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Abstract 

 
Modern piano teaching of Chopin’s piano nocturnes tends to focus on refining technical and 

musical issues, as is reflected in both mainstream method books, academic, and pedagogic 

writings. Nearly without exception, modern piano pedagogy assumes that artistic 

interpretation evolves from a precise notation. Typically, a pupil who is learning one of 

Chopin’s nocturnes will try to follow the notes (pitches and rhythms) and other performance 

indications “faithfully”, largely unaware of the fact that different editions, whether Urtext or 

performers’ editions, may offer different information, including phrasing, pedal markings, 

fingerings, and even pitches. When a pupil cannot reproduce the notes exactly as printed on 

the score, the teacher may offer alternative solutions that are often regarded as compromises. 

However, historical evidence does not corroborate the rigidity of modern pedagogy witnessed 

in most piano studios. In his own teaching, Chopin appeared to have been much more 

creative and flexible than most teachers today. For example, he developed different 

embellishments for different hands, and prescribed fingerings to achieve particular musical 

effects. In this research, I endeavor to develop a historically informed approach to teaching 

and learning Chopin’s nocturnes, and bring new ideas to the modern teaching environment by 

scrutinizing Chopin’s own teaching. In particular, I explore his unique approach to 

embellishments and fingerings and discuss the way modern teachers can enrich their teaching 

by learning from Chopin’s teaching practices.  

Chapter 1 establishes the rationale for historically informed teaching (HIT) by extending the 

concept of historically informed performance (HIP), an ongoing movement of performing 

music of the past by exploring the original contexts of performance. If HIP has inspired 

decades of musicians, both performing on period and modern instruments, with new 

possibilities, HIT can potentially revitalize modern teaching. Chapter 2 revisits Chopin’s 

teaching of his nocturnes and explores his creative approach in embellishments and 
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fingerings, evidence of which can be found in surviving teaching scores. The possibility of 

systematic research into Chopin’s annotations is made possible with the online edition 

(Online Chopin Variorum Edition). By developing a database of Chopin’s own annotations, I 

discuss his embellishments, fingerings, and other musical details in Chapter 3. While 

embellishments were conceived for individual pupils, fingerings were linked primarily to 

phrasings and the effects (strong or weak) the composer apparently had in mind. In Chapter 

4, I provide teaching editions of Chopin’s three posthumous nocturnes that have survived 

with limited performance markings. Developing teaching editions lays the groundwork for 

critical discussions of issues pertinent to this research in Chapter 5, including the potential 

ways piano teachers can guide each student in developing an interpretation that is closer to 

the spirit of Chopin.  

While Chopin’s annotations provide the main materials for my research, it must be 

mentioned that these annotations cannot reveal all aspects of his teaching. Missing aspects 

include the fine art of rubato, pedaling, the piano touch, and other pianistic issues. As such, 

my research does not cover every element of Chopin’s teaching, but only those that can be 

illuminated by annotations that have survived in his pupils’ copies. In my conclusion, I 

underscore the way teachers can explore the past fruitfully, discover new possibilities for the 

present, and guide students on a creative journey to recreate Chopin’s nocturnes. An 

increased awareness of Chopin’s own teaching can be revealed by his suggestions to pupils 

that may be embedded in these annotations. 

 

Keywords: Chopin, nocturnes, historically informed teaching, pedagogy 

  



 iv 

Acknowledgments 

 
First and foremost, I would like to express my deepest and most heartfelt gratitude to 

my principal supervisor, Professor David Chung, for his endless help, extensive support, 

generosity in time, and on-going guidance. His wisdom, expertise, efficiency, patience, 

kindness, and general approaches to teaching, working, and life, are all very inspiring. His 

inspirations extend far beyond academics. I will be forever indebted to him for what I have 

learnt and the ways he has inspired me during these years. All of these inspirations will 

always remain and become a part of me today and in the future. Words cannot express how 

grateful I am to have David as my supervisor and mentor. 

