus, the harmonic rhythm of these

four-measure units is anapestic (1+1+2).

In contrast to the

anapestic design, the roots of the entire ostinato passage
are clearly divided into three units with the first unit as
the longest: mm. 83-94 with the pedal point on A; mm. 95-98
with the pedal point on F; and mm. 99-102 with changing
111), reflects the descent of the polonaise theme (Samson
108) .
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basses.

The overall design of the bass motion, then, is

dactylic (12+4+4).
Section 'D1
The "Mazurka" section ('D') has numerous thematic
connections with the 'a1' theme and 'x' germ (Ex. 3.17) .
After a two-measure introduction (mm. 127-128), there appears
a main theme ('d^A') generated from the 'a1' theme:

like

'a1', theme 'd1A' starts with a descending perfect fourth,
except 'd1A' contains chromatic passing tones.
fourth of theme

1

The descending

d1Al is comprehensible because the outer

pitches of the fourth receive agogic emphasis.

The agogic

accents of the 'd1A' theme also reflect the rhythm of the 'a1'
theme:

the theme starts with strong metric emphasis (on beat

one) and the longest agogic accent, continues with faster
values, pauses on a secondary agogic accent with weak metric
emphasis, then continues again with faster values.

If the

'd1A' theme is written in rhythmic diminution to account for
the Doopio movimento (double speed), the barlines are removed
from both themes ('d1A' and 'a1') and the longer/shorter
rhythmic values are separated into groups, the similarity in
rhythmic structures between the themes is more obvious
(Figure 3.7).
Figure 3.7
'a1, theme

J.

f

•diA' theme

J. J f

f.

J.
ffl

T.

(J. = J.)
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Ex. 3.17

Another similarity between the 'd1A' theme and the 'a1,
theme is that both themes expand their range:

the 'd1A' theme

expansion from thirds to sixths in measure 133 reflects the
expansion from single notes to thirds in measure 10 of the
'a11 theme.
Descending seconds separated by an upward leap Cx'
germ) are frequent in the 'd1A* theme.

The 'x' gesture, like

the descending fourth, is comprehensible because of agogic
emphasis:

the 'x1 germ surrounds the agogically stressed

dotted quarter notes so attention is focussed upon the upward
leap (which is in contrary motion to the surrounding
pitches).
If the presence of the 'x' germ seems contrived here,'
one need only observe the end of this section for
confirmation of the affinity between theme

1

d^*Al and germ ' x':

the introduction is quoted at the end of the "Mazurka" with
exactly the same rhythmic placement of the 'x' germ (the
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second note of the germ is on beat two as a dotted quarter
note, see Ex. 3.18).
Ex. 3.18

V
The 'd1A' theme is dominated by the quasi-anapestic
rhythm of the 'x' germ (/IJ]J. )/ but the phrase-structures
are much more elusive.

Although there is a V-I progression

every two measures in the 'd1A' theme, the continual
repetitive rhythm of 'd1A' avoids any feeling of rhythmic
repose.

However, the harmonic prolongation of the tonic in

measures 138-142 coupled with the right hand cadence in
measure 139 (although the rhythmic pattern continues in the
The 'd1Al

left hand) create the first sense of real closure.

theme, therefore, is an eleven-measure phrase-structure.
Ex. 3.19a
-i.A
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Examination of the closing six measures of the 'D1'
subsection reveals a new theme ('d1B') that is permeated with
the 'x' germ (refer to Ex. 3.19a for the following points).
The left hand oscillates between E and F# before leaping
upward to C# and B.

The pattern F#-E-C#-B imitates the

pattern of the 'x1 germ found in measure two:
A

a

A

the same

A

relative scale degrees (6-5-3-2) are used.

Not only does the

pattern F#-E-C#-B reflect the 'x' germ as stated in measure
two (two seconds separated by a sixth) , but the preceding
oscillation between F# and E places more emphasis on scale
A A
degrees 6-5, the first scale degrees of the 'x' germ (recall
that the original germ also implied the harmonic progression
VI-V) . The F#-E-C#-B succession is repeated in the left hand
(upper left hand voice, starting on beat 1 of m. 142) with
the inclusion of an unaccented non-harmonic tone (the G#
would be classified by some as an escape tone).

The

inclusion of the non-harmonic tone creates the melodic
pattern similar to the 'tag': this time the 'tag' resembles
the intervals of the 'tag' in the 'C' introduction and is
again used in a closing function (the closing phrase).
Simultaneously, the soprano voice leaps up a seventh in an
expanded 'x', although the germ continues down to duplicate
the C# and B of the left hand. The resolution of pitch-class
B on beat 2 of measure 143 matches the metrically weak
resolution of the preceding 'x' statement (m. 141) . The
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third statement of 'x' in this passage repeats the expanded
'x' without the continuation down to pitch B--the 'x' germ
thus concludes on beat one of measure 145.

As indicated in

the above description,, the three statements of the 'x' germ
here (mm. 140c-145a) are all placed in a slightly different
metric position, yet Chopin transforms each statement
gradually so the affinity between the statements is not lost.
Each successive statement of the germ is placed in a slightly
stronger metric position (the following refers to the "startfinish" of each statement): weak-weak, strong-weak, strongstrong.

This weak-to-strong metric transformation of the

germ serves to close subsection 'D1' in the key of A major.
Measures 145 to 147 (beat one) serve as a modulating
link ('dlink1') between 'D1' subsections in different keys
(from A major to E major.in this case) . The theme 'dlink1, is
also generated from the 'x' germ.
1

The brackets (Ex. 3.19b,

yl1 — 'y3') mark overlapping groups of two seconds separated by

a larger interval within theme

1

d link1, . The third group (F#-

G#-D#-E, marked 'y3') is a retrogression of the 'x' germ,
though not a literal one (recall that the retrogression of
measure 42, Ex. 3.12, replicated the germ's intervals).

The

first two groups ('y1, and 'y2') contain one ascending second
and one descending second. Although there is no complete
inversion or retrogression of the germ here, the connection
is still apparent. Not only do both contain two seconds
separated by a larger interval (a third in both cases), but
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also both span the interval of a perfect fourth thereby
matching the ambitus of the original germ.

Reti would refer

to this interchanging of notes as an "interversion" (Reti
72).3

in this case, 'y2' is an inversion of 'y1, (not of

exact intervals--an A# in 'y2, would be needed for that).
Although it is interesting to observe the manipulation of the
germ in measures 145-147, it would be presumptuous to suggest
that these groups Cy^-'y 3 ') are perceived as three units
since they overlap.

If one compares measures 145-147

(starting with beat three of m. 145) with measures 141-142,
one can observe the same melodic succession (with the
inclusion of D# in m. 146 which would form an expanded 'tag')
in a different rhythmic context so the

I

y l

,

-

,

y 3

|

passage is

perceived in the immediate context of the previous material.
However, the analysis presented still shows a saturation of
the 'x' germ. Regardless of immediate perception, the
continual presence of seconds in a disjunctive melodic line
must, at some level, contribute to the comprehensibility of
this work.
The 'D' section is a major section that is not
approached by a descending progression. Although the
preceding 'C' section includes the bass succession discussed
in Example 3.16, this succession does not conclude on G# but
remains on A.

In this case, the "incomplete" succession is

^See p. 4 in Chapter 1 ("Definition of Terms").
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appropriate because the 'C* section does not serve to lead
into a new key or back to the original tonic, but to a new
section in the same key as the previous section ('C' and 'D'
are both in the key of A major).

From a tonal standpoint,

sections 'C' and 'D' are the central macrosection of the
overall ternary form of the polonaise. Thus, at this
juncture, the middle macrosection is "incomplete".
The 'D1' subsection not only has thematic affinity with
the 'a1' theme, but it is also harmonically dominated by the
A

A

A

1-5-1 motion of 'a1'.

The main mazurka theme, 'd1A', is

harmonized exclusively by tonic and dominant (Fig. 3.8).
This subsection 'D1' is in A major, but modulates to E major
in the final measures (recall theme

1

d link1 ' of Ex. 3.19).

Subsection 'D1' is then repeated in the key of E major, the
dominant to A.

The 'D' section, which is already dominated

by the I-V-I progression, begins a tonal absorption of the IV-I scheme in its modulations.

This scheme is discussed

after a detailed analysis of subsection 'D2'.
Figure 3.8
m. 127
A:

d 1A

138

d 1B

d lc

I II II II IV II IV II IV II IV II II II II |V II IV II
E: IV IV II
Subsection 'D1' repeats at the level of E major (mm.

147-165, beat 1) including themes 'd1A' and 'd1B' . However,
there is a new modulating link beginning in measure 165.

The
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new link, 'dl±nk2' (Ex. 3.20), combines the rhythm of 'y1,
(recall Ex. 3.19b) and the chromaticism of theme

1

d 1A ' - The

upper voice of ' d link2 ' suggests an inversion of the eighth
note descent o£ 'd^'.

The affinity between 'y1' and •d""**'

is not only through the rhythm, but through the
aforementioned structural location:

theme 'dli*k2, and 'y1'

(part of 1d^^nk1') serve as modulating links to the following
subsections.

The rhythm and contour of measure 167 is also

similar to theme ' d1B'.
Ex. 3.20
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Since themes 'dlink2, and 'y1, share the same rhythm,
location and function, the immediate perception of 'dlink2.
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would probably be as an altered 'y1, that would lead to
another subsection 'D1'.

As the 'dlink2, phrase continues,

however, it does lead to a new subsection.

Therefore, the

'D1' and 'D2' subsections are smoothly connected with an
elision of themes.

The 'dlink2' phrase also has the anapestic

phrase-structure (1+1+2) of the introduction created by the
immediate repetition of the first measure.

In contrast to

sections 'A' and 'B',. the 'D' section lacks the anapestic
phrase-structure.
All of the themes in subsection 'D2, have some
connection with previous material (refer to Ex. 3.20 for all
'D2' discussion).

The first (Ex. 3.20, 'd2A') is similar to

theme *d1Al in three ways:

both begin on agogically stressed

notes and progress to relatively shorter durations (recall
that this rhythmic characteristic is present in themes 'a1'
and 'b1'); both have descending thirds; and both descend a
perfect fourth before changing direction.

However, the

fourth of 'd2A' is not as obvious as the fourth in 'd1Al
because the 'd2A1 fourth is not outlined by agogic accents.
The second thematic idea from subsection 'D2' (Ex. 3.20,
'd2B') starts with the

1

d2A' rhythm but has a contour that is

closer to the disjunctive 'x' germ:

the head of 'd2Bl (mm.

177-180) includes outlined ascending thirds separated by a
larger interval;

this outline (marked by the bracket)

resembles an expanded inversion of 'x'.

The tail of the ' d2Bl
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phrase-structure also represents an inversion—an inversion
of the 'tag'. The use of inversions, expanded intervals and
lack of agogic outlining make the thematic material of
subsection 'D2, more distantly connected to opening gestures.
The 'D2' subsection and its preceding link are
f

harmonically the most active in section 1D'. Within section
1

D', theme

1

d link2 ' is the most chromatic line. Despite the

chromaticism, • d link2 ' could be analyzed completely within a
system of Roman numerals. Roman numerals show an increased
use of chords other than tonic and dominant;
an increased use of the supertonic.

in particular,

The analysis of the 'A'

section reveals that there is an increased use of ii at the
end of the 'a1, theme (specifically ii replacing V) as well
as at the end of the 'A' section.

Section 'D' reflects this

tendency as the first subsection, 'D1', is dominated by I-V
and the second subsection, 'D2', is permeated with supertonic
harmony, including a tonicization of supertonic harmony at
the end of theme 'dl^nlc2' . The increased thematic and
harmonic activity in subsection 'D2', along with a more
distant connection with opening germs, creates a high level
of contrast between subsections 'D2',and 'D1'.
Although a Roman numeral analysis of subsection 'D2'
shows an increase in harmonies other than tonic and dominant,
an analysis with Sechterian fundamentals shows a continued
absorption of the I-V-I gesture since most of the root
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progressions are by fifth (Ex. 3.20).

The fundamentals of

icjlink2i/ with the exception of the unemphasized sixteenth
note, suggest the motion I-V-I, first around E (E-B-E), then
around B (B-F#-B).

The larger motion of emphasis from E (mm.

165-167) to B (m. 168) also represents a descending fourth.
The fundamentals of

1

d2Al and ' d2B' also represent an

absorption with root movement by fifth, created by the
progressions ii-V and V-I.

Even the tonal movement of

subsection 'D2' reflects the I-V-I motion:

theme 'd2A' is in

the key of A major (mm. 169-173); at measure 174 'd2A' is then
sequenced down a fourth to the key of E major and is followed
by

1

d2B' back in the key of A major; thus, the tonal regions,

A-E-A, represent the gesture I-V-I. This I-V-I relationship
is also the case for the tonal scheme of the subsections.
Although subsection 'D2' has several tonicizations of various
harmonies, the main tonality of 'D2, is A major.

The overall

tonal scheme of 'D11 -'D11 (repeat) -'D2', then, is A major - E
major - A major.

This overall tonal scheme is another tonal
A

A

A

realization of the 1-5-1 gesture.
At measure 186 subsection 'D1' returns, but in the key
of E major.

The. repetition of theme 'd1Al and the following

subsection 'D2, -follow the tonal direction described in the
previous paragraph:

'd1A' in E major, 'd1A' again in B major,

then subsection 'D2' in E major.

The fifth relationship

between subsections again reflects the I-V-I gesture.

70
Even the overall tonal scheme of section 'D1 represents
a realization of the 1-5-1 gesture.

The repetition of

subsections 'D1, ( ' d1' at two tonal levels, mm. 186 ff.) and
'D2' (mm. 228 ff.) creates another level of tonal movement
between tonic and dominant.

The expression of I-V-I within

the 'D2, subsection is similar to the I-V-I expression
between the subsections of the larger 'D' section:

I-V is

realized through repetition of thematic material, and the
return to I is realized with new material.

These various

levels of the I-V-I gesture are displayed in Figure 3.9.
Figure 3.9
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The oscillating bass pattern of Example 3.19a appears at
the close of every 'D1' subsection.

It also appears once in

a truncated form at measures 184-185 (after subsection 'D21).
The truncated form has an interesting relationship with the
following thematic material.

The bass pattern at measures

184-185 prepares a repetition of subsection 'D1' in the key
of E major.

This 'D1' compares to the 'D1' in E major at

measure 147 (theme 'd1A' begins at m. 149) . However, Chopin
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writes the right-hand part one octave lower and includes two
additional measures of the B/G# dotted half notes in the
right hand that anticipate the right-hand melody (Ex. 3.21;
compare mm. 147-150 with mm. 186-189) . The truncation of the
oscillating bass pattern omits the resolution of C# to B.
However, the omitted B is taken up in the right-hand grace
notes. The two-measure anticipation of the right-hand
melodic notes and the placement of the right-hand melody one
octave lower serves to complete the succession of left hand
notes which otherwise would have been incomplete with the
truncation. The bracket in Example 3.21 marks the completed
succession F#-E-C#-B.

Through the subtle changes Chopin has

made, the 'x' germ is left intact.

D1
Ex. 3.21

X

The transition from the "Mazurka" section back to the
polonaise contains an obvious quotation of the introduction.
Other theorists (Abraham, Weinstock, Samson) mention this
link, but Samson perhaps describes it best:
The rhythmic shape of the mazurka theme takes on the
intervallic shape of the introduction and a brief
passage in which old and new intercut introduces once
more the whirling semiquaver octaves of the opening
bars. (108)
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The quotation of the introduction, which first appears in an
extension of the

1

d2Bl tail, (Ex. 3.22) not only shows the

connection between the 'x' germ intervals and mazurka theme,
as Samson states, but it confirms the connection of the
mazurka theme with the 'x' germ as demonstrated in the
present analysis (see discussion of Ex. 3.18) and confirms
the implied progression of descending thirds from the 'x'
germ by superimposing the two half-steps (D-C# with F#-E#).
Measures 250-252 and 258-260 recall more than the
"whirling semiquaver octaves" of the introduction:

these

measures are generated from the intervals of the 'x' germ.
Both runs comprise a series of half-steps separated by a
larger interval (Ex. 3.22, beginning mm. 250, 258).

The

ordering of the intervals would represent an "interversion"
of the basic germ. The patterns on beats one and two of each
measure exactly mirror the interval content of the first
measure:

two half-steps placed within a perfect fourth.4
o\H5

(?5o) ^ ^i-rBfrvEt^Sio^5

Ex, 3 .22

iiquofE

4

In twentieth century terminology, both "pitch-class
sets" have a best "normal order" of 0145. For definition of
these terms, see Allen Forte, The Structure of Atonal Miisir.
New Haven: Yale Univ. Press, 1973, pp. 3-5.
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Coda and Macrosections
Following a return of the introduction (mm. 261-267) and
the final return of section 'A' (mm. 268-310), a Coda (mm.
311 ff., see Ex. 3.23a) serves as a microcosm of thematic
material.

The right hand includes ascending successive

groupings of half-steps (mm. 311-313).

These groupings of

half-steps (marked with brackets in Ex. 3.23a) are similar to
the interversions used in the closing section of 'D' (compare
with Ex. 3.22) but each successive grouping has a smaller
ambitus (diminished fifth, perfect fourth, diminished fourth,
and minor third). At measure 314 there is a reinterpretation
of the beginning of the "Mazurka" theme ('d1A')—the first
pitch of the theme still receives agogic stress.

The right

hand also includes the 'a2' countermelody (m. 317, compare
with m. 17), an interversion of 'x' (mm. 318-319; the
intervals create an exact retrograde of 'y1'), and the 6-5
oscillating theme (which finally settles on 5) in measures
319-325.

The left hand includes the mazurka rhythm in

measure 317 (compare with mm. 246 and 248) and the 'a1' theme
in measures 320-323.
Conspicuously missing from the melodic line is the
'tag.1

The coda begins precisely at the point where the

'tag' would begin. The successive half-steps are part of a
harmonic sequence that includes V7-i(I) progressions at
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various levels.

Specifically, the levels tonicized are i-iv-

III-V (mm.311-312) then i-III-iv-V (mm. 312-313).

The first

succession of tonicized fundamentals is an inversion of the
'tag' (Ex. 3.23b). Although Chopin tonicizes the same areas
in the following measures, the fundamentals are in an orderlyascending pattern.

