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FREDERIC FRANCOIS CHOPIN

1 NOCTURNE No. 13 IN C MINOR Op. 48-1
J99—v%13% /\5ai {F5R48-1 5'47"

2 BALLADE No. 3 IN A FLAT MAJOR Op. 47
NF—FE3FE BRI (FM47 758"

3 FANTASIE IN F MINOR Op. 49
K178 ~JEER 1F49 1332"

4 POLONAISE-FANTASIE IN A FLAT MAJOR
Op. 61
K8 RAR—2 B1R fFM61 1318

5 WALTZ No. 6 IN D FLAT MAJOR Op. 64-1
“MINUTE WALTZ"

7Y EeHE ERA Fm64-1
TFROIIVY I 01'49"

6 WALTZ No. 7 IN C SHARP MINOR Op. 64-2
DIV EETE RNFEER fFf64-2 03'32"

7 WALTZ No. 8 IN A FLAT MAJOR Op. 64-3
TR AR Fm64-3 0317

8 BALLADE No. 1 IN G MINOR Op. 23
NF—RELIFE MIHE Fm23 0922"

9 MAZURKA No. 30 IN G MAJOR Op. 50-1
YANNEE3eFE MR fFm50-102'371"

10 MAZURKA No. 31 IN A FLAT MAJOR Op. 50-2

YANNEE BARHE {FM50-2 03'14"

11 MAZURKA No. 32 IN C SHARP MINOR
Op. 50-3
YRNHEEI2E BN\ FMm5e-3 04'54"

12 NOCTURNE No. 14 IN F SHARP MINOR
Op. 48-2
I 08—V B14% BAER FR48-207'11"
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About the recorded pieces...

The tonality of the Twwo Nocturnes Op.48, C
minor and F sharp minor, are in the interval
of a tritone (Music example A). The tritone
is defined as a musical interval composed of
three adjacent whole tones (six semitones)
and is the farthest positions in the 12-note
scale. In this album these two nocturnes

are placed at the beginning and at the end.
The pieces with different styles and keys
are positioned between the two nocturnes
in order to arrive from C minor to F sharp
minor.

Contrary to many nocturnes with broken
chord accompaniments, like arpeggios, here
instead the tragic melody is accompanied
by slow quarter notes at the beginning of
Op.48-1. The choral is slightly slower than
the initial tempo, which is repeated with a
magnificent expression, which goes beyond
the nocturnal genre, and is led by an octave
passage, and then the tempo is doubled. The
opening theme resumes with a completely
different character: “Agitato”. It is a rare
structure of A + B + B’ + A.

From the Eb, top note of the last chord of
the nocturne, Ballade No.3 begins as if a
flower were opening. This ballade is in A
flat major. This key, which was Chopin’s

favorite and which he often used, will be

an important key of this album. Different
from ballades No.1 and No.2, ballade No.3

is unified in the unique tempo of Allegretto,
just like ballade No.4 which has only one
tempo, Andante con Moto. Furthermore,
Ballade No.3 is similar to Scherzo n.4, in

the way it creates the sounds and rhythms
reminiscent of an orchestra though, in a
highly pianistic manner. Three themes

with different characteristics are varied

and developed with rich articulations and
actively counterpointed lines. About this
work Schumann wrote, “Chopin’s poetic
perfume does not allow itself to be broken
down in its elements”. The Fantasie begins
in F minor which is the relative key of A flat
major. It consists of the beginning + A + the
repetition of only the first half of A +B (lento
sostenuto) + A + coda. This sometimes may
be interpreted as an irregular sonata form.
But there is no theme that appears twice

in the same key, so it is not appropriate to
interpret it as the sonata form in which the
recapitulation of the main key is essential.
The fact that it shifts to double speed in this
piece is just like in Nocturne Op.48-1. The
first two notes are a fourth interval and the
initial phrase is the descending sequential
progression of the four notes.