Second, I would like to thank Professor John Rink, Professor David Schulenburg, and 

Dr. Inja Stanović, and Dr. Michael Ryan for all of their invaluable input and advice. Their 

suggestions have helped strengthen my research greatly. I would also like to express my 

gratitude to Professor Joyce Lindorff and Dr. Michael Tsalka for their detailed comments and 

indispensable ideas, which have been incorporated into the final version of this thesis. 

I offer my sincere gratitude to Professor Johnny Poon, the HKBU Music department, my co-

supervisor Professor Helen Yang, and Mr. Brian Chan for their ongoing support and 

assistance whenever I needed it.   

My thanks also extend to Professor Corey Hamm, my former piano teacher and 

lifelong mentor. All of the teachings I received from him established my passion in the area 

of piano pedagogy. Further, I would like to pay special tribute to my former teachers who 

enlightened me in different stages of my life, including Dr. Timothy Woolsey, Dr. Karl Lo, 

Dr. Terence Dawson, Mrs. Ellen Silverman, Mrs. Sheila Hardy, and Ms. Grace Man. 

Last but not least, I wish to thank my husband, Leo Ma. Without whom, this thesis 

might have been completed few years ago. However, if without whom, my life will not be as 

exciting and adventurous as it is. Thank you for holding my hand through all of the ups and 



 v 

downs since we were teenagers, particularly when we lost all our grandparents these few 

years.  

Thank you for your cheerful encouragement during social unrest and this pandemic. 

Further, without you, this thesis would not have been completed. Thank you for being 

tremendously accommodating and supportive. Thanks for learning to cook, which has kept 

my weight and total utility expanding exponentially. Nevertheless, and truthfully, I am very 

grateful for all of the big and little laughs we share every day. 

  



 vi 

Table of Contents 

Declaration .............................................................................................................................................................. i	
Abstract .................................................................................................................................................................. ii	
Acknowledgments ................................................................................................................................................. iv	
List of Tables ......................................................................................................................................................... ix	
Abbreviations ......................................................................................................................................................... x	
List of Figures ....................................................................................................................................................... xi	
Chapter 1: Historically Informed Teaching: Background and Prospects ....................................................... 1	

1.1	 Aspects of Historically Informed Performance (HIP) ............................................................................... 1	
1.1.1	Modernity of HIP ............................................................................................................................. 2	
1.1.2	Cross-over activities between HIP and mainstream musicians ....................................................... 3	
1.1.3	The role of institutions ..................................................................................................................... 6	
1.1.4	Critics of HIP ................................................................................................................................... 7	
1.1.5	Shared Goals between HIP and Mainstream Musicians .................................................................. 8	

1.2	 Historically Informed Teaching (HIT) ...................................................................................................... 9	
1.2.1	What HIT is not about ..................................................................................................................... 9	
1.2.2	 Ingredients of HIT ......................................................................................................................... 10	
1.2.3	Urtext editions and the role of the teacher ..................................................................................... 12	
1.2.4	Role of technology ......................................................................................................................... 13	

1.3	 This Research .......................................................................................................................................... 13	
1.3.1	Rationale and research questions ................................................................................................... 14	
1.3.2	Methodology .................................................................................................................................. 16	
1.3.3	Significance ................................................................................................................................... 18	
1.3.4	Limitations of this research ........................................................................................................... 18	
1.3.5	Potential benefits of this research .................................................................................................. 19	

Chapter 2: Chopin’s Teaching ........................................................................................................................... 21	
2.1	 Chopin’s Career as Piano Teacher .......................................................................................................... 21	

2.1.1	Role of teaching ............................................................................................................................. 21	
2.1.2	Social context of Chopin’s students .............................................................................................. 23	
2.1.3	Summary ........................................................................................................................................ 25	



 vii 

2.2	 Chopin’s Pedagogy .................................................................................................................................. 26	
2.2.1	Projet de méthode .......................................................................................................................... 27	
2.2.2	Approaches to and principles of piano teaching ............................................................................ 29	
2.2.3	Repertoires and exercises .............................................................................................................. 33	
2.2.4	Technique ...................................................................................................................................... 39	
2.2.5	 Improvisatory flavor and vocal art influences ............................................................................... 46	