It is significant that the first pattern

of tonicized fundamentals is the inversion of the 'tag'
because it comes in the same structural location as the
original 'tag' when the 'tag' is missing in the melody.
Ex. 3.23a
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Not to be overlooked is the larger tonal scheme of the
Op. 44 polonaise.

The overall form, from a tonal
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perspective, is ternary. The first macrosection includes the
'A' sections with the 'B''subsections—the primary tonality
is F# minor.

The central macrosection of the ternary

structure includes the 'C' sections, the one recurrence of
the 'B' subsection, and section 'D'—the primary tonality is
A major.

The final macrosection of the ternary structure, of

course, is the reprise of 'A'. The large-scale tonal
movement, F# minor - A major - F# minor, is a harmonic
AA
realization of the 1-3 gesture that appeared first in
measures 1-2—i.e. the Grundaestalt.
Of particular interest is the inclusion of the 'B'
subsection in the central macrosection. Although the common
tonality of sections 'C' and 'D' enhance perception as one
macrosection, the arrival of subsection 'B' at measure 103
thematically connects the first two macrosections.
'C, then, has a transitional function:

Section

it introduces the

new tonality but only partially abandons previous themes.
Charles Kent notes that this relationship of keys and themes
creates characteristics of both a three- and four-part formal
structure (283).
Summary
In summary, the introduction of Chopin's Polonaise in F#
minor. OP. 44. presents all of the material for the entire
work in the succinct form of the 'x' germ and related
A A A A, a A A
gestures 6-5, 1-3, 1-5-1, and an anapestic rhythm. Every
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section and subsection is thematically, rhythmically and
harmonically connected through various realizations of
opening gestures.

The numerous contrasting themes,

contrasting tonal regions and chromatic progressions are not
chaotic, but are comprehensible because of the controlling
Grundcrestalt.
By analyzing the realizations of the Grundaestalt
throughout the composition, the preceding analysis presents
new perspectives on the tonal structure.
A

Specifically, the
f\

motion from from scale degree 5 to scale degree 2 in the
introduction generates harmonic motion in the 'A' section and
between subsection 'D1' and 'D2'.

The 'x' germ generates the

harmonic connections between section 'A' to 'B', 'A' to 'C',
'C' to 'D' (in an incomplete form), and 'D' to 'A'.

Even the

closing 'tag' used in all sections has its derivation in the
'x' kernel. The above analysis also reveals that the 1-3
motion of the Grundcrestalt- generates the A major tonality of
the middle macrosection as well as an interior modulation
A

within section 'A'.

A

A

The 1-5-1 kernel generates the principal

'a1, structure and numerous modulations in the 'D' section,
including the chromaticism in the 'D2' subsection.

Thus,

analysis in this study offers a new perspective on the tonal
structures within sections as well as between subsections and
macrosections.
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The current analysis takes into account the rhythmic
structure of the Grundaestalt as well.

Although the standard

polonaise rhythm is dactylic (the 'a1' melody, harmonic
progression and accompaniment followed the long-to-short
rhythm) the anapestic structure of the 'x' germ generates the
phrase-structure of the introduction, section 'A', subsection
'B' and portions of sections 'C' and 'D'.

It is not

surprising to find that the anapestic rhythm is more
prevalent in the 'D' section, since the mazurka rhythm is
based upon anapestic figures (e.g. JTJJ J) "the anapestic
rhythm of this dance type is presented in the opening measure
of the composition.

Even the increasing rhythms and

increasing range (thicker texture) of the introduction
generate the changing rhythms and textures with the
repetitions of sections.
Previous analyses note the uniqueness of this polonaise
because of the inclusion of the "Mazurka", but no other
analysis examines the rhythmic connection between the two
opposing dance styles within this composition.

Abraham notes

that the "interpolated mazurka" in Op. 44 creates an A-BMazurka-A form (Abraham's 'B' is equivalent to my 'C', and
the Mazurka is my 'D') and that Chopin makes the return
(final 'A' section) "organic" by quoting motives from both
the polonaise and mazurka sections simultaneously (105).
Previous analyses show little connection between
sections. Whereas Hamburger views the 1C' and 'D' sections
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as "problematic" in regards to the form, especially the
"forced and repetitive modulations" of 'C' (97-98), the
current analysis demonstrates an organic relationship between
sections 'C' and 'D' through their thematic connection with
the 'x' germ and harmonic connection to the harmonic motions
suggested by the opening germs.

Samson, one of the only

theorists to discuss harmonic connection, shows harmonic
connection betweem the chromatic modulations of subsection
'B' and the 'a1, theme (my labels) (108). However, the
current analysis demonstrates an additional viewpoint by
taking into consideration the prominent basses (creating sixfour harmonies) which suggests a connection to the
introductory 'x' germ.
In the current analysis, all of the realizations of the
ftmnriaestalt are essential in delineating the structural
divisions of Chopin's Op. 44 Polonaise; thus, the analysis
reveals a unique perspective into the relationship between
the opening measures and all of the structural divisions.
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CHAPTER 4
POLONAISE IN Ab MAJOR, OP. 53
The Grundaestalt and Introduction
The kernels that are the Grundaestalt for Chopin1s
Polonaise in A b major. OP. 53, are present in the
introduction.

The first gesture is a tritone:

an immediate

juxtaposition of Eb and A harmonies followed by the
chromatically ascending passage that connects A major back to
Eb major (Ex. 4.1a, the second part of this gesture, the
tritone ascent, is marked 'x'). The second gesture is the
melodic contour that outlines a second inversion triad (Eb-BbG) with an upper neighbor, Ab (marked 'y' in the example);
the tail of 'y1, the descending second, is also used
independently throughout the polonaise so has its own label
of 'z'.

In contrast to the F# minor Polonaise, the first

rhythmic gesture is a longer value followed by shorter values
followed again by a longer value (see Ex. 4.1b).

The faster

chromatic gesture ('x') begins on a weak beat and serves as
an anacrusis to the following gesture ('y') .
Eb functions as a dominant pedal point throughout the
introduction (Eb is present in every measure of the
introduction). Although there is no resolution into the Ab
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major triad until measure 17, the function of E b is set out
immediately as the dominant by means of a typical cognitive
pattern of dominant preparation—the end of the 'y' gesture
(marked as 'z' in Ex. 4.1a, mm. 2-3) is an inverted
augmented-sixth chord resolving to the dominant.
b)

©

MrmIOS
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E1,

E

Chopin's use of the "German" six-five-three chord (there is
actually no augmented sixth but a diminished third) is not
uncommon—Example 4.2a-b shows the 'z' progression with the
same progression from his G minor Prelude.

Sechter shows

this chord in various positions, such as in Example 4.2c
(from Sechter 180) which does not alter its function or
fundamental. The penultimate chord of the 'y' gesture, then,
prepares the dominant sonority—the uppermost chromatic
/\

pitches of the 'z' gesture, Fb-Eb, represent scale degrees b6A
A /\
5 (the pitches Cb-Bb also represent b6-5 in relation to the Eb
/\

A

b

root) . Scale degrees 6-5 were also prominent in the
Grundcrestal t of Op. 44 as the first two pitches (D-C# in F#
minor; see Ex. 4.1b).

The 'y* gesture's harmonic rhythm

transforms the long-short-long rhythm (now J

J J. ) which led
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into it and establishes a trochaic harmonic rhythm which
prevails at the start of many of the later themes.
b)
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The penultimate chord of the 'y1 gesture also has its
own harmonic ambiguity.
dominant four-two chord.

This chord is enharmonic with an E
An enharmonic resolution would

arrive at a first inversion A chord (Ex. 4.2d)—this is the
exact inversion of the A major chord at the head of 'x'.

It

is not improbable, then, that one might initially hear the F b
(= E) as a root.

Thus, in the Grundaestalt the most colorful

chord—one that demands resolution from the end of measure 2
to the beginning of measure 3—suggests a tritone duplicity; 1
specifically, this chord may be understood as either E or B b
in function.

The E-B b ambiguity of the single chord in

^As described in p .

16.
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measure 2 introduces the principal harmonic features that
differentiate the formal sections of this polonaise at larger
architectural levels.
As the introduction continues, measures 3-4 introduce a
sixteenth-note ostinato. Although the rhythmic gesture is
new, the pitches are not:

all of the pitches of the ostinato

come from the ' z' progression (Ex. 4.3a).

The left hand

pattern is a succession of the soprano then bass pitches of
the ' z' progression—this linear realization of 'z' is
referred to as 'z+'. No other secondary literature
recognizes this connection.

The right hand and left hand

pattern both contain seconds separated by a larger leap, but,
in contrast to the Op. 44 Polonaise, the seconds are not all
descending nor is the ambitus a perfect fourth.

In this

case, the tritone is present in both the right hand and left
hand patterns.

If the Fb-Eb in the right hand pattern is

raised an octave and both the right hand and left hand
patterns are put in ascending order of pitches, it becomes
clear that the interval content of each group is identical
(Ex. 4.3b).^

The tritone of the 'x' gesture is therefore

continued in the ostinato pattern. Also, the simultaneous F b
and D in this repeated figure rearticulate the definitive
chromatic pitches of the augmented-sixth harmony to the
fundamental Bb.

0156.

2Both "pitch-class sets" have a best "normal order" of
See Forte reference in Chapter 3 (fn. 2).
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Ex. 4.3a

Z-+

Ex. 4.3b

VI* N 5,

Measures 1-4 form a four-measure unit which is sequenced
at measure 5. In the second four-measure unit (mm. 5-8, Ex.
4.4) the sequence begins a semitone higher (Fb) with Eb
remaining as a pedal point. The sequence breaks down on the
last beat of measure 6 where a G-diminished-seventh chord
replaces the C b fundamental augmented-sixth chord that would
follow in the pattern. This substitution causes a refocus on
functions of Ab major and avoids the establishment of Fb(E) as
a new potential dominant. Although the intervals of the 'y'
kernel are expanded in measure 6, the basic shape and
harmonic rhythm (J

J

Ij. ) remain the same. The second

four-measure unit also closes with the ostinato which retains
the shape of the original ostinato except for the upward leap
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in the bass (Eb-Ab is used instead of G-Ab to retain the Eb
pedal point).
Ex. 4.4

Fuvd.
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The third phrase-unit (mm. 9-13, beat 1) continues the
upward semitone sequence in the right hand to F major. The
continuation of the sequence from Eb to F b to F is a harmonic
realization of the first 'x' gesture (chromatic ascent). The
F four-two chord that sounds at the beginning of measure 9 is.
the expected chord that did not sound on beat 3 of measure 6.
The third phrase-unit omits the ostinato and repeats the 'x'
and 'y' gestures instead.

The 'x' gesture in measure 9

begins a third away from the previous chord and not a tritone
away as did the others; it also has one whole step (F-G in
the upper voice) which marks the change from major triads to
diminished triads and changes the 'x' ambitus from a tritone
to a perfect fifth (recall that the previous 'x' gestures
were exclusively major triads ascending by semitone with a
tritone ambitus). Although the tritone is absent from the
'x' gesture's approach and ambitus, it now appears in the
chord structures.

The subtle inclusion of one whole step in

the top voice not only allows this 'x' gesture to retain the
tritone, but it also allows the gesture to end on an A
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diminished triad instead of an Ab major triad.
again avoids the tonic triad (as he did in the

Thus, Chopin
1

z' gesture of

mm. 6-7) and this 'x' gesture ends on the same fundamental as
it began (Ex. 4.5) .
Ex. 4.5

©

6^ -

TuWO (O P£DAL)

- e*

The harmonic rhythm of the 'y' gestures in this fourmeasure unit becomes slower (compare fundamentals of Ex. 4.5
with Exs. 4.1 and 4.4) and the fundamentals progress by fifth
and not by ascending semitones.

Because the last chord of

• y' gesture (Eb dominant—seventh) is beat one of measure 13/
and the remaining measures of the introduction (mm. 13-16)
are a continuation of this same dominant-seventh sonority,
there is an elision between the last two phrase-units of the
introduction (mm. 9-13, 13-16). Whereas the first two
phrase-units progressed from E b to F (Eb-Fb-F), the third and
fourth phrase-units progress from F back to Eb (F-Bb-Eb) . At
this point (mm. 13 ff.) there can be no doubt that Eb is the
dominant of Ab major because of the inclusion of the seventh
and the exclusion of any chromaticism.
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Ex. 4.6

©

a?"

It is the last phrase-unit which is most different.
Harmonically, measures 13-16 simply reiterate the dominantseventh sonority.

The right hand, however, has a repetitive

pattern which, in the uppermost pitches, express the
germ.

The rhythm of

1

z' gesture in this phrase-unit has an

important transformation:
accented.

z

the penultimate dissonance is now

Previously, in the context of the larger 'y'

gesture, the dissonant penultimate chord of 'z' was
unaccented (had a weak metric placement on the third beat);
now, the

1

z' gesture is expressed on every beat and the

dissonant pitch of 'z' is accented (on the beat and
agogically stressed).

The pitches and rhythm of the 'z1 germ

in this phrase anticipate the head of the main polonaise
theme ('a1', Ex. 4.6).

The left hand contour and rhythm

imitates the contour and rhythm of the first phrase.

The

last phrase of the introduction, then, combines the elements
of thefirnnricrestaltin its original shape (left hand) with
the 'z' germ as it is used in the main polonaise theme (right
hand).

The continuous sixteenth-note rhythm of the last
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phrase also serves as an extended rhythmic anacrusis to the
main polonaise theme reflecting the rhythmic function of the
'x' gesture.
The omission of the ostinato in the third phrase-unit
brings about a quasi-stretto of the 'x' and 'y' gestures.
Samson notes this as a "disturbance of the sequence of twobar units" that creates an increase in the introduction's
intensity .(109).3 The faster statements of the gestures in
the middle of the introduction is significant because it
creates a phrase-rhythm (4+4+2+2+4) that reflects the slowerto-faster rhythm of the Grundaestalt.

This passage has the

same effect as the introductory phrase-rhythm of the Op. 44
Polonaise which also reflected the rhythm of the
Grundaestalt. but it is accomplished with an opposite
rhythmic gesture (faster-to-slower).
Summary of the Overall Formal Structure
As in the previous chapter, the formal divisions of this
work are summarized before further investigation of the
Grundaestalt (refer to Figure 4.2 at the end of the chapter
for formal outlines).

Section 'A' (mm. 17 ff.) follows the

16 measure introduction, and contains the principal polonaise
theme, 'a1'.
A*3 major.

Section 'A' is a closed sixteen-measure form in

This section starts with two four-measure phrases

3Samson prefers to describe the introduction in two-bar
units (Samson 109).

89
using the 'a1' theme:

the first phrase modulates from Ab

major to Bb minor and the second phrase does the opposite
(returns to Ab) . A new theme, 'a2', begins in measure 25 and
is a two-measure unit that is repeated and then extended;
there is another emphasized arrival on B b minor in measures
29-30 of the 'a2, phrase-structure.

The final V-I cadence of

this sixteen-measure section actually occurs on beat one of
measure 33, eliding this section with the next.

Measures 33-

48 are a repetition of section 'A' with some changes in
scoring (i.e. octave doublings) and an ending that has been
modified to end on beat three of measure 48.

It is in this

latter setting that section 'A' returns two times (mm. 65-80,
155-171a).
Section 'B' begins in measure 49 and consists of four
four-measure phrases:

theme 'b1, is harmonized in the tonal

region of C and then in Eb; a new theme , 'b2', is then
harmonized in the tonal region of F minor and repeated.
Section 'A' returns at measure 65, thus the form is AABA to
this point.
There is a longer contrasting section, 'C' (mm. 81 ff.),
that begins with a four-measure introduction.
a new melody,

1

There follows

c1', -comprised of a four-measure head and

four-measure tail that is harmonized in E major (mm. 85-88,
89-92) . Theme 'c1, repeats at measure 93 but with a new tail
that reiterates a D# major chord which is V of G# minor
(enharmonic equivalent to the original tonic Ab), but the D#
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of measure 100 is reharmonized as the third of a B dominantseventh chord and thus leads back to E major.

This entire

section repeats (mm. 101-120 are a repetition of mm. 81-100)
but in the last tail (mm.. 117-120) the D#/Eb major chord
leads to a new retransitional passage.
The new retransitional passage is section 'D' (mm. 121154) and begins with two four-measure phrases (theme 'd1')
that are modulatory—the first phrase begins in D b major but
later cadences on F minor, C minor and finally E b major; the
second phrase is harmonized in F minor then C minor.
'D' continues with a new theme,

1

Section

d2', which is harmonized

twice in G minor as a four-measure phrase (mm. 129-132, 133136).

Theme 'd2, is then harmonized in Bb minor once as a

four-measure unit and once as a two-measure unit (mm. 137140, 141-142). When theme 'd2' is harmonized in F minor (mm.
143 ff.), there is a continuation of two-measure units
through bass and harmonic repetition until measure 151 when a
descending scale pattern leads back to the key of A b major.
Section 'A' returns one more time (mm. 155 ff.) with the
thicker texture of measures 33-48.
measure 171.

There is a coda at

All sections of the Op. 53 polonaise are

permeated with the gestures of the introduction.

The

analysis details the relationship between these sections and
the Grundaestalt:.
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Section 'A'
The polonaise proper begins with theme 'a1, which
evolves from the descending 'z' gesture.

The head of this

four-measure phrase begins with a single 'z' gesture that
reflects the rhythm of thefirundcrestalt( J7"3 J = long-shortlong of nrnndaestalt; refer to Ex. 4.7).
A

A

The top voice

,

.

reflects the 6-5 motion emphasized m the chromatic voiceleading of the original 'z' gesture. The 'a1, theme
continues with two repetitions of the head, ornamented with
anacruses and chromatic lower neighbors (Ex. 4.7).