These two elements are to be the motifs of
several themes. The unstable psychological
situation of the agitato theme creates a stark
contrast to the steady steps of the slow
march at the beginning, thus turning into a
triumphant march. The introspective central
part of Lento Sostenuto is in B major, which
is a tritone relation with the F minor of the
beginning. In contrast to the Fantasie that
starts in F minor and ends in the relative
key, A flat major, the Polonaise-Fantaisie
in A flat major starts in the parallel key, A
flat minor. This work also has a complicated
structure that is difficult to grasp by applying
it to the conventional form, but it is close

to the sonata form in that the two main
themes are played in the main key at the
end. It is sometimes referred to as an “open
sonata form” because many passages pass
unresolved. This work, now considered a
masterpiece, was not understood at the
period when it was composed, and even
Liszt, who had deep respect for Chopin,
described the desperate atmosphere as
“beyond the boundaries of art”. Polonaise
rhythms are only implied and are often
replaced by syncopated rhythms. Chopin’s
variation and development techniques are
maximized in this work, in which multiple
voices are always intertwined throughout the

whole piece. Is it a coincidence that the Poco
pitt lento’s chorale is in the same key of B
major as in the middle part of the Fantasie?
The three Op.64 waltzes, written in the
same year as the Polonaise-Fantaisie,
consists of three related keys: D-flat major,
C-sharp minor and A-flat major. It can be
said that the first two waltzes, which are
especially famous, are too well-known and
over-played, but through the rapid passages
to which the expression “Le jeu perlé”

is perfectly described, one can glimpse

the very refined taste of the later Chopin.
The following Ballade No.1 is in G minor,
which is a semitone position in respect to
the A flat major of the Waltz Op.64-3, and
this semitone is a very distant key in terms
of harmony. This Ballade starts from the
Neapolitan chord. This chord is an inversion
of the tonic chord in A flat major (Music
example B). An example of a typical work
that begins with a Neapolitan chord would
be “Casta diva” in Bellini’s opera “Norma”,
Chopin’s beloved composer. The Neapolitan
chord was also widely used by Beethoven,
who reportedly did not like Chopin very
much. A surprising number of Neapolitan
chords are used in the “Moonlight Sonata”
and the “Appassionata”. In Beethoven’s later
years, he often attempted to modulate the



key of the Neapolitan chord as the main
chord. The Neapolitan chord, after being
used at the beginning of Chopin’s Ballade
No. 1, is relentlessly repeated in the coda.
Like Beethoven, it can be said that it has a
structural meaning in the whole work, and
not just for effect. The Neapolitan chords
are used many times in Nocturne Op.48-

1, in the first track of this album. At the
beginning of Polonaise-Fantaisie, it creates
a unique effect that makes the tonality feel
unstable. In Waltz Op.64-2, it is used at the
end of Refrain (Music example C), and in
Waltz Op.64-3, it appears like a little wink in
the 147th bar, just before entering the coda
(Music example D). From Chopin’s last waltz
in the key of A flat major we arrived to the
ballade which he wrote at a young age, in G
minor, by the usage of a Neapolitan chord.
Now we still encounter three mazurkas
Op.50 written while in mature age. There
are various types of mazurkas such as
Mazur, Oberek and Kujawiak, it is also
known that they have different characters
and tempos, as well as different accent
positions. The different positions of the
accent are an indication of the difference
in the dancing styles. For the dances with
an accent on the second beat in measure of
three beats, it is assumed that the dancers

will go down on the first beat and go up on
the second beat. For the dances with an
accent on the 3rd beat, they will go up on
the 3rd beat. Musically these differences

are expressed as rhythmic differences.

In op.50 the characters of each dance are
maintained, in the third Mazurka, a highly
regarded masterpiece, multiple dances are
alternated, and sometimes melodies with
different accent positions are played at the
same time. The sense of beat is not limited
within a measure, a passage of four bars is
like a four-beat measure that treats each bar
as a beat, and three consecutive sections like
a three-beat measure. The great composers
composed the tension of harmony so that it
always corresponded to the sense of beat =
pulsation. It is no exaggeration to say that
rhythmic pulsation is the most important
element of music. The musical value of
conductors is based on the fact that the
manipulation of rhythm is the basis of music.
For example, in the eighth bar of Ballade
no.1, one often hears performances in
which the sense of pulsation is perceived in
reverse. It is a mistake that was not possible
in the performances of the great pianists of
the past. In the second half of the measure in
6/4, the three-quarter notes are the Upbeat.
It is always the Upbeat that stretches over



time. In the last part of Mazurka Op.50-1
in G major, the VI chord is in the relative
key (the inversion of the main chord is in E
flat major, that is, the Neapolitan chord of D
major which is the dominant key of G major)
is repeated many times (Music example E).
This chord foretells the dominant chord of
the opening of the next Mazurka Op.50-2 in
A flat major.