2.3	 Nocturnes—Background and Point of Interest ....................................................................................... 48	

Chapter 3: Annotations of Chopin’s Nocturnes ............................................................................................... 51	
3.1	 Sources and Editions ............................................................................................................................... 51	

3.2	 Musical details variants ........................................................................................................................... 54	
3.2.1	Embellishments .............................................................................................................................. 55	
3.2.2	Fingerings and phrasings ............................................................................................................... 68	
3.2.3	Other musical details observed ...................................................................................................... 94	
3.2.4	Summary ...................................................................................................................................... 107	

Chapter 4: Possibilities to Reconstruct Certain Passages in Chopin’s Posthumous Nocturnes ................ 108	
4.1	 Variant Possibilities ............................................................................................................................... 108	

4.1.1	Embellishment possibilities ......................................................................................................... 109	
4.1.2	Fingering suggestions .................................................................................................................. 122	
4.1.3	Other musical details ................................................................................................................... 127	

4.2	 Summary ............................................................................................................................................... 129	

Chapter 5: Discussion ........................................................................................................................................ 130	
5.1	 How Can HIT Contribute to Teaching and Learning? .......................................................................... 131	

5.2	 Additional Reflections ........................................................................................................................... 132	

5.3	 Recommendations for Piano Teachers .................................................................................................. 133	

Conclusion .......................................................................................................................................................... 136	
 
 
 
 



 viii 

 
Appendix: Annotations Observed in Identified Students’ Copies ................................................................ 137	

Annotations on Embellishments ................................................................................................................... 137	

Annotations on Fingerings ........................................................................................................................... 141	

Annotations on Musical Details ................................................................................................................... 152	

References ........................................................................................................................................................... 164	
 

 

 

 

 

 



 ix 

List of Tables 

 
 
   Page(s) 
Table  1 Repertory Chopin assigned  34 

Table 2 Chronological order of the nocturnes by composition year 49 

Table 3 Variants overview 55 

Table 4 Annotations summary on embellishments 66-68 

Table 5 Annotations summary on fingerings I 72 

Table 6 Annotations summary on fingerings II 80-82 

Table 7 Annotations summary on fingerings III 88 

Table 8 Annotations summary on fingerings IV 92-93 

Table 9 Annotations summary on musical details 105-106 

Table 10 Summary of total number of “Individual/General” annotations 
observed 

107 

 

 

 

  



 x 

Abbreviations 

 
 
CMPCP The AHRC Research Centre for Musical Performance as Creative Practice 

FFE First French Edition 

HIT Historically informed teaching 

HIP Historically informed performance 

LH Left hand 

OCVE Online Chopin Variorum Edition 

PWM Polish National Edition 

RH Right hand 

US-NYpm Pierpont Morgan Library in New York 

WUE Wiener Urtext Edition 

 

  



 xi 

List of Figures 

 

Figure Work / Bar(s) 
Copy of /  
Transcribed by/  
Source 

Edition Page 

Figure 1. Op. 9, No. 2, bar 2. Camille Dubois OCVE 56 
Figure 2. Op. 15, No. 2, bar 8. Camille Dubois OCVE 56 
Figure 3. Op. 9, No. 2, bar 15. Auguste Franchomme OCVE 57 
Figure 4. Op. 62, No. 1, bar 70. Camille Dubois OCVE 57 
Figure 5. Op. 62, No. 1, bar 70. Jan Ekier PWM 57 
Figure 6. Op. 27, No. 2, bar 51. Camille Dubois OCVE 58 
Figure 7. Op. 62, No. 2, bar 69. Camille Dubois OCVE 58 
Figure 8. Op. 9, No. 2, bar 7. Wilhem von Lenz OCVE 58 