The

anacruses to the ornamented 'z' gestures create an inversion
of the 1z+' contour, although the ambitus is a perfect
fourth, and not the tritone. The third head of this phrase
is extended by one beat (m. 19, beat 2), so each successive
statement of the head increases in length and composite
rhythm (Figure 4.1).
Figure 4.1
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Throughout the introduction the 1z1 gesture was
consistently a dissonant-to-consonant motion. The dissonant
element of

1

z' became accented by the end of the introduction

(as discussed in the previous section). The accented context
is persistently followed throughout the polonaise. The head
of the 'a1, theme initially forms a six-four harmony over the
bass (see analysis in Ex. 4.7), but the preceding context of
the 'z' gesture suggests that this gesture is perceived as an
accented dissonance with a downward

resolution.4

This

specific context influences our perception of harmonic rhythm
in 'a1'. The left hand octaves reiterate the tonic and
dominant pitches (Ab-Eb) . This bass motion can imply I-V-I or
simply an arpeggiation of I, but only tonic pitches accompany
the dominant basses until the end of measure 17. The
anacrusis at the end of measure 17 contains pitches for both
tonic and dominant harmonies, and it is only at this point
that the dominant harmony prevails because the listener has
been conditioned to hear accented dissonances. Accordingly,
the anacrusis would then be perceived as an inversion of the
'z' kernel; and the harmonic rhythm is trochaic ( <J J J ) as
in the original 'y' gesture. When perceived this way, the

refrain from using more specific nonharmonic terms
since the 'z' gesture is approached differently throughout
this work. I am concerned with the comprehensibility of the
gesture which is enhanced by the consistent accented context
in which it appears. I am not concerned about specific
labels such as appoggiatura, suspension, accented neighbor
tone, or retardation (in the case of an inversion).
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harmonic rhythm suggests that although the first eighth note
of measure 17 (subdominant pitches) does not form a separate
harmony from the tonic, the last eighth note of the measure
does so.

The apparent inconsistency of this analysis is

overbalanced by the contextual circumstances:

the 'a1' head

is preceded by a root position dominant harmony, thus the
anticipated resolution (supported by the A b bass) into
measure 17 is to the tonic.

The last eighth-note of measure

17 (the anacrusis to m. 18) is the only dominant bass which
has dominant pitches above it, and the V-I resolution across
the barline is already established (into m. 17 as well as in
preceding ' z' gestures). This analysis is also consistent in
that both nonharmonic sonorities are accented (as mentioned
above) and, therefore, may be perceived as nonharmonic sixfour sonorities.
/\ A
The persistent 1-5 bass of 'a1, remains the same for the
three statements of the head (mm. 17-19), but is altered as
the tail modulates to the supertonic.

This tail includes the

descending half step Gb-F (scale degrees 6-5 in Bb minor)
which anticipates the

1

z' of the second phrase (mm. 21-24),

and starts with a complete statement of 'z+1 in the soprano
(the bass would also represent an inversion of the 'z+'
contour; see Ex. 4.7) . The very end of the tail (marked
'tag') omits the melodic pitch C, so consists of only a
descending second ('z') and a descending third.

The tonal

motion to the supertonic reflects the ascending tonal motion
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of the introduction from E b to F.

The overall construction

of the 'a1' phrase, three-measure head and one-measure tail,
reflects the trochaic rhythm of the Grundcrestalt.
The second phrase begins as a transposition of 'a1' in
the tonal region of Bb minor but the head appears only twice
and there is a new tail (mm. 23-24) which consists of a
series of descending 'z' gestures.

The tail serves to return

the phrase back to the original key, Ab major.

The ' z1

gestures in this tail each begin as accented nonharmonic
tones which resolve down to the prevailing harmony. Not only
does this tail retain the 'z' nonharmonic characteristic, but
the delayed resolutions into the prevailing harmony (on the
last thirty-second pulse of each beat) reflects the trochaic
resolution of 'z' in 'a1' ( J7T5 ; Ex. 4.8a). Although the
vertical pitches on the beats (mm. 23-24) could be
interpreted as consonant, the above interpretation is based
upon the prevailing context:

the 'a1' phrases are saturated

with the accented, nonharmonic dissonance, thus our
perception of this passage is influenced by anticipation of
the same pattern; and the left hand pattern clearly outlines
one chord per beat. This interpretation also clarifies the
harmonic motion between beats 2 and 3 of measure 24: although this might appear at first to be a V-IV6
retrogression (Eb dominant chord not progressing to the
expected tonic chord but leading "back" instead to a D b
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subdominant chord—a pre-dominant chord), it is actually a Vvi deceptive progression (Eb dominant chord leading forward
to the tonic pitch, but resolving deceptively to the F minor
submediant chord--a tonic substitute).

The second 'a1,

phrase, therefore, lacks the tonal closure found in measure
20.

The accented, nonharmonic emphasis is expanded to

include the nonharmonic tones in the left hand as well when
the 'A' section repeats (Ex. 4.8b, mm. 39-40).
Ex. 4.8a

Ex. 4.8b
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In measure 25 an ascending melody, marked 'a2' (Ex.
4.9a), inverts the direction of the tail of 'a^1 and includes
inverted 'z' gestures.
that repeats (2+2).

The 'a21 melody is a two-measure unit

Although the nonharmonic tones of the

inverted 'z1 gestures are no longer on the beat (as they were
in 'a1'), they are still on the accented part of their
respective eighth-note locations.. The 1z1 gestures in
measures 2 6 and 28 of this phrase replicate the motion of
both outer voices of the original ' z' (Ex. 4.9b).

The

progression of fundamentals (G-A*3) replicates the progression
of fundamentals from the 'z' gesture between measures 6-7 (a
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progression of a semitone into the prevailing harmony).

An

enharmonic interpretation of the b°7 chord as a d°7 chord (df-ab-cb) would indicate a progression of fundamentals from B b
to A b .

This latter interpretation represents an ellipsis of

the dominant function (viio7/V to I) and is consistent with
Chopin's emphasis on supertonic function in the 'A' section.
Ex. 4.9a
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The 1z' gestures on beats 2 and 3 in Example 4.9b also
represent a rhythmic diminution of the 'a1' head.

This

rhythmic diminution is used repeatedly to emphasize an
arrival on the supertonic (Bb minor).

The placement of the

emphasized supertonic within the 'a2' phrase-structures
mirrors the location of the modulation to the supertonic in
the 'a1, phrase-structures:

both emphasize the supertonic at

the approximate center of an eight-measure unit.
The melodic contour of measures 29-30 outlines the sixfour position of the supertonic chord (Ex. 4.10).

Although
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there is no emphasized nonharmonic tone in this pattern,
Chopin's still uses the six-four position associated with the
'y' gesture. Chopin's repeated iv to i succession in measure
29 hints at the dissonant subdominant six-four to tonic of
•a1' (at the supertonic level, in the case of measure 29),
this time stated as explicit harmonies rather than
resolutions over a stationary bass.

However, the full

realization of this connection comes in a later closing
pattern.^
Ex. 4.10
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Following this supertonic arrival, an ascending Bb
melodic minor scale leads to a closing pattern (mm. 31-32) in
the tonic key (Ab) which cadences directly into a repetition
of 'A' (mm. 33 ff.).

Samson notes the origin of the

ascending scale as an expansion of the introduction's rising
scale (109) . Not only does it imitate the rising scale, but
the rhythmic function is the same:

^See discussion of measure 56.

longer value - shorter
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values as an anacrusis - slower values.

In this case, the

anacrusis leads to a closing pattern.
The closing pattern has similarities to the 'y' gesture:
it outlines a six-four triad with a neighbor tone, although
in this case it is a lower neighbor (Ex. 4.11).

The

direction of this closing pattern is not a replication of the
'y' gesture, but the closing pattern can be classified as an
"interversion".6

The penultimate measure of the 'A' section

(right hand) is the first measure (and only measure at this
point) to use the standard polonaise rhythm which was so
prevalent in Op. 44.
• 4.11
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The active left hand octaves of the 'A' section are
accompanied by a slower trochaic harmonic rhythm at the
beginning of each 'a1,

(discussed above), but the harmonic

rhythm increases at the end of each phrase.

The harmonic

rhythm is consistently faster in the second half of 'A'.

The

last four measures of the 'A' section, with the exception of
the measure with the ascending scale, have changing harmonies
every eighth note.

Although the harmonic rhythm of the

introduction became slower as the introduction progressed,
6

Reti term.
Terms").

See p. 4 in Chapter 1 ("Definition of

99
the slower-to-faster rhythm is characteristic of the
Grundaestalt.
The shorter length of the 'a2' theme (2 measures), when
compared to the length of the

1

a1' theme (4 measures), again

reflects the slower-to-faster rhythm of the Grundaestalt.
The overall structure of 'A' is also parallel to the overall
structure of the introduction:

two four-measure phrases, two

two-measure units followed by a four-measure extension.
The repetition of section 'A' (mm. 33-48) differs only
slightly from the first 'A' : there is an increase in texture
(melodies often doubled at the octave and the range moved up
an octave) and the closing measure is altered to conclude on
beat three rather than lead directly into the following
phrase (compare m. 48 with m. 32) . The final three melodic
tones imitate the contour of 'y' (Ex. 4.12).
Ex. 4.12
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Section 'B'
The first phrase of section 'B' utilizes the 'a1, rhythm
in diminution for two measures (compare with the right hand
of m. 29), then closes with the ornamented 'z' gestures (Ex.
4.13a) . The left hand pattern of measure 51 (marked with the
bracket) also imitates the ornamented 'z' gesture (note the

100
placement of the upper note on the beat after the two
sixteenth-note anacrusis).

The first phrase ends with a

linking passage which uses the 'x' rhythm (fast anacrusis)
and the 'x' rising chromatic gesture.
Ex. 4.13 a) 0
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The 'b1, theme starts with the accented nonharmonic
influence of 'z' and consideration of this influence reveals
a traditional harmonic progression.

Discounting the C pedal

point, the passage may be considered an ascending progression
of ' z' gestures (as shown in Ex. 4.13b).

Although the 'z'

gestures represent different scale degrees in the tonal
region of C, the ultimate goal of the inner 'z* voice is
A
scale degree 5 (G, m. 51) which is immediately preceded by
A
b

A

6-#4—the relative scale degrees of this diminished third
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were emphasized in the original

1

z' progression.

Hidden

within the dotted rhythm (diminuted) of 'a1, is a doubledotted rhythm expressing the 'z' kernel.

The progression of

fundamentals begins with a trochaic rhythm with the faster
motion in the middle of the phrase and slower at the end.
The harmonic rhythm of the 'b1, phrase, then, imitates the
rhythm of the Grundaestalt.
The second phrase of 'B' is like the first with the
exception that it is in a different tonal region (Eb instead
of C) and that it ends with the diminished 'a1' rhythm and
not the 'x' link.

The use of the 'a1, rhythm in the closing

measure of the second 'b1, phrase {m. 56) establishes a
connection with the cadential pattern of measure 29 (and m.
45) and realizes the harmonic connection with 'a1' that was
hinted at previously: measures 29 and 56 both use the
diminished 'a1, rhythm and suggest iv to i(I) resolutions
(Ex. 4.14); the closing measure of 'b1, also resembles the
resolving dissonance of the 'z' gesture, since the
subdominant harmony (or super tonic if the upper F is
considered part of the harmony) resolves over a tonic pedal
(Eb) which imitates the ' z' gesture at the head of 'a1'.
Ex. 4.14
(H)
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I

~
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The third phrase of 'B1, in the tonal region of F minor,
has a new melody ( 1

1

; Ex. 4.15a).

Theme ' b 2 , is accompanied

by a standard polonaise rhythm, resembles an inversion of the
'y' gesture at the head and resembles the ' z' at the tail.
The ' z 1 gestures represent the same motion to the dominant
emphasized in the Grundaestalt—the inverted 'y' contains
A A
A /\
/v A
scale degrees ,4-5, an inversion 'z' (4-5 instead of 6-5), and
AA
the tail represents scale degrees 6-5 in the prevailing
tonality.

The tail is repeated and is ornamented with

anacruses in a fashion similar to the ornamented
of themes 'b1, and 'a1' (Ex. 4.15b-c) .

1

z 1 gestures

The ornamented 'z'

gestures in 'b2' and 'b1' have the same metric placement.
A

Ex. 4.15
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The 'b2, phrase centers around the dominant (in the
tonal region of F minor) in which resolution is delayed by
means of repetition of ii®|-V; the seventh of the dominant
does not appear until the fourth measure and a resolution to
the tonic appears only on the final weak beat of this phrase
(Ex. 4.15a; in the repeated 'b1' phrase, the resolution never
comes because it modulates).

If the supertonic chord were

altered to include a B natural (instead of Bb), this phrase
would mirror the approach to the dominant chord in the
introduction (Ex. 4.15d). The trochaic harmonic rhythm that
began the previous themes is not present at the beginning of
theme 'b2, (m. 57), but is present for the rest of the phrase
(mm. 58-60).

However, the 'b1, melody projects the trochaic

rhythm missing from the harmonic rhythm of measure 57.
The last phrase of 'B' is another statement of 'b2'.
The melody is an octave higher, but the pitches, chord
progression and harmonic rhythm are identical to the first
'b2, phrase until the third beat of measure 63—Chopin
replaces the chords g®7-C7 with bb7-Bb7.

The B b fundamental

chord (mm. 63c-64a) is reinterpreted as the V7/V in the tonic
key of Ab.

The tail of -the second 'b2' phrase does not repeat

the 'z' gesture, but instead uses the 'x' ascending chromatic
gesture.

The last measure of this phrase modulates back to

A b major with an iambic harmonic rhythm, but Chopin's
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inclusion of the fast anacrusis scale retains the slower-tofaster rhythm of the Grundqestalt in the melody (Ex. 4.16).
Ex. 4.16
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The 'x' gestures between the statements of 'b1' and
after the last 'b2, utilize the same pitches (a chromatic
ascent from C to Eb) but in different contexts:

in measure

53 Eb is the tonic, whereas in measure 64 E b is the dominant
(recall that the original 'x' arrived on Eb, which was then a
dominant).
The overall tonal motion of the 'B' section is C-Eb-F.
This is a harmonic realization of the first bass motion in
the

1

b11 phrase (C-E-F; see Ex. 4.17) . It also represents a

retrograde of the contour of the final 'tag' of 'a1'.
(tT)
Ex. 4.17
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SectiQn 'C
The 'C' section begins with a two measures of rolled
chords followed by the ostinato that remains throughout the
entire section. Although the shift from Ab major to E major
(enharmonic flat submediant to Ab) is sudden, it is softened
by the common tone Abl-G#1 in the soprano voice. This
apparently distant tonal region has been prefigured in the
introduction:

as discussed earlier in this chapter, E could

be perceived as an enharmonic root of the "German" sevenfive-three (inverted six-five-three) sonority in measure 2,
and later E becomes the root (spelled Fb) of the principal
sonority of the second phrase of the introduction.
The bass ostinato pattern of the 'C' section outlines
A

A

scale degrees 1 to 5, a pattern that can be harmonized
equally well with either tonic or dominant, so Chopin is able
to harmonize theme 'c1' with both the tonic and dominant
without having to alter the ostinato (Ex. 4.18).

This

flexibility in harmonic interpretation of a bass pattern
mirrors that of the 'a1' bass, which used only the tonic and
dominant pitches.

In both cases, a dominant harmony is used

at the end of a trochaic progression. The trochaic rhythm
and delayed realization of the dominant potential are both
generated from the Grundcrestalt.
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Ex. 4.18
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Samson notes that the ostinato is suggesting the
introductory motive (from mm. 3-4; Samson 109).

Both the

repeating sixteenths and descent into the dominant pitch are
suggested by the ostinato of the introduction (relative to
the key, although the dominant function of E b in the
introduction is not immediately continued, as pointed out in
the beginning of this chapter).

Even the fact that the

ostinato of 'C' begins in the third measure of a four-measure
unit resembles the introduction.
The head-phrase of the 'C' section ('c1') resembles 'y':
it outlines a six-four triad with a neighboring tone (Ex.
4.19a).

The ordering of theme 'c^1 is an "interversion" of

'y', but is a retrogression of the 'A' closing pattern
(recall Ex. 4.11). As was the case with the 'A' closing
pattern, the 'c1, theme outlines a tonic; six-four chord.

The

second half of the 'c1' head-phrase continues to outline the
tonic triad, with the six-four position again prominent (Ex.
4.19a), and ends with another 'y' gesture, only this time the
contour closely resembles the opening 'y'. A later statement
of the 'c1, head-phrase (mm. 93-96) is slightly altered so
that the second measure also closely resembles the contour of
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'y' and confirms the affinity between 'y' and the beginning
of 'c1' (Ex. 4.19b).

The harmonic rhythm that starts the 'c1'

theme is also the trochaic rhythm of 'y' .
Ex. 4.19a

Ex. 4.19b
§Ie

The

1

c11 tail-phrase (mm. 89-92) still outlines the

tonic triad, but not the six-four position.

However, there

is a countermelody inserted in the middle voice in measure 92
that is from the 'y' gesture (Ex. 4.20).
Ex. 4.20

T
The final four-measure phrase-unit of the 'C' section
(before repetition) is a new tail-phrase to 'c1', and
prolongs the D# major triad (mm. 97-100) . Chopin breaks the
ostinato for only one beat in order to facilitate the
modulation (Ex. 4.21).

The ostinato in the last beat of

measure 96 changes to create an inverted augmented-sixth
sonority—this time the sonority is the "French" six-five
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(containing a diminished tenth since the inversion is not the
common "French" six-four-three).

Chopin uses the same

progression to modulate to D# as he did in the first ' z1
germ, only he respells the Eb of the introduction as D#.

The

D# chord is again approached as a dominant through an
"augmented-sixth" sonority (in this case the "French"). As
in measure 3 the diminished tenth is a typically dominant
preparation; therefore, D# is. better understood as V of G#
minor (enharmonic Ab) . This interpretation is reinforced by
the harmony since no dominant to D# appears until measure 99,
beat 3 (the 'c1, head-phrase established E as a tonic through
three V7-I progressions).
Ex. 4.21
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The melody of this new 'c1, tail-phrase is again an
arpeggiated six-four chord, beginning with the A# of measure
97.

In this case the arpeggiation extends upwards beyond the

octave, but does include the descending ' z' gesture at
A A
measures 98-99 (Ex. 4.22a) and represents 6-5 in relation to
D#.

Although the bass ostinato emphasizes root position

harmony (each beat starts with the root in the left hand),
the right hand syncopation in measure 98 temporarily accents
the six-four harmony on the last sixteenth-note pulses of the
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first two beats.