The last note of Mazurka Op. 50-3, the
tonic of C sharp minor, becomes the starting
note of Nocturne Op.48-2, the dominant

of F sharp minor. In this way I arrived from
C minor to F sharp minor. This nocturne
starts with a typical nocturnal style, but has
an unbalanced A + A + B + B + C structure.
Even if the solemn middle part ends as it
were a collapse and returns to the tempo of
the beginning section, the main melody is
not reproduced, and it ends in a Picardy III,
the tonic major chord of the parallel key, as if
to imply the hope that comes after despair.
This album features Chopin’s works from
1836, 1841 and 1846. Born in 1810 and died
at the age of 39, the Polish composer had
already established his own style at the age
of 26. He was at the height of his maturity

at the age of 31 and reached at his later
style at the age of 36. It took six years from
2015 to 2021 to record this album, which

begins and ends with Nocturnes. It covers
Chopin’s style from his early years to his
later years, and it can be said that this album
describes my transition as a pianist, artist,
and, if somewhat exaggerated, as a person
throughout those six years.

About the problems related to the
various score editions...

When I recorded the works of Carlo
Boccadoro, one of the Italian leading
contemporary composers, I asked him, who
was present at the recording session, some
questions about the score, he said jokingly
“I have to publish the Urtext!” However, the
scores of composers of the past with whom
we cannot directly question must always

be interpreted. In Chopin’s case, in addition
to the manuscripts, Julian Fontana’s copies
and several first editions that the composer
himself may have corrected. There also
exists writings by Chopin in the pupils’
scores, therefore the matter is extremely
complicated.Chopin’s friend Julian Fontana,
who was also the personal copyist, produced
clean copies for the publisher, this brings
one to think that it would have been of
great help to Chopin, unfortunately Fontana
not only corrected the mistakes but also
made some changes. Often, the originality



of a great composer is not captured by the
understanding of his contemporaries. Later,
Fontana’s amendments were criticized as
being par for the customs of the times and
its mediocre audience. The Mikuli editions,
edited by Chopin’s pupil Karol Mikuli, was
once regarded as an authoritative edition,
and even Cortot’s editions are often based
on them. Yet Fontana’s influence can still

be seen. Alfred Cortot lived in an era in
which he was also in contact with Chopin’s
direct pupils, and he wrote many valuable
testimonies in the footnotes of his editions.
The Paderewski edition, critical edition
published between the 1950s and the 1960s,
was respected as the definitive edition until
the 1980s. The misprints of the previously
published sheet music have been corrected
and also the inconsistent harmony and
articulations have been corrected. This
edition has been annotated with detailed
sources for the first time. Later, Henle’s and
Wiener Urtexts showed that some of the
harmonies and articulations that had been
modified in the Paderewski edition might
have been Chopin’s intentions. Even though
it was written in the annotation of the
Paderewski version, it was persuasive when
presented as sheet music, and many pianists
began to follow the Urtext editions.

The Ekier edition, published by the

same Polish music publishing house as

the Paderewski edition, is called the

Urtext Edition, and the scores have also
incorporated many of Chopin’s writings
which can be found in the scores of
Chopin’s pupils. These circumstances are
not a straightforward development to a
more reliable score. It is not uncommon

for the notations of Cortot’s edition, which
were denied in the Paderewski edition,

to be found again in the latest version.

So obviously it is not a simple matter of
choosing the latest Urtext. The idea of
Urtext editions is now completely pervasive
and taken for granted, but the ideal of the
only score that is faithful to the composer’s
intentions is based on an objectivist and
materialistic widespread way of thinking

in the first half of the 20th century. It is
doubtful that it is suitable for dealing with
the music of the 19th century. When Chopin
played Bach and Mozart, there was no Urtext
edition, and it is unlikely that he referred

to manuscripts or the first editions. At

that time, performers and composers were
not clearly distinguished. It is not hard to
imagine that when Chopin played the works
of other composers, he actively approached
the score as a composer rather than a simple



performer who played and interpreted it. MUSIC EXAMPLE
The subtle differenc resented in the
Urtexts and critical editions may not be
so important. How to interpret the whole

51

hrasing that are not written in the s
[ each sound and even the

pia of our times, since he had a high self-
awareness and a strong sense self-criticism,
I think he probably would ve liked to ha
read many editions and been interested

imply in light of Chopin
know, I throw awa

manuscripts or Urtext in certain places.

Takahiro Yoshikawa
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