Figure 9a. Op. 9, No. 2, bars 4-5. Zofia Rosengardt-
Zaleska OCVE 59 

Figure 9b. Op. 9, No. 2, bars 4-5. Auguste Franchomme OCVE 59 
Figure 9c. Op. 9, No. 2, bars 4-5. Camille Dubois OCVE 60 
Figure 9d. Op. 9, No. 2, bars 4-5. Ludwika Jędrzejewicz  OCVE 60 
Figure 9e. Op. 9, No. 2, bars 4-5. Jane Stirling OCVE 60 
Figure 9f. Op. 9, No. 2, bars 4-5. Jan Ekier PWM 60 
Figure 10. Op. 15, No. 2, bar 62. Ludwika Jędrzejewicz  OCVE 61 

Figure 11. Op. 9, No. 2, bar 34. Zofia Rosengardt-
Zaleska OCVE 61 

Figure 12a. Op. 27, No. 2, bar 21. Auguste Franchomme OCVE 62 
Figure 12b. Op. 27, No. 2, bar 21. Jan Ekier PWM 62 
Figure 13. Op. 9, No. 2, bar 23. Jane Stirling OCVE 63 
Figure 14. Op. 9, No. 2, bar 31. Jane Stirling OCVE 63 
Figure 15. Op. 9, No. 1, bar 45. Wilhem von Lenz OCVE 63 
Figure 16. Op. 9, No. 2, bar 23. Wilhem von Lenz OCVE 63 

Figure 17a. Op. 9, No. 2, bar 32. Zofia Rosengardt-
Zaleska OCVE 64 

Figure 17b. Op. 9, No. 2, bar 32. Wilhem von Lenz OCVE 64 
Figure 18. Op. 27, No. 2, bar 30. Auguste Franchomme OCVE 65 
Figure 19a. Op. 62, No. 1, bar 72. Auguste Franchomme OCVE 65 
Figure 19b. Op. 62, No. 1, bar 72. Camille Dubois OCVE 66 
Figure 20a. Op. 9, No. 2, bar 12. Jane Stirling OCVE 69 
Figure 20b. Op. 9, No. 2, bar 12. Jan Ekier PWM 70 
Figure 21. Op. 27, No. 2, bars 34-35. Jane Stirling OCVE 70 
Figure 22a. Op. 27, No. 2, bar 75. Camille Dubois OCVE 70 
Figure 22b. Op. 27, No. 2, bar 75. Jan Ekier PWM 71 

Figure 23. Op. 15, No. 2, bar 54. Jane Stirling OCVE 71 
Figure 24. Op. 27, No. 2, bar 14. Jane Stirling OCVE 71 
Figure 25. Op. 15, No. 1, bar 26. Ludwika Jędrzejewicz  OCVE 73 
Figure 26. Op. 27, No. 2, bar 32. Jane Stirling OCVE 73 
Figure 27. Op. 9, No. 1, bars 65-67. Camille Dubois OCVE 73 
Figure 28. Op. 9, No. 2, bar 16. Jane Stirling OCVE 74 



 xii 

List of Figures (continued) 
 

 

Figure Work / Bar(s) 
Copy of /  
Transcribed by/  
Source 

Edition Page 

Figure 29. Op. 32, No. 1, bar 3. Camille Dubois OCVE 74 
Figure 30. Op. 9, No. 2, bar 13. Ludwika Jędrzejewicz  OCVE 74 
Figure 31. Op. 9, No. 2, bar 24. Camille Dubois OCVE 75 