The tail of this phrase resembles the 'y'

contour; more specifically, this tail is an inversion of
'b2', shares the outer pitches of 'b2' (A# = Bb, E# = F) and
is a rhythmic diminution of 'b2' (Ex. 4.22b).
Ex. 4.22a

i

Ex. 4.22b ZU

m
Following the half cadence on D# major in measure 100,
Chopin reharmonizes the D# as the third of a B dominantseventh chord in order to return to E major:

the B

fundamental chord used to facilitate the modulation is bVI of
D# major, but is reinterpreted as V 7 of E major (Ex. 4.23) .
This reflects the I to kvi relationship used to first enter
'C (Ab to E) .
Ex. 4.23

•ZZLU
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After the arrival on E in measure 101, the "C1 section
repeats (mm. 101-120). The last measure does not lead back
to Ab major this time, but to D b major.

The tonic of the old

key (D# = Eb) becomes the supertonic of the new key.

While

the right hand remains on Eb (D# becomes Eb) , the left hand
proceeds to ascend by semitones (the 'x' germ).

Chopin uses

the rising 'x' gesture in the bass to facilitate the
transition into the new section (Ex. 4.24).
Ex. 4.24

TmmO. D* =• E*0
Rw D#:i:
The emphasized harmonies of Section 'C1, (E and D#)
represent the ' z' germ at the macrolevel—the emphasized
harmonies of 'C' are a harmonic realization of actual pitches
present in the original 'z' germ (inner voice Fb-Eb), thus are
A A
b
a realization of the scale degrees 6-5 in the principal
tonality of the polonaise.

Even the relative phrase lengths

of the emphasized harmonies resemble the trochaic realization
of the germ in the 'a1, melody (Ex. 4.25).
Ex. 4.25

(1 whole note = 4 measures)
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Section 'D'
Section 'D' starts with a theme ('d1') based upon an
inversion of 'y' in a fashion that is similar to theme 'b2'
(Ex. 4.26).

Paul Hamburger notes the "obvious cross-

reference" between these themes (Hamburger 102).

Hamburger's

examples stress the presence of the interval of a fourth, but
the fourth appears in a different context with these themes
(Ex. 4.26 marked "4th"; from Hamburger 102 'x' motive of his
Ex. 32).

However, the contour and harmonic progression of

each theme is similar.

The three-note heads of 'b2' and 'd1,

are placed in different metric contexts, but both descend a
perfect interval then ascend a second, and both use
supertonic harmony for the first two pitches, dominant
harmony for the third pitch (Ex. 4.26).

This similarity in

harmonization helps to make the connection between the themes
comprehensible.
Ex. 4.26
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As 'd1, continues, the head is reinterpreted using the
ornamented

1

z' rhythm (m. 122) which is in turn sequenced

down in measure 123 (Ex. 4.27a).

The contour of the
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sixteenth notes on beat one in measures 122-123 (upper voice)
also replicates the contour and nonharmonic-tone placement on
beat one of the 'a1' ornamented ' z' gesture. The tail of
this 'd1, phrase mirrors the rhythm, ornaments and contour of
theme 'a2' (Ex. 4.27b).

The substructure of this phrase—

three heads and one tail—mirrors the substructure of the
first 'a1' phrase.
Ex. 4.27a
a
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The second phrase of 'D* (mm. 125-128) starts a third
higher than the first phrase with the same theme ('d1'), but
repeats the ornamented 'z' gesture each beat of measure 127
instead of continuing the transposition of the first 'd1'.
Thus, the second phrase has only two heads.

The substructure

of the two 'd1, phrases simulates the substructures of the
two 'a1, phrases: head-head-head-tail followed by head-headtail .
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These first two phrases of 'D' are modulatory:

the

first phrase cadences in D b major, F minor, C minor, and E b
major (in the case of E b major there is only a V7-I cadence);
the second phrase cadences in F minor before ending on a half
cadence in C minor (m. 128).

The harmonic figuration around

the dominant in measure 128 bears some similarities to the
closing measure of 'b1, (m. 56), although the harmonic
contexts differ, the former being V, the latter I.

Both

passages have six-four harmonies resolving to a principal
pedal harmony with the changes occurring every eighth note
(Ex. 4.28) and both are expressions of the 'z' germ as stated
at the head of 'a1'.

This same harmonic expression of

1

z'

becomes the essential harmonic characteristic of the 'd2'
phrases.
Ex. 4.28
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The last eighth note of measure 128 marks, the beginning
of new thematic material (' d2') . Theme 'd2' consists of
continual sixteenths for the first three measures of the
phrase.

The opening contour resembles the inverted 'y' of

theme 'd1, filled in with sixteenth notes (Ex. 4.29a), but
'd2, represents different scale degrees and uses a different
rhythmic placement and harmonization of the inverted 'y'
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contour. Hamburger again notes the presence of the interval
of a fourth in this theme, but Hamburger does not
differentiate between perfect fourths and tritones in his
analysis ('x' in Ex. 4.29a marks the fourths from Hamburger
102, Ex. 32) . Although most intervals can be extracted from
a winding scale passage such as this, the interval of the
tritone does receive stress.

The first phrase emphasizes the

tritone because the initial descent of the melodic line is a
tritone.

This tritone descent is easily perceptible because

the outer pitches each have a significant location:

the D

receives agogic stress due to its syncopated start; the G#
marks the change in contour and is on the beat (Ex. 4.29b) .
There is a larger metric stress as well because each
successive phrase also starts with a tritone descent (without
the syncopation).
Ex. 4.29a

twve.PxTeo

1
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Ex. 4.29b

The tritone is part of the 'x' gesture—the chromatic
ascent of 'x' started a tritone below the upper voice of the
opening octaves. The function of E^ in the beginning was
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dominant, thus, the opening tritone movement (Eb-A-Eb) in the
context of Ab major represented a motion between the dominant
and the raised tonic. Each occurrence of the 'd2, tritone
with metric emphasis reflects the same relative motion (scale
A

A

degrees 5-#l) within the prevailing tonalities (G minor
twice, B b minor twice, then F minor) . Included in the first
measure of each 'd2' phrase is also the inverted 'z+'
contour. Although the inverted ' z+' of measure 129 ends with
a descending third (instead of the descending second), its
ambitus is still a diminished fifth.

The following two beats

(m. 130) are again interpretations of the ' z+' contour
(inverted and prime, respectively) without adherence to the
tritone ambitus. The next three 'd2' statements include the
inverted 'z+' kernel in its "correct" form (diminished fifth
ambitus; beat 3 of mm. 133, 137, 141) as well as other
expressions of the 'z+' kernel (Ex. 4.30).
EX. 4.30
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The first 'd2, phrase ends in measure 132 with an
A

A

a

A

oscillation between scale degrees 5 and 6 (both 6 and b6).
This expression of the ' z' germ reflects the same relative
scale degrees and a diminution of rhythm as used in the 'a1-1
head. However, the nonharmonic upper pitch of

1

z' is

unstressed here (on a weak portion of the eighth-note pulse),
in contrast to the usual accented context of 'z'. Measure
132" also includes the ascending *x' gesture. Indeed, each of
the first three 'b2' phrases ends with the rising 'x' gesture
(Ex. 4.30) . The 'x' gesture, therefore, is used to end
phrases in a similar fashion as it is used in section 'B'.
The 'd2, phrases all begin with the trochaic harmonic
rhythm of 'y' (J

J ) , but the harmonic motion of most of the

'd2, phrases is really static: the dominant and tonic sixfour chords are the principal chords which create dominant
pedals (in the relative tonality of each phrase). Thus,
there is a high degree of contrast between the two thematic
areas in section 'D': the *d11 phrase consists of a diatonic
melody with modulatory harmonies underneath (four different
cadences in the first phrase) while the 'd2' phrase consists
of a chromatic melody set with static harmony.
The harmonic progression of the 'd2, phrase is derived
from the Grundaestalt: a reduction of the 'd2' progression
shows the connection between the harmony of this theme and
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the 'z' germ (Ex. 4.31a).

By comparing the various six-four

contexts of the 'x' germ (Exs. 4.31a-d), it is evident that
the chords of resolution are not always the perceived tonic,
yet the analyses show the same intervallic relationship in
the progression of fundamentals.
Ex. 4.31
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The modulation at the end of the second 'd2, phrase (mm.
136-137) is very interesting.

The outer voices move

chromatically (the 'x' gesture, as stated above) and an
analysis of fundamentals shows the progression D-Eb-C-F (Ex.
4.32a) . The E b sonority may be perceived in two ways:

as a

dominant-seventh sonority with an E b root (as spelled), or as
an inverted augmented-sixth sonority (an enharmonic "German"
seven-five-three diminished third sonority).

The latter

perception is possible because this is a retrogression of the
•z' progression (in relation to the prevailing tonalities,
not pitches), although enharmonically spelled (Ex. 4.32b).
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The enharmonic interpretation suggests root movement by fifth
away from the D chord, while at the same time the actual Eb
spelling shows the root movement by third into the following
C 7 chord. Although a Roman numeral analysis of this measure
might be awkward, Sechter's enharmonic interpretation7 of
V7/Gr6 elucidates the connection with the Grundcrestalt, and
root analysis shows the strong root movement present within
the context of chromatic voice-leading.
Ex. 4.32a
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Ex. 4.32b
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The four-measure phrase-structure of section 'D' breaks
down at measure 141 (see Ex. 4.33a). The fourth 'd2, phrase
begins like the previous ones, but modulates after two
measures and the 'd2' theme restarts in the key of F minor
(m. 143).

At this point the diminished fifth head comes in

every measure (mm. 143-151), although twice it starts just
after beat one (mm. 145, 147).

The upper pitch of the

diminished fifth (C), which is the dominant pitch, receives

"7As explained on p. 16 and illustrated on pp. 83-84.
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emphasis through dynamic accents throughout measures 143-151.
Measure 143 also marks the beginning of a two-measure
repeating harmonic pattern (marked by the lower brackets in
Ex. 4.33a). Although measures 141-154 could be viewed as an
extended, asymmetrical fourteen-measure phrase-structure, it
is divided into two-measure subunits. The diminution of
space between the 'd2, themes in the end of section 'D' is
another representation of the slow-to-faster rhythms of the
Grundaestalt.
Ex. 4.33a
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At measure 151 the repetition of the descending
diminished fifth C-F# ends.

Instead, a four-measure unit

descends to the new tonic where section 'A' returns.

The

last emphasized descending diminished fifth is in measure 153
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between pitches Db-G, the tritone diatonic to the new tonic
Ab.

The last three measures (mm. 152-154) contain a stressed

pitch pattern (Ex. 4.33b, double stems): measure 152
A K

expresses the 'z' germ on the scale degrees 6-5, relative to
the key of F minor; measures 153-154 prepare the 'a1, rhythm
(compare with mm. 13-16 of the introduction) and is a
descending scale that begins as an inversion of the 'x'
chromatic motion. Although this descending gesture becomes
diatonic in measure 154, the 'x' gesture is still present in
the final phrase-structure, thus germ 'x' marks the end of
each 'd2' phrase structure (if one considers the last
fourteen measures as an extended structure).
As mentioned above, there is a high level of contrast
between the 'd1' and 'd2' themes.

Despite the contrasting

harmonic schemes between these themes, there is some harmonic
unity between these subsections. Measures 142-147 have
accented bass notes that reinforce the dominant pedals by
/\

A

A

A

stressing the scale degrees 1-7-6-5 in F minor.

These bass

notes are the same pitches that were tonicized in the first
'd1' phrase.

Also, the tonal regions of the 'd1, theme follow

the same pattern of tonal regions of the 'd2, theme,
especially when considering the eventual goal of Ab major (m.
155; Ex. 4.34); the

1

d11 tonalities change at a faster rate

than those in the 'd2, subsection.

Figure 4.1 shows the

tonal regions of the 'D' section as well as the emphasized
bass notes.
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Measure
Phrase
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b1

125
b1

Tonality

b
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129
b2

133
b2

137
b2

141
b2

143

g

g

bb

bb

f

c

F Eb D b C

Accented
Basses
Coda and Macrosecticns

In the coda, measures 171-181, two two-measure units
agogically stress the dominant:

the dominant harmony

receives a full measure (mm. 171, 173), the secondary
dominant-function chords (to V) receive two beats while the
tonic harmony receives only one beat (Ex. 4.35) .
x
Ex. 4.35
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Thus, the coda starts with an emphasis on Eb and
immediately confirms Eb as dominant in function as did the
introduction.

The Eb sonority is confirmed as the dominant

because it always has a seventh, and the implied augmented
six-five sonority (last eighth note of mm. 171 and 173) is in
a common position (downward bass resolution).

The bass

octaves in each two-measure unit move away from the tonic in
A A A
a chromatic descent with scale degrees 6-b6-5: this
chromatic motion is a retrogression of the harmonic motion of
the introduction (Eb-Fb-F) . The first four measures of the
coda also use a faster version of the anacrusis rhythm of 'x'
with the same metric placement (begins on the third eighth
note of the measure).
Measures 175-179 (first beat) reiterate the tonic using
the head of the 'a1, theme and 'a1, left hand pattern which
gives way to the 1C' section left hand ostinato.

The

accelerated use of the 'a1' head reflects the slower-tofaster rhythm of the Grundaestalt.

After reiterating the

tonic for several measures, Chopin interjects the mediant in
measures 179-180. The major mediant (C major) was emphasized
in the beginning of the first contrasting section (• B' ) / but
C major could also imply V of F minor, a tonal region that is
emphasized later in section 'B' as well as in section 'D'.
Chopin's emphasis on E to E b in the upper voice is also a
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reflection of the Eb-Fb(=E)-Eb emphasis of the introduction
which was more fully realized in the 'C' section as E to D#
(=Eb).

The uppermost voice in measures 179-180 is in the

exact register of the E b and F b emphasized in the introduction
(compare mm. 179-180 to mm. 1-5).
The overall structure of this polonaise is ternary.
After the introduction, the first macrocsection consists of
sections 'A', 'B' and the repetition of 'A'.

This

macrosection begins and ends clearly in the tonic Ab.

The

middle macrosection consists of sections 'C' and 'D'.

By

virtue of agogic stress, E major is the principal tonal
region.

The more modulatory section 'D' serves as a

retransition to the last macrosection which is again in the
tonic Ab and consists of section 'A' and the coda.
Summary
In summary, the opening phrase of the introduction
contains all of the material for the entire work in the
succinct form of:

the chromatic 'x', the six-four outline of

'y' which ended with the dissonant-to-consonant descending
second 'z'; and the slower-to-faster rhythm which was often
expressed as a trochaic rhythm.
Analysis shows that the overall tonal structure of this
work has been predicted in the introduction in the following
ways:

1) The first harmonic realization of 'x' in the

introduction, Eb to Fb, becomes the tonal centers for the
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middle section 'C' (spelled as E and D#); and 2) the
continuation of the introduction's harmonic motion, Eb-Fb-F,
a

a

also suggests the relative motion 1-2 (ED-F) which generates
the I-ii motion in section 'A'. Analysis also shows that the
tonal schemes of sections 'B' and 'D' are predicted in the
early stages of each section as follows:
1

1) the basses of

b1' predict the actual tonal regions of section 'B'; and 2)

the tonal regions of 'd1, predict the intervallic pattern of
modulation between the 'd2, phrases as well as the actual
pitches emphasized by the basses in the end of section 'D' .
Analysis shows the flexible role of scale degree 5 in
the accompaniment of themes 'a1' and ' c1', taking into
consideration the influence of the Grundaestalt. and showing
A

A

that the 1-5 basses of 'a1' and ' c1' generate a trochaic
harmonic rhythm that differs from the actual exchange between
/v

/V

5 and 1 (both scale degrees recur every beat in the
accompanimental patterns).
Analysis illustrates an overall ternary structure in
which phrases often end with or modulations are facilitated
by the gestures of the Grundaestalt as follows:

1) the 'x'

gesture connects sections 'B' to 'A', 'C' to 'D', and 'D' to
'A', and connects the 'b1, and 'd2, phrases; and 2) the
tritone duplicity of E/Bb from the introduction facilitates
the modulation between the E and D# tonal regions of section
'C' and between the 'd2, phrases at measure 136.
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Analysis shows that all thematic material is connected
to the Grundcrestalt as follows:

1) The ' z' gesture is

prevalent in 'a1', 'a2', 'b1', and 'b2'; 2) the 'y' gesture is
prevalent in themes ' b2', ' c1' and

1

d1' ; and 3) the

introductory tritone is prevalent in theme 1d2'.
Analysis shows that the rhythmic structure of the
Grundcrestalt generates the trochaic harmonic rhythm that
begins every major theme, the fast anacrusis scales, and the
slower-to-faster phrase-structures throughout this polonaise,
including the trochaic tonal realization of the 1z' kernel in
section 'C1.
No previous analysis connects the tonal structure of
this polonaise to the introduction.

Kallberg refers to the

chromaticism of section 'C', specifically the D#
tonicizations, as "parenthetical harmonic excursions" (271).
Samson simply notes the Chopin "abruptly shifts to [D#]
major" in section 'C' and "just as abruptly thwart[s]" the D#
potential to return to A b (109) . Since no previous analysis
relates the tonal regions or the various chromatic bridges to
introductory gestures, the current analysis gives new insight
into the delineation of the formal structure of this
polonaise.
A

Analysis showing the flexible role of scale degree 5 in
the 'a1' and 'c1, accompaniments is also unique.

Samson's

analysis refers to the 'a1' accompanimental pattern as V-I
progressions, and relates the 'c1, accompanimental pattern to
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the ostinato of the introduction (Samson 109), but does not
observe any similarity between the two.
Hamburger, Samson and Kallberg all acknowledge the
ternary structure of this polonaise and that the middle
section contains several contrasting themes. Weinstock
labels the sections (starting with the introduction:
ABCBCDEBCFGHI) and calls the structure "apt, cumulative, and
simple" but does not acknowledge any ternary form (268) .
Previous analyses do show some connection between
constrasting themes, but not consistently. Weinstock
suggests that theme 'a2' is derived from theme 'a1, (themes
'C' and 'B' for Weinstock), but does not attempt to explain
the connection (267).

Samson recognizes the six-four to

five-three formula of theme 'a1' but does not follow this
context throughout the piece (109).