Figure 32. Op. 9, No. 2, bar 3. Zofia Rosengardt-
Zaleska OCVE 76 

Figure 33. Op. 9, No. 2, bar 25. Jane Stirling OCVE 76 
Figure 34. Op. 32, No. 2, bar 14. Camille Dubois OCVE 76 
Figure 35. Op. 41, No. 2, bar 10. Jane Stirling OCVE 77 
Figure 36. Op. 15, No. 3, bars 8-9. Jane Stirling OCVE 77 
Figure 37. Op. 32, No. 1, bar 6. Jane Stirling OCVE 77 
Figure 38. Op. 32, No. 1, bar 25. Jane Stirling OCVE 78 
Figure 39. Op. 9, No. 2, bar 9. Ludwika Jędrzejewicz  OCVE 78 
Figure 40. Op. 32, No. 1, bars 64-65. Ludwika Jędrzejewicz  OCVE 78 
Figure 41. Op. 27, No. 2, bar 2. Ludwika Jędrzejewicz  OCVE 79 
Figure 42. Op. 9, No. 2, bar 3. Ludwika Jędrzejewicz  OCVE 79 
Figure 43. Op. 9, No. 2, bar 30. Jane Stirling OCVE 80 
Figure 44. Op. 15, No. 1, bar 14. Ludwika Jędrzejewicz  OCVE 83 
Figure 45. Op. 27, No. 2, bar 53. Camille Dubois OCVE 83 
Figure 46. Op. 9, No. 2, bar 10. Jane Stirling OCVE 83 
Figure 47. Op. 15, No. 1, bar 8. Ludwika Jędrzejewicz  OCVE 84 
Figure 48. Op. 15, No. 2, bar 17. Camille Dubois OCVE 84 
Figure 49. Op. 9, No. 2, bar 6. Camille Dubois OCVE 85 
Figure 50. Op. 32, No. 1, bar 58. Camille Dubois OCVE 85 
Figure 51. Op. 32, No. 1, bar 29. Jane Stirling OCVE 85 
Figure 52. Op. 32, No. 1, bars 64-65. Ludwika Jędrzejewicz  OCVE 85 
Figure 53. Op. 9, No. 1, bar 83. Camille Dubois OCVE 86 
Figure 54. Op. 27, No. 2, bar 11. Jane Stirling OCVE 86 

Figure 55. Op. 9, No. 2, bar 4. Zofia Rosengardt-
Zaleska OCVE 87 

Figure 56. Op. 9, No. 2, bar 32. Camille Dubois OCVE 87 
Figure 57. Op. 9, No. 2, bar 32. Ludwika Jędrzejewicz  OCVE 87 
Figure 58. Op. 27, No. 2, bar 52. Camille Dubois OCVE 89 
Figure 59a. Op. 32, No. 1, bar 27. Ludwika Jędrzejewicz  OCVE 90 
Figure 59b. Op. 32, No. 1, bar 27. Jane Stirling OCVE 90 

Figure 60. Op. 9, No. 2, bar 2. Zofia Rosengardt-
Zaleska OCVE 90 

Figure 61. Op. 27, No. 2, bar 8. Camille Dubois OCVE 91 
Figure 62a. Op. 32, No. 1, bars 63-65. Ludwika Jędrzejewicz  OCVE 91 
Figure 62b. Op. 32, No. 1, bars 63-65. Jane Stirling OCVE 92 
Figure 63. Op. 27, No. 2, bar 15. Jane Stirling OCVE 92 
Figure 64a. Op. 27, No. 2, bars 44-46. Auguste Franchomme OCVE 95 

 
 



 xiii 

List of Figures (continued) 
 
 

Figure Work / Bar(s) 
Copy of /  
Transcribed by/  
Source 

Edition Page 

Figure 64b. Op. 27, No. 2, bars 44-46. Jane Stirling OCVE 95 
Figure 64c. Op. 27, No. 2, bars 44-46. Camille Dubois OCVE 95 
Figure 65. Op. 15, No. 2, bar 57. Jane Stirling OCVE 96 
Figure 66. Op. 32, No. 1, bars 27-28. Jane Stirling OCVE 96 
Figure 67. Op. 27, No. 1, bar 65. Auguste Franchomme OCVE 96 
Figure 68. Op. 15, No. 3, bar 1. Jane Stirling OCVE 97 
Figure 69. Op. 32, No. 2, bar 3. Camille Dubois OCVE 97 
Figure 70. Op. 9, No. 2, bars 22-24. Auguste Franchomme OCVE 97 
Figure 71. Op. 9, No. 2, bar 30. Auguste Franchomme OCVE 98 
Figure 72a. Op. 27, No. 2, bar 59. Jane Stirling OCVE 98 
Figure 72b. Op. 27, No. 2, bar 59. Camille Dubois OCVE 98 
Figure 72c. Op. 27, No. 2, bar 59. Ludwika Jędrzejewicz  OCVE 98 
Figure 73. Op. 9, No. 2, bars 13-15. Ludwika Jędrzejewicz  OCVE 99 
Figure 74. Op. 9, No. 2, bar 21. Wilhem von Lenz OCVE 99 
Figure 75. Op. 9, No. 2, bar 13. Camille Dubois OCVE 100 
Figure 76. Op. 27, No. 2, bar 8. Jane Stirling OCVE 100 
Figure 77. Op. 27, No. 2, before bar 1. Auguste Franchomme OCVE 100 
Figure 78. Op. 9, No. 1, bar 85. Auguste Franchomme OCVE 101 
Figure 79. Op. 15, No. 2, bars 47-48. Jane Stirling OCVE 101 
Figure 80. Op. 15, No. 1, bars 38, 40, 42. Jane Stirling OCVE 102 
Figure 81. Op. 32, No. 2, bar 1. Camille Dubois OCVE 102 
Figure 82. Op. 27, No. 1, bars 27-28. Jane Stirling OCVE 102 
Figure 83. Op. 27, No. 2, bar 28. Auguste Franchomme OCVE 103 
Figure 84a. Op. 15, No. 1, bars 27, 29. Jane Stirling OCVE 104 
Figure 84b. Op. 15, No. 1, bars 27, 29. Ludwika Jędrzejewicz  OCVE 104 
Figure 84c. Op. 15, No. 1, bars 27, 29. Jan Ekier PWM 104 
Figure 85a. C minor, Op. post., bar 14 FFE OCVE 110 
Figure 85b. C minor, Op. post., bar 14. Suggestion  110 
Figure 85c Op. 9, No. 2, bar 2. Camille Dubois OCVE 110 

Figure 86a. C-sharp minor, Op. post.,  
bars 8-9. Jan Ekier UE 111 

Figure 86b. C-sharp minor, Op. post.,  
bars 8-9. Suggestion  111 

Figure 87a. C-sharp minor, Op. post., 
bars 12-13. Jan Ekier UE 111 

Figure 87b-i. C-sharp minor, Op. post.,  
bars 12-13. Suggestion  111 

Figure 87b-ii. C-sharp minor, Op. post.,  
bars 12-13. Suggestion  112 

Figure 87c-i. Op. 9, No. 2, bars 4-5. Jane Stirling OCVE 112 
Figure 87c-ii. Op. 9, No. 2, bar 4. Auguste Franchomme OCVE 112 

 



 xiv 

List of Figures (continued) 
 

 

Figure Work / Bar(s) 
Copy of /  
Transcribed by/  
Source 

Edition Page 

Figure 88a. E minor, Op. post., bars 36-37. FFE OCVE 113 
Figure 88b-i. E minor, Op. post., bars 36-37. Suggestion  113 
Figure 88b-ii. E minor, Op. post., bars 36-37. Suggestion  113 

Figure 89a. C-sharp minor, Op. post.,  
bar 5. Jan Ekier UE 113 

Figure 89b. C-sharp minor, Op. post.,  
bar 5. Suggestion  113 

Figure 89c. Op. 9, No. 2, bar 7. Wilhem von Lenz OCVE 114 

Figure 90a. C-sharp minor, Op. post., bars 
39-45. Jan Ekier UE 114 

Figure 90b. C-sharp minor, Op. post., bars 
39-45. Suggestion  115 

Figure 90c. Op. 62, No. 2, bar 69. Camille Dubois OCVE 114 
Figure 91a. C minor, Op. post., bar 44. FFE OCVE 115 
Figure 91b. C minor, Op. post., bar 44. Suggestion  115 