Samson and Hamburger

both recognize the similarity between themes 'b2' and 'd1'
(Samson 201, Hamburger 102) but do not relate these themes to
the introduction. Whereas Hamburger's analysis shows the
connection through the interval of the fourth (in different
contexts; recall Ex. 4.26), my analysis shows connection
through direction (down a leap, up a step) and harmonic
progression (underlying the first three pitches) to account
for the varying metric contexts of the two themes. Weinstock
only refers to the 'd2, phrase-structures as a "passage of
semi-melodic runs" (268), but Samson makes thematic
connection with the interval of the fourth. Whereas Samson's
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analysis does not differentiate between perfect and augmented
fourths (102), ray analysis substantiates the tritone as the
principal unit because of metric and contour emphasis as well
A A
as the relative context of scale degrees (5—#1) which relate
this section to the 'x' tritone. Within the previous
literature, no previous analysis demonstrates delineation of
formal structure through gestures of the introduction.
Previous analyses have minimal rhythmic discussion.
Weinstock recognizes the 3+1 structure of theme 'a1' but does
not pursue this particular pattern throughout the piece
(267). Weinstock's analysis of phraseology includes measures
47-48 as part of "ten measures of episodic, fragmented
material" (267) even though those measures clearly close
section 'A' and new material begins in measure 49 (section
'B').

Samson's analysis suggests the connection between the

'A' section scales and the introductory material (109) but
does not focus on other rhythmic/phrase connections.
As demonstrated above, the sections and macrosections
are delineated by gestures of the Grundaestalt.

The current

analysis attempts a more thorough analysis of the
interrelationships between melody, harmony and rhythm and
offers new perspectives on these interrelationships.
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CHAPTER 5
POLONAISE-FANTASIE, OP. 61
The Grundaestalt and Introduction
The Polonaise-Fantasie. OP. 61. like the Op. 44 and Op.
53 polonaises, has an introduction which contains the basic
kernels for thematic and harmonic growth of the composition.
Of the last three polonaises, the Polonaise-Fantasie has the
most elusive form—Chopin combines elements of the ternarypolonaise with a freer structure associated with fantasies
and, thus, avoids the exact repetition and tonal closure of
sections common in the previous polonaises.

Perhaps because

of the complexity of this piece, the Polonaise-Fantasie has
received the most detailed analysis from music scholars—
Donald Payne (1971-72), Hamburger (1973) and William YaDeau
(1980) have shown thematic connections throughout this
composition, although each from a different perspective.
Despite these worthy analyses, it is still necessary for me
to detail all of the kernels as I see them, even if many have
already been "discovered", for the sake of comparison in my
larger topic:

the role of the Grundaestalt: in Chopin's last

three polonaises.
The first two measures of the Polonaise-Fantasie contain
several significant kernels (see Ex. 5.1).
129

The first kernel
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is a descending fourth in the melody; this kernel (labelled
'x') is harmonized i~bIII; this progression is sequenced down
a second creating a progression of ascending thirds and
descending fourths (Ab-Cb-Gb-Bbb; labelled 'r'). The
descending fourth uses an iambic rhythm ( JH. ) and is
accompanied by an iambic harmonic rhythm ( J J

) . The

second melodic kernel, labelled 'y', is an ascending second
followed by an upward leap into a descending second (Cb-Db-FbDh in m. 1, Bhh-Ch-Ehh-Dh in m. 2) .

In these motives of the introduction, the interval of
the second is prevalent both in the sequence of the 'x'
progression (a descending second) and in 'y' (an ascending
then descending second). In fact, Chopin seems to use the
second consistently in his motives. All of the last three
polonaises contain at least one descending second in the
Grundaestalt as well as a melodic motive using two seconds
separated by a larger interval (compare 'x' of Op. 44, Ex.
3.1, 1z+1 of Op. 53, Ex. 4.3a, with 'y' of Op. 61, Ex. 5.1).
In the case of Op. 61, the emphasized roots in the sequence,
C b and Bbb, represent scale degrees b3 and b2 relative to Ab
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major, whereas the emphasized soprano pitches, E b and Db,
^

A

represent scale degrees 5 and 4.
The melody in measure 3 starts as if the downward
sequence continues, but the F b in the melody is supported by
a D b fundamental and not by the expected Fb.

Instead, the

melodic line continues to descend until there is an upward
leap into a descending second (an interversion of 'y')l with
a dotted rhythm in the right hand, and another 'y' with a
triplet rhythm in the left hand (Ex. 5.2).
Ex. 5.2

0

^

D
There is a cadence on an Eb dominant-seventh chord (V7
of Ab, m. 5) using the 'x' germ, but there is no resolution
of the dominant—a descending semitone (G-Gb) in measure 6
removes the leading tone and leads directly to another
sequence of the opening measures.

The first phrase-unit,

then, has an interior structure of 1+1+3 (+1 ext.). At this
point, the perception of A b as the home tonality is weak,
despite the opening Ab chord and the half cadence in measure
5, because the chromatic sequence of measures 1-2 and the
dissolution of the leading tone in measure 6 avoid a V-I
tonicization of Ab.

The avoided cadence via b7 of measure 5

!Again, see p. 4 of Chapter 1 for a definition of this
Reti term.
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originates in the avoided leading tone of the Grundcrestalt—
Chopin moves away from the tonic via Ab-Gb in the lower
pitches of the right hand of measure 1 as well as the larger
motion between the soprano and bass of measures 1-2 .(marked
in Ex. 5.1).
Ex. 5.3a
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Measures 7-8 sequence the opening 'r' gesture the
interval of a fifth up, suggesting Eb minor. Measures 9-10
continue as a transposition of measures 3-4, but instead of
the expected half cadence in E b minor (which would have
occurred in m. 11), the Cb.bass (m. 10, last half beat) is
reharmonized as the root of a C b major-minor seventh chord,
which is the enharmonic augmented-sixth chord in the tonal
region of Eb. Measure 11 repeats measure 10, but in the last
eighth-note Chopin reinterprets the C b major-minor seventh
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chord as the dominant-seventh in the region of E major (Ex.
5.3a).

The C b (which becomes enharmonically spelled as B in

m. 12) is extended through repetition of the 'y' interversion
and 'y' triplet. Chopin gradually combines the dotted
rhythm, 'y' gem, triplet and 'x' germ in the right hand to
form a pattern which is imitated between the hands (Ex. 5.3b,
marked with brackets).
The Cb/B pedal point continues until measure 17.
Although the tonal region of measures 12-17 is E major, there
is no strong confirmation—there is no resolution of dominant
chords into a root position tonic.

The B pedal point keeps

the E sonority in six-four position. Most of this passage,
then, could be represented with a B fundamental (recall Ex.
5.3b). The only real resolution is at the beginning of
measure 17, but the E tonic resolution lasts only one beat
and the progression returns to a B bass (G# minor chord in
first inversion). Chopin cleverly elides this phrasestructure by changing fundamentals under the G# of measure
17—the concluding E fundamental becomes the starting G#
fundamental for an extension which is in the home tonality.
There is a V7-i cadence in the tonic key (spelled as G#
minor) in measures 18-19, followed by a two-measure unit
concluding with a half cadence (beat 1 of m. 22; see analysis
in Ex. 5.3b), followed by a two-measure link to the first
theme of the polonaise proper.

The main diversion of the

introduction, then, was to the fundamental B.

Thus, the
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overall harmonic motion of the introduction (Ab-B-G#=Ab) is a
realization of the I-bIII gesture.
The bracketed melodies in Example 5.3b appear twice at
the level of. E major and twice at the level of G# minor--two
important tonal levels of this piece.

The repeated melodic

pattern also anticipates the first theme of the PolonaiseFantasie proper, but only the second statement of the pattern
(beginning in m. 15 in the left hand) includes the interval
of the sixth (marked *) . The ascending-sixth gesture
connects several of the themes throughout the PolonaiseFantasie, yet none of the theorists mentioned above
specifically addressed this interval. Although the sixth
only appears once in the passage of Example 5.3b, it is not
the first appearance of the interval—the opening
arpeggiation of the 'y' gesture contains a decorated sixth
(Ex. 5.4a) and the end of the first six-measure unit is
connected to the following phrase-unit by a sixth (Ex. 5.4b).
The harmonic sequence also suggests a sixth. As stated
earlier, the opening measure is sequenced down a step, then
later measures 1-2 are sequenced a fifth higher.

The

progression of basses with the fermati includes the interval
of the sixth (Ex. 5.4c) . The interval of the sixth is also
present if the anacruses to the fermati are used as the
structural landmarks (Ab-Gb-Eb-Db) . 2 The perception of the
^YaDeau notes a stepwise bass descent (A^-G^-F^-E13) in
the first five measures (YaDeau 127), which is certainly
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sixth as the connection between the harmonic sequences is
enhanced by the melodic link between measures 6-7, mentioned
above. The interval of the sixth is referred to as the 'z'
gesture.
Ex. 5.4

©

Summary of Overall Formal Structure
Following the format of the previous two chapters, I
briefly outline the structural divisions of this work before
proceeding to the next section.

A graph of the formal

structure of the Polonaise-Fantasie can be found at the end
of this chapter (Figure 5.6).

The form of the Polonaise-

Fantasie is a compound-ternary structure, but does not repeat
sections verbatim as did Op. 44 and Op. 53.

For the sake of

present at some level, but Chopin's harmonic emphasis
supports the progression in Example 5.4b: the basses of
Example 5.4b all receive significant agogic emphasis through
the use of fermati and arpeggiated figuration; the basses are
all roots of their respective harmonies and are in the same
metric locations (note that the F b of mm. 3-4 is not a root
nor in the same metric location as the other basses of
YaDeau's progression, which would affect the perception of
this progression).
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clarity in the labelling of sections, I use large case Roman
numerals to represent the macrosections (I, II, III) , large
case letters to represent the subsections, and superscript
numerals along with the large case letters to indicate
subsequent related subsections (e.g. A, A1).
The first macrosection, 'I', begins in measure 22 and
presents the principal theme ('a1') and key (Ab major).
section is subdivided into three subsections:

This

'A' (mm. 22-

66), 'B' (mm. 66-94), and 'A1, (mm. 94-116, with a modulating
extension to m. 148).

Subsection 'A' states the principal

motive four times, alternating between the tonal regions of
A b major and Bb minor and receives tonal closure at measure 66
(in Ab) . The paired 'a1' phrases are separated by an extended
phrase-structure ('a^'). The next subsection, 'B' (mm. 6694) is dominated by repeating rhythmic figures in both hands
(theme 'b1') and is modulatory.

Subsection 'A1, (mm. 94 ff.)

restates the 'a1, motive four times (in the areas of Eb major,
D b major, Ab minor and Bb minor) and lacks closure in the
original key.

Instead, the last statement of the 'a1' elides

into a modulating passage that presents yet another theme
('a4', mm. 116 ff.) and contains much melodic figuration.
This final subsection serves as a transition to the middle
macrosection.
Macrosection 'II' (mm. 148 ff.) is in the key of B major
and is marked by a tempo change:

piu lento. After a chorda 1

introduction (mm. 148-152), there follows subsection 'C' with
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A

A

theme ' c1' that oscillates between scale degrees 5 and 6 (F#
and G#).

This subsection modulates to A# major, returns to B

major but instead of cadencing in B major, 'c^' modulates and
ends with an apparent dominant preparation in the region of E
minor (m. 180).

However, E minor is never realized and the

new subsection ('D') begins in the region of G# minor (mm.
182 ff.). Measure 181 serves as a link to the new theme
('d1').

In a fashion similar to-theme 'a4', theme 'd1'

modulates and contains much melodic figuration.

Subsection

'D' modulates from the region of G# minor to the relative
major, B. An extended cadence closes macrosection '11' in B
major.
The final macrosection ('III') is marked by the thematic
return of the introduction at measure 214 and theme 'd1' at
measure 216. Measure 214-242 are modulatory and the tonal
return does not come until measure 242 with the return of
theme 'a1'.

There are two statements of 'a1' that follow the

key scheme of subsection 'A' (Ab major for four measures, B b
minor for four measures), but the second 'a1' phrase avoids
tonal closure and leads to a modulatory four-measure phrase
(mm. 250-253) that starts in B major.

Theme 'c1' returns at

measure 254 in the tonic key (Ab). A final passage (mm. 268- •
288) is cadential with tonic and dominant pedals, thus serves
as a coda.
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As was the case with the previous chapters, the analysis
details the relationships between these sections and the
Grundcrestalt.
Section 'I':

Subsection 'A'

The gradual transformation of opening gestures into a
melodic figure that anticipates theme 'a1' was discussed
above.

Example 5.5 shows theme 'a1' with the individual

kernels labelled—compare Example 5.5 with Example 5.3.

The

beginning of theme 'a1' oscillates between the second and
third scale degree.

In my analysis this oscillating second

is labelled 's'. The interval of a second is an essential
part of the 'y' gesture.3

As demonstrated above, the opening

harmonic sequence emphasizes the descending second 3-2.
Ex. 5.5
I—

s

bVtV6
^The second plays a primary role in the analyses of both
YaDeau and Hamburger and they both trace the development of
the second throughout the Polonaise-Fantasie. YaDeau
considers the second an "essential melodic motion" (YaDeau
138) . For Hamburger the second is a "germinal motif" and
specifically denotes "a preoccupation with the second and
third degrees of the scale at the expense of the tonic"
(Hamburger 108)—he also considers the interval of the second
as part of a three-note unit (i.e. a descending third) and
Hamburger differentiates between the original motif and its
inversion and retrogression in his analysis. As demonstrated
above, the "preoccupation" of the mediant and supertonic
scale degrees discussed by Hamburger is present in the
introduction.
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The first phrase of the 'a1, theme, although clearly in
the home key of Ab major, does not agogically or metrically
stress the tonic until the final measure of the phrase (see
analysis Ex. 5.5).

There is an implied V-I resolution on the

fifth eighth-note of measure 24 but the suspended D b in the
accompaniment and the brevity of the tonic pitch in the bass
mitigate any feeling of resolution.

In measure 25, in the

same position, is another implied tonic—again Chopin avoids
a strong V-I resolution by preceding the third beat with an
implied tonic six-four and incomplete dominant harmony.

The

avoidance of dominant-to-tonic resolution was characteristic
also of the introduction. Chopin modulates to the supertonic
, A

by lowering the leading tone m

the bass—scale degree e 7

received prominence in the introduction as a fundamental in
the 'r' sequence.

The context here is that of c6 in the new

region of Bb minor.
The 'x' gesture ends the first 'a1, phrase and the 'z'
gesture (between the principal melodic notes mm. 27-28)
connects the first two 'a1, phrases (Ex. 5.6).

The

intertwining of the 'x', ' z' and 's' germs elides the phrases
so that the Eb in measure 27 can be perceived as the end of
the first phrase or the anacrusis to the second.

In the

introduction, the 'x' germ was heard as the end of of melodic
units (mm. 5, 15, 17, 21), thus the 'x* gesture in the 'a1'
phrase could be perceived as the end.

However, with the
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inclusion of G b in the left hand, the last beat of measure 27
is the harmonic beginning of the second phrase and Chopin
includes the E b within the phrase markings of the second 'a1,
phrase for each pair (as found in the Henle Urtext edition,
mm. 27, 47) . 4 The elision of the 'x\ ' z' and 's' germs
blurs the perception of smaller phrase-units, creating a
continuum of melodic motion.

The melodic continuum is an

essential feature of the Polonaise-Fantasie and is a typical
feature of a fantasy.
Ex. 5.6
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The second four-measure 'a1' phrase (mm. 28-31) is a
sequence up to the key of the supertonic, B b minor.

Again,

Chopin avoids tonal closure until the final measure of this
phrase (m. 31) . A return to the tonic A b marks the beginning
of the next phrase structure. Although there are other
tonalities suggested before the return to the 'a1, phrases,
the opening harmonic motion (mm. 24-33) of the 'A1 section is
Ab-Bb-Ab.

Although the motion Ab-Bb-Ab may appear to reflect

the oscillating 's' germ, the association would be forced:
the stepwise sequence throughout the Polonaise-Fantasie does

^Editions vary with the 1 a^' phrases mm. 24-31. In some
editions, the E*3 of m. 27 is included in the legato marking
for the first phrase.
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not consistently oscillate as does the 's' thematic gesture;
the same sequence was used in the 'a1, theme of Op. 53.
Chopin's use of the stepwise sequence, then, can be viewed as
a common vehicle for modulation.
Ex. 5.7

Ex. 5.8
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The two 'a1, phrases are followed by a twelve-measure

unit (mm. 32-43). A transformation of the 'y' gesture,
closely corresponding to the tail of 'a1', begins this unit
(marked 'a2, in Example 5.7). Although the 'y' gesture is
harmonized by an Eb dominant-seventh chord, no resolution to
an A b fundamental occurs.

Instead, the 'y' gesture is

sequenced down the interval of a third in measure 33.

Chopin

briefly suggests C minor (mm. 34-35) but avoids a strong V-i
resolution (which nearly occurs in m. 35) by
subdominant six-four harmony on beat two.

interjecting a

Theme 'a2, begins

again in measure 36, but Chopin now completely avoids any V-I
resolution for the rest of the phrase-structure.5

The 'y'

germ is also present in the agogically stressed pitches
^Samson demonstrates "spontaneous unfolding" in this
passage, particularly with Chopin's use of the descending
second in conjunction with the rhythm [
] (see Samson's
Ex. 63, p. 205).
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between measures 37-40 as well as the 'y' rhythm (with the
triplet ,n3JT]J ) a n d expanded contour in the left hand in
measures 38-39 (Ex. 5.8).
The first three phrase-structures of the 'A' subsection
(4+4+12) imitate the proportions of the division within the
first phrase-structure of the introduction (1+1+3). The
return of 'a1' in measure 44 creates a ternary organization
to subsection 'A' with divisions as follows: mm. 24-31 are
paired 'a1' phrases, the second of which modulates; mm. 32-43
are retransitional; mm. 44-63 repeat the paired 'a^' phrases
with extensions.
Ex. 5.9

bb: T

When the 'a1' phrases return (mm. 44 ff.), the final V7I cadence is avoided by prolonging the E b pedal so that the
bass resolution to Ab on beat 3 (m. 47) appears only over a
sustained dominant.