Figure 91c. Op. 9, No. 2, bar 34. Zofia Rosengardt-
Zaleska OCVE 116 

Figure 92a. E minor, Op. post., bar 5. FFE OCVE 116 
Figure 92b. E minor, Op. post., bar 5. Suggestion  116 
Figure 92c-i. Op. 27, No. 2, bar 21. Auguste Franchomme OCVE 117 

Figure 93a. C-sharp minor, Op. post.,  
bars 58-59. Jan Ekier UE 118 

Figure 93b. C-sharp minor, Op. post.,  
bars 58-59. Suggestion  118 

Figure 93c. Op.9, No. 2, bar 22. Jane Stirling OCVE 118 
Figure 94a. E minor, Op. post., bars 39-40. FFE OCVE 119 
Figure 94b. E minor, Op. post., bars 39-40. Suggestion  119 
Figure 94c. Op. 9, No. 1, bar 45.  Wilhem von Lenz OCVE 119 

Figure 95a. C-sharp minor, Op. post.,  
bars 52-53. Jan Ekier UE 120 

Figure 95b-i. C-sharp minor, Op. post.,  
bars 52-53. Suggestion  120 

Figure 95b-ii. C-sharp minor, Op. post.,  
bars 52-53. Suggestion  120 

Figure 95b-
iii. 

C-sharp minor, Op. post.,  
bars 52-53. Suggestion  120 

Figure 96a. E minor, Op. post., bars 49-50. FFE OCVE 121 
Figure 96b. E minor, Op. post., bars 49-50. Suggestion  121 
Figure 96c. Op. 27, No. 2, bar 30 Auguste Franchomme OCVE 121 
Figure 97a. C minor, Op. post., bar 4. FFE OCVE 122 
Figure 97b. C minor, Op. post., bar 4. Suggestion  122 

 



 xv 

List of Figures (continued) 
 
 

Figure Work / Bar(s) 
Copy of /  
Transcribed by/  
Source 

Edition Page 

Figure 97c. Op.9, No. 2, bar 2. Zofia Rosengardt-
Zaleska OCVE 122 

Figure 98a. E minor, Op. post., bar 6. FFE OCVE 123 
Figure 98b. E minor, Op. post., bar 6. Suggestion  123 
Figure 99a. E minor, Op. post., bar 24. FFE OCVE 123 
Figure 99b. E minor, Op. post., bar 24.  Suggestion  123 
Figure 99c-i. Op. 15, No. 1, bar 26. Ludwika Jędrzejewicz OCVE 124 
Figure 99c-ii. Op. 15, No. 1, bar 28. Jane Stirling OCVE 124 
Figure 100a. E minor, Op. post., bar 1. FFE OCVE 124 
Figure 100b. E minor, Op. post., bar 1. Suggestion  124 
Figure 101a. E minor, Op. post., bar 5. FFE OCVE 125 
Figure 101b. E minor, Op. post., bar 5. Suggestion  125 
Figure 101c. Op. 9, No.2, bar 32. Camille Dubois OCVE 125 
Figure 102a. E minor, Op. post., bar 3. FFE OCVE 126 
Figure 102b. E minor, Op. post., bar 3.  Suggestion  126 

Figure 102c. Op. 9, No. 2, bar 33. Zofia Rosengardt-
Zaleska OCVE 126 

Figure 103a. C minor, Op. post., bar 5. FFE OCVE 127 
Figure 103b. C minor, Op. post., bar 5. Suggestion  127 
Figure 104a. C minor, Op. post., bar 24. FFE OCVE 127 
Figure 104b. C minor, Op. post., bar 24.  Suggestion  127 
Figure 104c. Op. 9, No. 2, bar 21. Wilhem von Lenz OCVE 128 
Figure 105a. C minor, Op. post., bar 19. FFE OCVE 128 
Figure 105b. C minor, Op. post., bar 19. Suggestion  128 
Figure 105c. Op.15, No. 1, bar 27. Jane Stirling OCVE 129 