The second 'a1' phrase is in the tonal

region of Bb minor, but the Eb pedal remains. There are other
differences in the second phrase as well:

the third measure

(m. 50) omits the dotted rhythm of beat three (compare with
m. 30), and the phrase dissolves into an extension which
evolves from the tail of the extended 'y' gesture (Ex. 5.9).
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Although there is no tonal closure in the key of Bb minor, an
analysis of fundamentals shows a progression of fifths.
The extension beginning in measure 51 continues until
measure 56, at which point a new syncopated theme ('a3', Ex.
5.10) leads to the closing cadence of the 'A' section.
'a3' has some connection with the 'x' germ:

Theme

the disjunctive

leaping down and up is similar to the motion of the 'x' germ
as used in measure 5 (although in mm. 56—59 the intervals are
not confined to the perfect fourth, but include also the
perfect fifth, diminished fifth and augmented fourth); 'a3'
is at the close of subsection 'A' and most 'x' germs were
used at the end of phrases; 'a3, stresses weak portions of
beats through syncopation, and the iambic 'x' germ stressed
off-beats or weak beats (

or J J ) .

Ex. 5.10

The chromatic harmony that accompanies theme
be awkward to analyze with Roman numerals.
outer voices descend chromatically,^

1

a3' would

Although the

analysis of

fundamentals shows harmonic connection, via enharmonic
interpretation, predominately by fifth.

The reduction in

Example 5.11 shows the spelled chords and the enharmonically
6

YaDeau notes that this passage is a descending
chromatic progression (see YaDeau 151 and 171, fig. 22)
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equivalent fundamentals to show the progression of
fundamentals by semitones and fifths.7
Ex. 5.11
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Theme 'a31 is followed by a descending line whose rhythm
<o
3
(-T1 ftt~m f~] ) imitates 'y' as used in measure 50 (J7U7lJ~l)
with the triplet replaced with sextuplets.

A prominent sixth

<'z1) appears in measure 61 before the half cadence (mm. 6263) .
Subsections 'A' and 'B' are connected with a two-measure
link (mm. 64-65) , employing an augmentation of the 'y' motive
and the final tonic resolution of the first subsection.8

The

augmented 'y' gesture matches the pitches of the 'y' in the
first phrase of 'a1' (Bb-C-Eb-Db) . Overlapping this is
another version of 'y':

the melodic pitches beginning at

measure 65 (Eb-Db-G-Ab) form an inversion of the 'y' contour
(Ex. 5.12).
Ex. 5.12
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^Recall that any dominant-seventh has an enharmonic
equivalent augmented-sixth chord with a fundamental a tritone
apart (see Chapter 1, p. 13).
8
YaDeau gives a similar explanation, noting the final 2A
1 resolution of the 'A' theme (YaDeau 141).
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Subsection 'B'
The 'B' subsection has repeating sixteenth-note rhythmic
patterns throughout (theme 'b1') and can be divided into
three phrase-structures beginning in measures 66, 72 and 80,
respectively. All of these phrase-structures begin with the
same rhythmic pattern, begin at a different tonal level, have
a prominent ' z' gesture at the beginning, and are linked with
the 's' gesture. The distance between the beginnings of
these phrase-structures becomes successively longer (6+8+12).
Although the intervals of the right hand pattern vary in each
'b1' phrase, the 'z' gesture is located at the head of each
passage (Ex. 5.13a, mm. 66, 72-73, 80).

The oscillating

seconds appear in the end of each 'b2' phrase-structure (mm.
70-71, 76-78, 88-90) and serve as links to the following
phrase-structures (Ex. 5.13b). The third 'b1, phrasestructure, in addition, has an interior extension created by
sequencing the 'b1' head (originally in E) to the tonal
regions of F# and G# minor.
Subsection 'B' begins clearly in the home key of Ab
major.

In contrast to the 'a1, theme, the 'b11 theme

agogically and metrically stresses the tonic harmony (Ex.
5.13a).

The first 'b1, phrase is sequenced down a sixth to

the level of C (mm. 72 ff.) . The C harmony also receives
immediate agogic and metric stress.

The second 'b1' phrase,
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Ex. 5.13b

Ex. 5.13a
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however, lacks a V7-I progression (m. 67 is I V, whereas m.
73 is I iv; see analysis of Ex. 5.13a).

Indeed, the

fundamental C becomes the root of a dominant-seventh sonority
(mm. 76-79) which Chopin reinterprets enharmonically—the
resolution of the C fundamental is not a dominant-to-tonic
resolution, but an enharmonic augmented-sixth into the tonic
six-four of the new region (E major, Ex. 5.14). Chopin's
enharmonic use .of the C dominant-seventh sonority is
especially significant because the second *b1' phrasestructure is the only phrase-structure in subsection 'B' that
avoids tonicization via V7-I--when a dominant-seventh
sonority finally comes (m. 76), a resolution to F might be
expected in keeping with the repetitive resolution by fifth
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of the dominant-seventh sonority in the first phrasestructure. The enharmonic resolution accentuates,
harmonically, the arrival on the B bass.

The arrival is

significant because it is the only 'b1' statement which
begins on a six-four harmony; even the sequences on F# and
G#, that follow, begin with root position harmony. Chopin's
accentuation of B in the bass expresses the gesture I-bIII
(Ab-Cb, via C), at least at some level, in the 'B* subsection.
Expression of I-bIII by way of an E six-four harmony (via
prominent basses) recalls the same expression of bIII in the
introduction (recall also that prominent basses expressed
gestures frequently in Op. 44).
Ex. 5.14
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The 'B' subsection also ends with dominant-function
sonorities that have two functions.

After the last 'b1'

statement at the level of G# minor, there is a deceptive
resolution of the dominant in measures 87-88 (D# fundamental
to E fundamental, V-VI) . The chord of resolution, an E
dominant four-two chord, is replaced by a G# diminishedseventh chord in measure 91.

The dominant-function harmonies

of measures 88-91 can be represented by the same fundamental
(Ex. 5.15a). The analysis of Ex. 5.15a shows a tritone
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resolution (E fundamental to B b fundamental) , but the
enharmonic potential of the dominant-seventh and diminishedseventh chords serves to anticipate the Bb dominant-seventh
of measure 92 (Ex. 5.15b).
tV
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Subsection 'A1'
The 'a1' theme returns in measure 94 at the level of Eb,
but is preceded by two measures of dominant preparation (mm.
92-93) with an ascending scale that ends with the 'y' gesture
(G-Ab-C-Bb, m. 93).

This two-measure passage links the

adjacent subsections—measure 92 can be perceived as the
start of the new subsection ('A1') since the triplet
accompaniment is new and the dominant of the new key is
firmly established, yet the continuation of sixteenth-note
rhythm in the right hand can be perceived as the final
extension of subsection 'B'. There is, therefore, an overlap
of rhythms. Again, Chopin cleverly melds the boundaries
between these subsections in the same fashion as he
intertwined the phrases in the 'A' subsection.
In subsection 'A1', theme 'a1, is accompanied with
triplets and is in the tonal region of the dominant (Eb
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major) . The first 'a1' phrase also ends differently—an
ascending sixteenth-note scale (immitating the scale of mm.
92-93) replaces the 'x' gesture, and the final chord is
V7/IV, thus Chopin avoids tonal closure again.

If the

pattern of the previous 'A' subsection had been followed, the
second phrase of 'A1' would have begun on beat one of measure
98 in the key of F minor. However, the ascending scale
crosses over into measure 98, the opening half note of the
second 'a1' phrase is omitted and begins in the key of D b
major.

The scale ends on Eb (m. 98, again with an embedded

'y' gesture), the note that would have been the starting note
for the second phrase (although in a different register), so
the scale serves as both end and beginning.

The downward

step sequence yields D b as the prevailing tonal center here.
Chopin's alterations here serve to elide the two 'a1' phrases
as they elide in subsection 'A' with the dual perception of
the 'x' germ (discussed above).
The second 'a1, phrase (mm. 98 ff.) appears to end with
a deceptive resolution of the dominant harmony (Ab
fundamental progresses upward to a Bb fundamental, Ex. 5.16ab) but an enharmonic interpretation shows a parallel
relationship to the harmonic succession between measures 5051 that ended the fourth 'a1, phrase of subsection 'A' (Ex.
5.16c). The 'x' descending fourth is missing again from the
'a1, phrase, but the iambic rhythm of the original 'x' germ
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appears in measure 102 (Ex. 5.16a). Therefore, the soprano
still utilizes some element of the 'x' germ.
Ex. 5.16
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An extra entry of 'a ' appears in the tenor of measure
1

102 at the level of G b (see circled pitches of Ex. 5.16a).
Although the harmony suggests Gb, any cadence is avoided.
Instead, the 'y' tail is fragmented and adjusted to the
region of Ab minor (mm. 105-106) . Chopin consistently uses
/v A
the 'y' gesture between scale degrees 5-2 in theme 'a1'.

The

tonal adjustment leads to the return of the 'a1, in the tonic
key (Ab) .
At measure 108 the two 'a1, phrases return, following
the tonal scheme of section 'A' with the exception of the
modality of the first phrase--the keys' are A b minor and B b
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minor.

The last 'a1, phrase of subsection 'A1' lacks tonal

closure—mm. 114-115 repeat the 'y' tail and serve as a link
to the modulating extension that begins in m. 116.(Ex. 5.17) .
Although the overall tonal scheme of 'A1, differs from 'A',
the thematic structure is similar: both sections are
outlined by paired statements of 'a1'; both paired statements
of 'a1' are sequenced by step; both sections have paired
statements of 'a1' separated by material that develops the
'y' triplet gesture.
Ex
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Modulating Extension
The last 'a1' phrase of subsection 'A1' leads directly
to a new theme, 'a4'.

There are subtle connections between

'a4' and theme 'a1':

both themes have an accelerating rhythm

(longer note values to shorter values) except 'a4' does it in
just two measures; the skeletal contour of 'a4' (mm. 116-117)
roughly resembles the contour of the second measure of 'a1'
^

,

.

*

and there is again an emphasis on scale degree 2 (Ex. 5.18a).
The 'a4, phrase begins with a two-measure head that is
subsequently reinterpreted.

The second head (mm. 118-119)

imitates the rhythm of the first (mm. 116-117), but starts a
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third higher—both two-measure heads descend to scale degree
A

2 and end with an agogic stress on the second beat, a
rhythmic gesture from the 'x' kernel.

The sixteenth-note

pattern of the second two-measure head (m. 119) differs from
the first but closely matches the skeletal contour of
measures 116-117 (Ex. 5.18b).
Ex. 5.18a
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The first phrase-structure of this subsection begins
with the 2+2 head and ends with the V-I cadence into measure
124.

Chopin avoids any other tonal closure: measures 124-

127 seem to modulate to G minor but end in a deceptive
cadence; a modulation to B minor and the extensive melodic
figuration (mm. 136 ff.) create a rather continuouslyextended phrase-structure. However, there is thematic
familiarity created by Chopin's development of the 'a4'
rhythmic acceleration—longer values followed by shorter
values.

Example 5.19 aligns points of agogic stress in this

developmental section. Note that all points of agogic
A

A

emphasis start on scale degrees 5 or 3 and descend, as was
the case in the 'a4' phrase. Also, the 'y' gesture is
embedded in many of the figurations (mm. 123, 126, 129, 138142) and the 'z' gesture is used prominently in several
locations (mm. 120-121, 134, 144-146). Although there is
rhythmic acceleration throughout, the phrase-structure
imitates the short-to-long rhythm of the Grundaestal t(created by the 2+2 head, early cadence, then extended
phrase-structure).
The last modulation of the 'a4, extension utilizes the
enharmonic quality of the diminished-seventh chord. After
briefly tonicizing G minor (m. 125, beat 3, to m. 127), a C#
diminished-seventh chord is extended for four measures.

The

C# harmony is immediately perceived as the dominant-function
to D because it is immediately preceded by a D sonority.
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However, the C# diminished-seventh chord resolves to B minor,
and thus serves as an enharmonic dominant-function to B (Ex.
5.20).
Ex. 5.20
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Once Chopin arrives on the new tonic (B minor triad, m.
132), the progression is direct, despite the chromaticism in
the melodic figuration, as can be seen in Figure 5.1.

Again,

there is no tonal closure until the resolution into measure
148, which begins the next section ('II').
Figure 5.1
mm. 132
i6

133

134

iv

V7

Section 'II':

135
V2/N

136
N6

137

138

145

147

viio7/V

i4

viio7/V- V 7

Introduction and Subsection 'C

Section 'II' (mm. 148 ff.) is in the key of B major.
This section realizes in a formal way the A b to C b (i-III)
gesture from the opening measure of the introduction.
Kallberg notes that in the sketch for the Polonaise-Fantasie,
Chopin originally outlined C major as the key of the central
sections (instead of the published B major) and the
introduction was initially sketched in C minor (279) . Thus
he states:
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Chopin therefore certainly did not begin the work on the
piece with the clear idea of anticipating its two
principal tonalities with the two very first chords of
the work. On the other hand, it is tempting to think
that one reason for his eventual decision to transpose
the middle sections was his realization of the latent
possibilities for large-scale harmonic implication
contained in the opening of the piece. (fn. 30, 179)
Since we cannot ever really discover Chopin's actual thinking
process, we cannot prove that Chopin initially conceived this
composition with that reflection in mind.

However, analysis

of several compositions can document that Chopin's
introductory material predicts later harmonic motion
consistently, whether or not the compositional process was
premeditated.
The first subsection of 'II', subsection 'C', begins
with a chorale-like introduction (mm. 148-152).

After

remaining on F# for five beats, the melody ascends a sixth
(to D).

There is an 's' gesture, again on the second and

third scale degrees, and a prominent descending sixth (Ex.
5.21). The extreme pitches of the melodic contour, F#-D#,
were immediately suggested by the 'z' gestures of measures
144-146.

This passage ends with a prominent fourth, but it

is only distantly connected with the 'x' gesture because it
is ascending, lacks the weak metric resolution associated
with the prominent 'x' gestures of 'a1' (from m. 27), and
this fourth is interrupted by another 'z' gesture created by
the grace notes.
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Ex. 5.21
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The end of the introductory chorale overlaps with the
beginning of an eighth-note accompaniment pattern containing
the 'y' gesture and leading to the principal theme, 'c1' (Ex.
5.22a) .

The ' c 1 ' theme starts with the 's' gesture.

Unlike

the use of the 's' gesture in the 'a1, theme, this 's'
A

A

A

A

ill

gesture emphasizes scale degrees 6-5, not 3-2.

Theme 'c

also has agogic stress on the second beat (mm. 153, 155, 160,
162, 170, 172) associated with the iambic rhythm of the 'x'
germ, and is dominated by a two-measure rhythmic pattern
(JJJJ_J)Ex. 5.22
b)
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The pitch C x serves as a pedal tone through the tonal
region of A# (mm. 160-167).

At first C x functions as the

neighboring sixth to the missing B# of the V 7 chords (beat 3
of mm. 161 and 163), but is reinterpreted as D in measure
167--the chromatic lower neighbor to D# (Ex. 5.22b).
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Subsection 'C' is continuous, but is demarcated bycadences and thematic repetition as follows:

the first

phrase, mm. 152-162, modulates to A# which is extended to m.
167; the second, mm. 168-180, begins in parallel construction
to the first (m. 168 is equivalent to m. 152), implies a
modulation to E minor but lacks a definitive cadence—m. 180
appears to prepare a dominant in the tonal region of E minor
(tonic six-four to a "German" diminished-third sonority)—so
there is no tonal closure.

The first and second phrases have

additional substructures as follows: mm. 152-153 and 168-169
are introductory (bass arpeggiation) and both phrases begin
with a two-measure head that is repeated.

A graph of the

phrase structures of subsection ' C' shows that the phrasestructures (and subdivisions) tend towards the shorter-tolonger pattern of the Grundaestalt (Figure 5.2).
Figure 5.2:

Subsection 'C1

Phrase

chorale

intro/c1 + A# prol. intro/c1

Length

4

10 (2+2+6) + 6

Tonal Region

B

-

-

A#

13 (2+2+7)
B

-

E

After the strong tonicization of B major in the
introductory chorale, the 'c1' accompanimental pattern avoids
A

A

a strong 5-1 bass in the tonal region of B (mm. 152-158, 167A

A

173)—only 1-5 is found between adjacent bass pitches in a
strong metric placement (mm. 153-154, 155-156, 169-170, 171172) . Likewise, the tonal region of E major (mm. 173-180)
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A

A

A

A

avoids strong 5-1 motion in adjacent pitches. However, 5-1
is present in adjacent bass pitches across the barline in the
tonal region of A# major (mm. 161-162, 163-164), which serves
to emphasize the tonal movement from B to A#. At the
macrolevel, the tonal regions represent a harmonic
realization, in the form of a melodic inversion, of the 's'
/\ A
gesture on the same scale degrees as theme 'a1'—b3-2 (in the
context of Ab major; Ex. 5.23).
TONAL fiC&lotfS ^ ^
Ex. 5.23
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The half-step sequence is also structurally significant
because it is parallel to the sequence in section 'C' of the
Op. 53 polonaise. In both cases, Chopin reserved the halfstep sequence for the middle sections in which there was
tonal expansion of the first chromatic gesture (kVT in Op.
53, bIII in Op. 61).
After the implied dominant preparation of measure 180,
the 'c1, phrase is left unfinished.
extension via a new theme,

1

Instead, there is an

d 1, . A prominent 'y' gesture
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(mm. 180-181)9 links subsection

'C'

with the following

extension (which is labelled subsection 'D').

The context of

the 'y' gesture differs from previous contexts:

1) this 'y'

gesture is not used within the context of a longer melody as
it was in subsection 'A'; 2) it is not used within a clear
harmonic context (it is unaccompanied and in between two
different regions—E minor and G# minor) ; 3) and it uses a
different rhythm. However, comprehension of this 'y' gesture
as a familiar melodic motion is aided by its isolation
because there are no simultaneous harmonic or melodic
activities that would affect perception of this gesture. The
different rhythmic context of this 'y' gesture serves to
anticipate the agogic stress on beat two that becomes
prominent in subsection 'D' (see Ex. 5.24).
Subsection 'D'
The first theme of the new subsection, theme 'd1', has
similarities to the previous theme 'a4'.

Hamburger states

the similarity this way:
The relation of E to C [= 'd1, to 'a4']... is that of
variation to theme, particularly if one considers... the
rhythmic contraction in both two-bar groups of both
antecedents, and the 'through-composed' lines of both
consequences. (108-109)
The rhythmic similarities discussed by Hamburger are
significant enough to connect the two themes perceptually.
9

YaDeau notes this statement as one of the "isolated
recurrences" that "appear to be unrelated to motive ^c's [my
'y'] usage in Theme A" (141).
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Hamburger's observation about rhythmic similarity between the
themes is also structurally significant as it refers to the
larger phrases, not just to the first phrase.
Besides the rhythmic connection mentioned above, theme
'd1' is closely tied with the piece's opening kernels:

it

starts with the 's' gesture, with emphasis on the second
scale degree, and proceeds to the ' z' gesture (Ex. 5.24).
Although the harmonization of 'd1' is "nearly opposite" of
theme 'a4',10 the harmonization is consistent with the
A

melodic goal—theme * d11 moves from scale degree 2 to scale
A

degree 5, the inversion of motion in theme 'a4' (as well as
the 'y' tail of theme 'a1').
Ex. 5.24

A1

Subsection 'D' is extended and lacks four-measure
articulations because Chopin avoids any strong V-I
resolutions (root position).

There are two large phrase-

structures articulated by cadences as follows: mm. 182-189,
ending on V of G# minor; and mm. 190-206, ending on I of B

l^Samson also notes that "the relationship is so close
that they may be labelled B 1 and B2" (201) . Kallberg, on the
other hand, argues that the themes are not related beyond
"similarities in rhythmic patterning" because the melodies
are asymmetrically distributed, have nearly opposite
harmonizations and "all motivic similarities seem forced"
(Kallberg fn. 36, 294-295).
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major—mm. 206-213 extend the final cadence.

The first

phrase-structure is delineated further by the repetition of
the two-measure 'd1, head.

The second phrase-structure is

subdivided by a V2-I6 resolution at the level of B (m. 195)
and is delineated further by the repeating rhythmic patterns-specifically, an anapestic rhythm with agogic stress on beat
two, followed by faster melodic figuration. The stress on
beat, two and following extensions are derived from 'x' of the
Grundcrestalt. Example 5.25 aligns points of agogic stress
which delineate the substructures.

Again, the 'y' gesture is

embedded in many of the sixteenth-note figurations (the
patterns beginning on the beat of m. 188 are also inversions
of the *y' contour). The head contours in the Example 5.25
substructures (mm. 186-187, 189-190, 192, 195-196) ascend
more often than those of Example 5.19--this is consistent
with Chopin's treatment of theme 'a4' since theme 'd1,
ascends.
Figure 5.3 shows the lengths of the phrases and
substructures At all levels, Chopin again favors the shortto-long structure of the Grundcrestalt.
Figure 5.3
Phrase-structures

182-189 (=8) - 190-206 ext->213 (=17+7)

Substructures (mm.)

182 184 186

Length

2+2+4

190
196
(190 192) (196 198)
6 +
(2+4)

11
(2+9)
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The first phrase-structure of 'D' is in the minor tonic,
G#, while the second is in B major (mm. 186 ff.) . This tonal
motion in the latter part of section 'II' represents another
tonal realization of the I-bIII gesture in relation to G#
minor.
Ex. 5.25
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In the last phrase unit with 'd1, (mm. 196 ff.), the
function of the agogically stressed pitch changes from a
harmonic pitch to a nonharmonic pitch (note that in mm. 196
and 198 the dotted quarter note resolves down by step to a
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harmonic tone; compare this usage with the previous context
in Ex. 5.25) . The D#-C# melodic motion of measure 196 is
extended from measures 199-205 as a trill--in the context of
the key of B, this represents the 's' gesture on scale
a *
degrees 3-2. The final cadential extension of the section
'II' (mm. 206-213) continues the 's' gesture (this time on
A A
scale degrees 4-3) with the accompaniment pattern of theme
'c1, .
Of all the sections so far, section 'II1 contains the
most references to the iambic rhythm of the 'x' germ in the
melodies (agogic stress on beat two): mm. 154, 156, 160,
162, 170, 172 (subsection 'C'); mm. 183, 185, 187, 190, 192,
196, 198, 206 (subsection 'D'). The increasing permeation of
the iambic rhythm serves to anticipate the return of the
iambic introduction.
Section 'III' Thematic Return:

Introduction and Theme 'd1'

The introductory quotation is truncated—it contains
only the first two-measure unit. The progression of
fundamentals, B-D-A-C, represents an exact transposition of
Ab-Cb-Gb-Bbb from measures 1-2. The interval of
transposition, a minor third up, is yet another expression of
I-bIII (i.e. Ab of m. 1 to B=Cb of m. 214).

The final chord,

C major, becomes the dominant to F minor (m. 216) and, thus,
serves as a harmonic transition to the next tonal region.
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The introductory quote does not lead to a return of
' a 11 , as one might expect, but to a return of the 'd1'
phrases, also in a truncated form. Only six measures of 'd1'
are restated and the transposition of the 'd1' theme
conveniently leads the the home tonality.

The tonal movement

from F minor to Ab is another realization of the I-bIII
gesture in relation to the tonal region F.
The return of 'd1, gives way to a transition when the
eighth notes are grouped by threes (mm. 222-225) and become
sextuplets (a tempo primo. mm. 226 ff.).

The transition

replaces the melodic figuration that originally followed the
'd1, theme in subsection 'D'. By truncating the restatement
of 'd1', Chopin delays a V-I confirmation of the A b tonality
until the return of theme 'a1'. Although strong V-I cadences
were avoided in the latter half of section 'II', there was a
V2-I6 progression (in B major) ten measures after the 'd1'
heads (mm. 194-195) . In place of this, theme 'd1, is
followed by sixteen measures of harmonic sequencing and
melodic figuration without any tonal confirmation.
The transitory passage between measures 226-242 is
divided into four-measure units:

the first two units start

with the 's' gesture and conclude with arpeggiation; the
third outlines descending seconds that are sequenced up and
concludes with an ascending scale; the fourth unit is an
ascending octatonic scale pattern (with the exception of the
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first beat in m. 239) .

The last scale pattern leads directly

to 'a 11 .
The transitory passage between themes ' d 1 , and 'a1'
again uses the enharmonic quality of the augmented-sixth
sonority.

At measure 226 the progression oscillates between

an augmented-sixth and tonic six-four chord (in the key of F
minor). H

In measure 227, the augmented-sixth sonority is

respelled as a dominant four-two sonority, but the initial
perception would probably be as an inversion of the previous
augmented-sixth sonorities.

The dominant sonority loses its

seventh (Cb) in measure 229 so D b does eventually become the
perceived root (Ex. 5.26).
Ex. 5.26
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The progression of mm. 226-229 is sequenced up a minor
third at measure 230.

The tonal regions suggested by these

two four-measure units are F minor and A b major (although no
dominant-to-tonic resolution ever confirms this), the same
tonal regions around theme 'd1, (section 'III'), which
H I n a cadential six-four chord, I am using the bass as
the fundamental, even though the resolution to the dominant
never occurs. Recall Sechter's indication of fundamentals in
Example 2.24.

166

represent the I-bIII gesture.

The dominant four-two sonority

in the second four-measure unit of this transition (mm. 230233, the dominant four-two begins in m. 231) never loses its
seventh but, instead, leads to a new dominant-function chord.
Example 5.27 demonstrates the enharmonic possibility for
initial perception. Chopin's chromaticism in the first part
of this transition is based upon enharmonic interpretation of
several sonorities.
Ex. 5.27
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As the transition continues, there is a new harmonic
sequence. The fundamentals for the new sequence show the
pattern of ascending perfect fourths and descending minor
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thirds. Although this pattern represents a relatively common
type of harmonic sequence, it is interesting to note that it
is an exact inversion of the original sequence ('r') of the
introduction (Ex. 5.28).

The harmonic sequence breaks down

in measure 236. Although the right and left hand patterns
are similar to the previous measures, the harmonic
progression is different—measure 236 projects only one
fundamental and measure 237 begins and ends on the same
fundamental (Bb) .
Ex. 5.29
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The following four-measure unit is an example that shows
where some of the early sources of the octatonic scale may be
found. A pattern of alternating half- and whole-steps begins
with the F# (m. 238), creating the octatonic pattern in
Example 5.29a. The scale pattern also outlines, on its
accented notes, D-F#~A-C-Eb (i.e. V of G minor, see Ex.
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5.29b), but the resolution to Eb (m. 242) is deceptive.
Since avoidance of V-I resolutions is characteristic of the
Grundcrestalt, it seems appropriate that Chopin returns to the
home tonality (Ab) through a deceptive resolution.
Harmonic Return:

Themes 'a1' and 'c1'

The return to theme

1

a1' marks the tonal return within

section 'III'. The 'a1' theme appears in the tonic key (Ab)
with the triplets of subsection 'A1' but with a textural
forte created by octaves in the left hand and triplet chords
in the right hand. The left hand pattern is more melodic
(more conjunct; not just arpeggiation of chord tones) than
the triplet pattern of 'A1' and small 's' gestures are
embedded (Ex. 5.30). The harmonization is altered to avoid
strong resolution of the dominant chord:

on the third beat

of m. 242 there is a clear V-I resolution without dissonance
(recall discussion of the implied tonic of m. 24); in m. 243
V resolves deceptively; in m. 244 ii®5 replaces V7 until the
last eight note of the measure.

The first four-measure

phrase ends with the 'x' germ in diminution and a harmonic
sequence.

The sequence is an inversion of the 'r' sequence

(Ex. 5.30). The harmonic rhythm is faster in this sequence
than in the previous inverted 'r' sequence of measures 234236 (recall Ex. 5.28).
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x

A^- TtT

X

X" v„~yv;vi

( 01 >A * N \A T l o tl J

-a:7 x,, t
rU»#o.
v
A
fe 6C^D B£ F
Cr wv^

The second four-measure phrase tonicizes the supertonic
(Bb minor) as in previous 'A' subsections:

mm. 246-248 are

an exact trasposition of mm. 242-244 to the region of B b
minor; this phrase-unit ends with another deceptive
resolution (VI is spelled enharmonically; Ex. 5.31).
Although the 'x' gesture is missing from the principal
melodic pitches, the trill of measure 249 begins on the lower
neighbor, E#, producing a perfect fourth between the pitches
A# and E#.

The iambic rhythm associated with the 'x' gesture

ends the second phrase.

Thus, the 'x' gesture appears at the

end of each 'a1, phrase.
Ex. 5.31 /£>>
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The tonal region of III makes a final, brief appearance
b

in measures 249-250.

The F# major chord of measure 249 (hvi

to B b minor) becomes the dominant to the tonal region B
major.

B major is never confirmed for there is no root

170
position B triad, but there is a tonic accent on the pitch B
in the soprano (marked * in Ex. 5.32) after another deceptive
resolution—this time to a G major triad (thus, V- b VI in B
major).
Ex. 5.32
(2^

FKWO
Measure 251 is a sequence of measure 250, and the
following two measures consist of a harmonic sequence that
leads to the return of theme

1

c 1 '.

The harmonic sequence

begins with fundamentals of only ascending perfect fourths,
but changes to once again represent an inversion of the 'r'
sequence (Ex. 5.33).
Ex. 5.33
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Although Chopin frequently sequenced phrases by step,
the harmonic sequence patterned after the opening 'r'
sequence is utilized only at the end of the composition—
immediately before and during the return of theme

1

a1' .
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Although the analysis of these sequences shows expressions of
the 'r' gesture, the inversion of 'r' is relatively common
harmonic sequence—the limited appearance and different
voicing (not all chords are in root position as they 'r'
sequence was) of the inverted 'r' sequence may neglect any
perceptual connection with the original 'r'. However, what
the analysis shows that is perhaps most important is
structural context: Chopin chose the same type of sequence
three times surrounding the final return of theme 'a1'.

This

use of the 'r' gesture harmonically accentuates the final
appearance of the 'a1, theme.

The harmonic accentuation is

perhaps necessary because the final 'a1' appearance receives
less time accentuation than the previous appearances:

the

'a1, phrase appears only twice in section 'III' whereas the
'a1' phrase appeared eight times in in section 'I' (four
times in subsections 'A' and 'A1', respectively).
When the 'c1, theme returns at measure 254, the texture
remains thick (octaves in the left hand, chords in the right
hand). The left hand pattern is the same as in the original
'c1, theme, only with dotted rhythm.

The first two measures,

254-255, use the 'c1, melody, with the exception of the first
note (Eb instead of F), but measure 254 outlines tonic, not
dominant, harmony.

By striking Eb in the bass, Chopin keeps

some sense of dominant, the opening harmony of the 'c1' head,
yet still keeps the tonic pattern of the 'c1' introduction
(Ex. 5.34; compare the bass here with mm. 152-153).
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Ex. 5.34
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Chopin uses the continuation of 'c1, found at the end of
subsection 'C' (see mm. 173b-177)—this assures a melodic
ascent to the tonic Ab because a transposition of the first
'c1' phrase-structure would have ascended G-A-B, after the
' c 1, head, and would have been harmonized in the tonal region
of G major, whereas mm. 260-262 actually ascend Gb-(F)-Ab
which is parallel to the ascent of at the end of 'C'.
Hamburger sees weakness in the "apotheosis"^ Q f 'c1'
and following coda (mm. 268 ff.).

Hamburger expresses

disappointment that Chopin used the 's' germ on the fifth and
sixth scale degrees instead of on the first and second scale
degrees:
Perhaps this final aggrandisement of D [='c1' ] might
have worked but for the fact, so fortunate in the Piu
lento, but so unfortunate here, that...the germinal
motif tends to the dominant here, instead of the tonic,
as it should for the sake of finality... (112)
However, if one views the "germinal motif" as only a second,
it is obvious that the motive is used in different contexts
A

/N

A

A

A

(i.e. 3-2, 4-3 or 6-5) and not always as part of a larger
l^This is the term that many theorists use in reference
to the final reprise of the 'A' and 'C' themes, including
Hamburger and YaDeau. The term goes back as far as Abraham
(Abraham 110).
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motion as Hamburger sees it (i.e. 3-2-1) . The fact that the
gesture "tends to the dominant here" compensates for his
avoidance of dominant-to-tonic resolutions earlier in this
work.
Coda and Macrosections
The coda is marked by an accelerando and a joining of
the right hand and left hand on the 'c1, accompaniment
pattern during measures 268-271.

At measure 272 the right

hand continues the pattern while the left hand establishes
pedal points (dominant mm. 272-277, tonic mm.278 ff.).

The

's' germ is also in the top voice (mm. 282-286), this time
emphasizing scale degrees 4-3 (C-Db-C, Ex. 5.35).-*-3

Although

the context here is different from the major themes, it is
the same context that Chopin used for the 's' germ to end the
B major section (mm. 206-212) . The melodic emphasis on the
third scale degree lasts until the final chord—this mediant
stress is a final suggestion of the opening gesture to the
mediant chord (the opening progression suggested A b minor so
the mediant was C b ) . This final melodic emphasis is parallel
to the end of the Op. 53 in which Chopin preceded the final
cadence with a prominent E natural (hvi in A b major), the
first chromatic pitch of that polonaise to receive emphasis
in its introduction.

13

YaDeau notes a descending fourth of the introduction
in the interior voices (mm. 281-286).
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Ex. 5.35

Despite the complexity of Op. 61, its ternary
organization maintains some of the features found in opera 44
and 53. All three of the polonaises have:

introductions; at

least one contrasting section within the first macrosection;
a middle macrosection with several themes whose keys were
predicted early in the introduction; and a final reprise and
coda (see Figure 5.4).
Figure 5.4
Op. 44

form:
key:

Intro ABABA
f#

CBCDD
A

ABA
f#

Coda

Op. 53

form:
key:

Intro AABA
Ab

CCD
E

A Coda
Ab

Op. 61

form:
key:

Intro ABA1ext
Ab

CD
B

intr/d1 a1c1 Coda
Ab

In contrast to earlier polonaises, Op. 61 has the tonal
scheme of a sonata form because of the restatement of 'c1' in
the tonic key:

Ab major and theme 'a1' are the principal

tonality and theme, respectively; subsections 'B' and 'A1'
(including theme 'a4'), which are modulatory, would function
as an extended transition; B major, the primary goal of tonal
diversion, would function as the second tonal region of the
exposition (and 'c1, would, therefore, would be the principal
second theme); the fragmentation of the introduction and
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theme 'd1, in different tonal regions would function as the
tonal development; and the return of themes 'a1' and

1

c1'

would function as the recapitulation (see Figure 5.5).

Since

transitions can be lengthy and developmental, the return of
theme 'a1, during the transition is compatible with the
principle of sonata form, 14 even if the proportions lack the
balance that characterizes sonata-form movements.
Nonconformity to the conventions of tonal balance, however,
reinforces the fantasy element of this work.
Figure 5.5
Intro

Exposition
1st

themes:
length:

a^1

trans.
b 1 a 1 ext
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Development
2nd close
c1

d1

Recap
1st

Intro/d1
28

2nd coda

a1

c1
47

Summary
In summary, Chopin's Polonaise-Fantasie in A b manor. OP.
£L

is harmonically and structurally fluid.

Chopin achieves

harmonic fluidity through highly chromatic progressions,
frequent modulations and harmonic sequences.

The formal

divisions of the Polonaise-Fantasie are often elided,
thematically and/or harmonically, thereby creating structural
fluidity—the only subsections structurally closed with V-I
cadences are section 'A', 'D' and the final tonal return.

14

YaDeau refers to this section as a development of 'A'
(YaDeau, fig. 18, 129).
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Even so, the final cadence of subsection 'A' elides with
subsection ' B', and the final tonic of subsection 'D' elides
with the thematic return. Only themes 'a1', 'b1' and the
introductory chorale of 1C' contain metrically strong V-I
cadences.

In the case of theme 'a1', only two of the eight

appearances end with cadences in the major tonic (mm. 27,
245)—of the others, one ends in the minor tonic (m. Ill),
one in the supertonic (m. 31) , and all the rest avoid a
strong resolution.

The 'b1' phrase uses V-I in four of five

appearances; but the structural significance of these
cadences is not so prominent since subsection 'B' continually
modulates--i.e., each phrase-unit is at a different level.
The 1C' chorale is only used once, serving to introduce the
much longer ' c1' phrase-structures.

Section 'II' opens and

closes with V-I cadences that emphasize B major as the only
non-tonic tonal region with structural significance.
Despite its more nomadic tonal structure,^5 the tonal
movement is consistent with the tonal movement suggested in
the introduction, thus, is predicted by the Grundcrestalt.
The specific connections are as follows:

1) The first

chromaticism in the Grundcrestalt. i-bIII (Ab-Cb) is further
expanded in the introduction through a B pedal point and
predicts the tonal movement to B major in the section 'II',
the tonal movement from Ab major to a B pedal point (in E
l^This term is used by Schoenberg.
Functions, p. 35.

See his Structural
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major) in subsection 'B', the tonal movement i-bIII in the
' d 1, themes, and the implied motion Ab-B-Ab between the final
restatement of themes 'a1, and 'c1'. 2) The opening harmonic
Av A
sequence, 'r', emphasizes degrees b3-b2 and ends on an
unresolved dominant chord. This sequence predicts the
tendency towards unresolved dominants in all the themes, the
modulation by chromatic step within the 'C' section (B-A#-B),
and the progression of fundamentals that precede, separate
and follow the final 'a1, phrases.

The step sequence between

'a1, phrases (three times upward to the supertonic, once
downward from the dominant) is not clearly connected to the
A A
b

3-b2 motion of the 'r' sequence, although the tendency

towards the supertonic could be seen as such.
The analysis of harmonic connection offers a unique
insight into the chromaticism of Chopin.

Only Kallberg and

YaDeau relate the I-bIII motion between macrosections to the
introduction. Kallberg points out that the original sketches
of the central theme was in C major, so Chopin "did not begin
work on the piece with the clear idea of anticipating its two
principal tonalities with the two very first chords of the
work", although he states that it is "tempting" to think that
Chopin's eventual choice may have been made because of the
"latent possibilities for large-scale harmonic implication in
the opening of the piece" (Kallberg 279, fn. 30) . It is
interesting to note that the opening was originally in C
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minor so the original sketch with a C major central
macrosection was obviously connected with the first chord of
the work.
YaDeau's Schenkerian analysis of the Polonaise-Fantasie
graphically realizes the I-bIII motion, but his perspective
is different from the harmonic perspective of this analysis.
For instance, the B major tonality in the middle of the
composition is seen by YaDeau as a prolongation of the
lowered mediant degree of A b major which was established in
the introduction through emphasis of the tonic minor.
A

A

According to YaDeau, the B major section has a "limited 5-3
descent" which "serves to de-emphasize the tonal prominence
and durability of the mediant step, and to reinforce D# (=
Eb) as 5 of the Polonaise-Fantasie's home tonality and as the
initial step of the Urlinie" (149) . As my analysis pointed
out, section 'II' is one of the few sections to receive V-I
tonal reinforcement in the beginning and end. My analysis,
then, discusses some of the same passages from a clearly
different perspective.

YaDeau sees the essential harmonic

motion of the introduction as i-V, "leading directly to the V
with which Theme A begins" (142), whereas I see the essential
motion as i-bIII, reinforced by the prolongation of Cb/B in
the introduction, which anticipates the tonal movement of the
entire work.

Since my perspective is harmonic, my analysis

is compatible with the harmonic emphasis of the work:

Cb/B

receives the longest emphasis of the introduction (mm. 1, 9-
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17) as well as longest structural emphasis of contrasting
keys (the B major tonality of section 'II'). The analysis in
this essay offers new interpretation of shorter chromatic
progressions as well.

YaDeau points out the downward

chromatic progression of theme 'a3, (YaDeau 151; the label is
mine) whereas the analysis with fundamentals demonstrates a
progression of fifths projected through enharmonic
equivalents (recall Ex. 5.11a). A similar difference in
perspective marks the transition before subsection 'A2'—
YaDeau views the passage starting in measure 226 as "passing
chordal dissonance heard over bass IV (Db) and #iv (D)"
(YaDeau 149) whereas the analysis with fundamentals again
shows a progression of fifths and the employment of
enharmonic dominant-seventh and augmented-sixth sonorities
(recall Exs. 5.26-5.27).
Payne, Hamburger and YaDeau all show thematic connection
between various themes.

Although each of these analysts have

a different perspective, each traces motives from the
introduction.

Payne traces only the 'y' motive (my term)

whereas Hamburger and YaDeau have a more thorough motivic
analysis, particularly in terms of the interval of the
second. YaDeau, a Schenkerian analyst, is the only one to
relate thematic construction with harmonic scheme of the work
(our differences in interpretations were discussed above).
The analysis in this essay recognized some of the same
melodic gestures as part of the Grundaestal t-. and
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demonstrated that the descending second has harmonic roots in
,* , a

the Grundcrestalt as w e l l — m particular, the motion
The current analysis also included the interval of the sixth
as another essential gesture.

No previous analysis discusses

the significance of the sixth; yet it has both melodic and
harmonic origins in the introduction.

Themes 'a1', 'b1', 'c1'

and 'd1, all have prominent sixths, thus the current analysis
recognizes a new thread of thematic connection.
The current analysis takes rhythmic structures into
account as part of the Grundcrestalt.

The anapestic phrase-

structure of the introduction (the 'x' germ was also shortto-long). is clearly imitated in the beginning of subsection
'A1, its modulating extension, and theme 'd1' . A gradual
increase in phrase-structures occurs in subsection 'B' as
well as in the ' c 1 , interior phrase-constructions and the
figurations of themes 'a4' and 'd1'.
is present in section ' II'.

The iambic stress of 'x'

Previous analyses have limited

rhythmic analysis beyond pointing out Chopin's occasional use
of polonaise rhythm with the following exceptions:

Hamburger

and Kallberg both note the rhythmic similarities between
themes 'a4, and

1

d 1 ' [my terms]; YaDeau includes indications

of phrase-structures in his Schenkerian graph (listing
lengths, extensions; see YaDeau 171, fig. 22), but does not
discuss them--he does note that the "most common rhythmic
pattern is that of steady eighth notes...[and that] sixteenth
notes predominate only in short transitional passages" (142) .
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The current analysis attempts a more thorough analysis of the
interrelationships between harmony, melody and rhythm.
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CHAPTER 6
CONCLUSION
The purpose of this study has been to examine
Schoenberg's Grundaestalt concept as a strategy for
explaining Chopin's late chromatic style.

The Grundaestalt

concept was applied in the last three polonaises of Chopin to
investigate the manner in which opening material is
predictive of similar material throughout each composition.
Analysis of roots (Sechterian fundamentals) was used to
elucidate chromatic progressions and to connect harmonic
motion to opening gestures. Analysis of kernels and their
transformations throughout compositions was utilized to show
thematic, harmonic and rhythmic connections in order to view
Chopin's chromaticism and formal structure from a new
perspective.
This analytic method was shown as historically valid in
Chapter 1:

Sechter was a leading teacher of harmony and

counterpoint in Vienna during the lifetime of Chopin;
Schoenberg based his harmonic principles in his Harmonielehre
after those of Sechter"s; Schoenberg's writings and teachings
(as noted by Rufer) suggested the application of his
Grundaestalt concepts to tonal music.
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In addition, analysis in Chapter 2 of Chopin's Nocturne
in E b ma-ior. OP. 9. No. 2. and Etude in E major. On. 10. No.
2l, demonstrates that an application of the Grundcrestalt
concept provides a new perspective on the harmonic and formal
structure on these pieces.

Specifically, analysis of the Eb

Nocturne shows an increased prominence of C b (the first
chromatic pitch) with each new phrase, and analysis of the E
major Etude shows that the melodic contour (E-F#-C#-B)
generates the 'A' section melodic figurations and the 'B'
section harmonic progressions—the apparent chromaticism of
section 'B' is based upon diatonic fundamentals derived from
the opening melodic contour.

These perspectives are not

revealed with traditional harmonic analysis or Schenkerian
analysis.
Analysis of the last three polonaises of Chopin shows
that all three have opening kernels that predict melodic,
harmonic and rhythmic material throughout each work.
Analysis of Chopin's Polonaise in F# minor. OP. 44
A

A

A

A

(Chapter 3) shows the opening germ as 6-5-1-7 (later expanded
A

A

to 3-2), which generates the various themes throughout, the
root movements that connect sections, the interior
modulations (I-III and I-V) and the overall tonal motion (iIII).

The introduction's anapestic rhythm anticipates the

characteristic Mazurka rhythm of the middle macrosection as
well as the phrase-structures throughout.

Previous analyses
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show little connection between sections beyond observing the
obvious quotation from the introduction at the end of the
"Mazurka". Although Samson shows harmonic connection between
subsection 'B' and theme 'a1', the current analysis offers a
new perspective by considering prominent basses and
connecting 'B' to the 'x' germ. No other theorists have
thoroughly examined this polonaise with the approach of this
study, particularly in regards to harmony and rhythm, thus
the current analysis offers unique perspective.
Analysis of the Polonaise in Ab manor. OP. 53 (Chapter
4) reveals two chromatic gestures.

The first gesture, Eb-A-Eb

(mm. 1-2), generates the tritone duplicity prevalent in
Chopin's enharmonic use of the augmented-sixth sonorities and
A

A

the 5-#l melodic outline of 'd2'; the second gesture, Fb-Eb
(mm. 2-3), generates the descending second germ that is
, A /\

prevalent m all themes as "6-5 or as accented six-four to
five-three resolutions (sometimes both simultaneously), the
former which generates the overall tonal movement of the
polonaise (the emphasized E to D# of the middle
macrosection).

The introduction's trochaic rhythm

anticipates the harmonic rhythm of all major themes, the
anacrusis scales and the phrase-structures throughout the
polonaise. Although Samson and Hamburger show some thematic
connection, the current analysis justifies connections with
consideration of the prevailing context of germs (such as the
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frequent occurrence of accented six-four to five-three
chords), thus offers unique interpretations. The extent of
harmonic and rhythmic analysis of the current study goes
beyond previous analyses—no Schenkerian analysis has been
done yet on this polonaise.
Analysis of Chopin's Polonaise-Fantasie in Ab maior. Op.
61 (Chapter 5) reveals melodic gestures of a descending
fourth, descending seconds and the ascending sixth. No
previous analysis discussed the significance of the interval
of the sixth, yet it has both melodic and harmonic origins in
the introduction and is present in most major themes.

The

current analysis reveals the primary harmonic gesture as ib

III in the introduction (first two chords), which generates

the overall tonal motion to B major in the central
macrosection (1II1), the intermediate motion to B in the
introduction and subsection 'B', and the relative i-III
motion of theme 'd1'.

Root analysis reveals that Chopin uses

harmonic sequences, some connected to opening germs and some
utilizing enharmonic equivalents, to accentuate the end of
subsection 'A' and the final return of theme 'a1'.

The

current harmonic analysis of the more extreme chromaticism is
unique since traditional analysis of the chromaticism is
awkward (and, thus, has not been attempted) and the
Schenkerian analysis (by YaDeau) explains the chromaticism
through chromatic voice-leading.

The current analysis also
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shows that the introduction's anapestic rhythm anticipates
the phrase-structures of all sections, to some"degree.
Previous analyses have very limited discussion of rhythm.
The focus of the current analysis has been to
demonstrate the thematic, rhythmic, and harmonic unity of
each work created by the reinterpretation of opening gestures
throughout each section. Despite the thematic and harmonic
diversity of each work, the analysis suggests that there is
coherence throughout each work because all contrasting
material reflects, in some way, the Grundaestalt of the
introductions. Although the analyses in chapter 3-5
demonstrates similarities in the formal structure of Chopin's
last three polonaises (all three have a large ternary
structure; recall Figure 5.4)1, each form is uniquely related
to its own Grundaestalt. Rufer states the role of musical
form as follows:
In a work of art form is never an end in itself, but
always merely a means to the end of presenting the
content of the work; thus the form depends on the
content and the way in which the latter is presented.
Form's only premise is that the content possesses
musical coherence and affinity in itself... (166)

1

Kallberg also generalizes ternary features of these
three works: both Op. 44 and Op. 53 have unusual middle
sections with an increased level of musical tension, in
relation to previous polonaises (269-272); Op. 61 was
initially conceived as a ternary form (and Kallberg maintains
the ternary structure in his discussion) that has a
"pervasive instability" that goes far beyond the musical
tension of earlier works (276).
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In other words, the surface gestures generate the background
structure.

In regards to Chopin's last three polonaises, the

variance in the ternary structures results from the variance
in the Grundcrestalts. For example, the role of the dominant
in opp. 44 and 53 is established in the Grundcrestalt. and the
following sections are tonally closed; the Polonaise-Fantasie
lacks tonal closure in its Grundcrestalt and, therefore, the
following sections avoid tonal closure.
Rufer states that tonality is "one of the most important
means of creating form in music" (166). The current analysis
reveals that all three polonaises suggest the tonality for
the middle macrosection in the introduction, each uniquely
related to its own Grundcrestalt.2

in Op. 44 the middle

macrosection modulates entirely by fifths (I-V)—this tonal
motion reaches distant keys, but the modulations are directly
A

Av

related to the diatonic 1-5 outline present in the
introduction and first theme; the only altered pitch in the
Grundcrestalt. E# (the diatonic leading tone), is used to
usher in the most distant tonal region (Bb minor via F=E# in
the bass).

In Op. 53 the emphasized E-D# of the middle

macrosection realizes the scale, degrees that are emphasized
N A
chromatically in the introduction (b6-5) and diatonically in

^Harald Krebs (1990) has shown that in compositions that
start in one key and end in another, such as Chopin's Op. 38
Ballade, there is structural unity because the ending
tonality is often suggested early in the work and the opening
tonality is recalled at the end.
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A

A

the first theme (6-5). In Op. 61 the emphasized B-A# in the
middle macrosection realizes the scale degrees that are
.A
A
emphasized chromatically in the introduction ("3-"2) and
A

A

diatonically in the first theme (3-2). Third relations (i.e.
I-III, I-VI) are certainly common in the nineteenth century,
but the central modulations of Chopin's last three polonaises
correspond directly to the chromaticism (or lack thereof) in
their respective introductions. This observation suggests
that Chopin1s opening gestures generate the tonal form—the
chromatic modulations are predicted in the introduction.
Even the final melodic emphasis in each polonaise reinforces
the emphasis of the Grundaestalt--all three polonaises
prolong non-tonic pitches in the soprano at the conclusion
that are scale degrees emphasized in the introduction and the
degrees that direct the harmonic motion in central
A
A
A
A
macrosections: 5 in Op. 44, b6(-5) in Op. 53, and 3 in Op.
A

A

61) . Chopin clearly avoids any 2-1 descents in the soprano
in the final measures.

The third relations prevalent in the

last three polonaises are certainly not the only vehicle for
chromatic modulation in the music of Chopin—his G minor
Ballade has.an introduction that begins with an arpeggiation
of Ab major- (bII) ; a central modulation to the key of A major
(II) suggests that the supertonic is part of the
Grundaestalt—again, Chopin appears to predict interior
chromaticism with introductory gestures.
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The current analysis also reveals that the rhythm of the
Grundaestalt predicts the rhythm of phrase-structures . Both
Op. 44 and Op. 61 have short-long rhythms in their
introductions and tend to have shorter phrase-units followed
by longer phrase-units within sections. Op. 53 has a longshort rhythm in the introduction and tends to have longer
phrase-units followed by shorter phrase-units within
sections.

In all three polonaises the 'A' section begins

with phrase-structures directly proportional to the
introduction (Fig. 6.1). All three polonaises tend to have
Figure 6.1
Op. 44:

Intro = 2+2+4

A = 2+2+4 ...

Op. 53:

Intro = 4+4+2+2+4(ext.)

A = 4+4+2+2+4(ext.)

Op. 61:

Intro = 1+1+3 ...

A = 4+4+12

trochaic harmonic rhythms, so there is no clear connection
between the Grundaestalt and harmonic rhythm.
Rufer states that when form "reflects the content, the
more unmistakably do we hear this content" (167). Not only
do the harmonic form and phrase-structures reflect the
Grundaestalt. but the opening melodic gestures delineate the
structural divisions.

Figure 6.2 shows the larger divisions

of the last three polonaises and the location of the opening
germs.

In Op. 44 and Op. 53, it is the first melodic gesture

('x1 in both polonaises) that ends or connects structural
divisions.

In Op. 61 it is the second melodic gesture ('y')

that ends the major divisions, although the first gesture
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('x') appears as part of the 'y' tail.

The analysis

suggests, therefore, that Chopin uses opening melodic
gestures to delineate structural divisions throughout his
late polonaises.

The overt appearances of the first melodic

gestures, either in the melodic or bass voice, coincide with
the formal divisions of each polonaise; thus, the form
"reflects the content" and must, at some level, enhance our
listening experience.
Figure 6.2
Op. 44: 'A B. A B. A

Op. 53: (aTITaA

* % X %
SCAv L£S

Op. 61:

'C B, C

D-— N ' A B A

fXl

X KYM

X

I

II

III

A B A1 ext.

c 1 d 1 . Intro, d 1
1
y

a 1 c1

The observations stated above suggest the following
future topics for research:

1) application of the

Grundaestalt concept in harmonic structure in nineteenthcentury literature to determine to what extent contrasting
tonalities within a composition are predicted by the
Qyuncfoestalt;3 2) application of the Grundaestalt concept in
phrase-structures in other large works of Chopin to determine
if the pattern suggested by this study is consistent
^Further research is needed before any conclusion can be
made in regards to Chopin's choice of chromatic keys and the
relationship of the keys to the Grundaestalt.
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throughout Chopin works; 3) and application of the
Grundaestalt concept in melodic structures to assess the
frequency of opening gestures appearing at the end of phrases
and sections in the works of Chopin.
In conclusion, this dissertation has demonstrated that
application of the Grundaestalt concept to thematic, harmonic
and rhythmic structures in the late chromatic music of Chopin
reveals a new perspective on the unity within compositions.
The diverse themes are all generated from the "first creative
thought" of the introduction.

The earliest harmonic gestures

predict the large-scale tonal scheme of each work.
Sechterian root analysis facilitated observation of chromatic
passages from a harmonic perspective. The analytic method
used in this study offers a means to assess Chopin's late
chromatic style that differs from "traditional" harmonic
analysis and Schenkerian linear analysis.

I would suggest

that future researchers apply this analytic method to mature
chromatic works of Chopin and other nineteenth-century
composers.
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