 
 
 
Chopin wrote these exercises for his niece: Page 
Figure A Exercise step 1.   36 
Figure B Exercise step 2.   37 
Figure C Exercise step 3a.   37 
Figure D Exercise step 3b.   37 
Figure E Exercise step 3c.   37 

 

 

 

 

 



 1 

Chapter 1: Historically Informed Teaching: Background and Prospects 

 
This chapter discusses the concept of historically informed teaching (HIT) in the 

context of historically informed performance (HIP), an ongoing movement since the late 

twentieth century.1 Discussions of the HIP are germane to the research and performance of 

pre-1800 repertory, typically using period instruments, whether original or modern replicas, 

and often also using playing techniques informed or inspired by research. There is no space 

here to retrace in detail or even summarize a sophisticated movement that actually includes 

many facets and ideas developed independently in different periods and cultures.2 I will focus 

on issues pertinent to the way HIP has permeated mainstream music-making, as evidenced by 

an increasing number of cross-over music-making activities in recent years, and how 

elements of HIP have provided the conditions for HIT. This chapter concludes with a 

description of the goals, methodology, limitations, and potential significance of this research. 

 

1.1 Aspects of Historically Informed Performance (HIP) 

 
This section discusses aspects of HIP that are pertinent to this research on historically 

informed teaching (HIT): (1) modernity of HIP; (2) cross-over activities between HIP and 

mainstream musicians; (3) the role of institutions; (4) critics of HIP, and (5) shared goals 

between HIP and mainstream musicians. 

 

 
1 See John Butt, Playing with History (Cambridge: Cambridge University Press, 2002), ix–xiii. 
 
2 For principal discussions on HIP, see Nicholas Kenyon, ed. Authenticity and Early Music (Oxford: Oxford 
University Press, 1988), and Butt, Playing with History (Cambridge: Cambridge University Press, 2002). For a 
succinct account, see Sherman, ‘Authenticity in Musical Performance,’ The Encyclopedia of Aesthetics, ed. 
Michael Kelly (New York: Oxford University Press, 1998).  
 
 



 2 

1.1.1 Modernity of HIP 

 
Since the late century, most performers of historical instruments (including both 

originals and modern replicas) have adopted the term ‘historically informed performance’ (or 

sometimes ‘historically inspired performance’), which appears to be a more accurate, or less 

contentious description of their activities than ‘authenticity’, a goal deemed unattainable by 

most.3 For Taruskin, ‘historical’ performance of our time is “… in fact the most modern style 

around.”4 For many musicians, the so-called historically informed performance (HIP) is “… 

not the search for a single answer, but a range of possibilities from which to make performing 

decisions”, as Peter le Huray mentioned in his influential Authenticity in Performance 

(Cambridge, 1990).5 To date, many historical musicians still believe that using the tools of 

eighteenth century performers (for example, instruments, original scores, and playing 

techniques) can explore the composer’s intention(s) better, whatever they may embody. 

However, as Nikolaus Harnoncourt observed, historical reconstructions represented more of a 

‘modern’ adventure than a direct restoration of the past.6 In other words, HIP has inspired 

many performers to adopt history to discover new interpretive possibilities and land on 

different kinds of artistic expression.7 In brief, HIP offers these performers a new perspective 

by initiating a curiosity that prompts them to reconsider interpretative strategies by 

questioning the assumed natural expressivity in the conventional classical tradition.8 

 
3 See Peter Le Huray’s insightful comments on the ‘spirit of authenticity’ in Authenticity in Performance 
(Cambridge: Cambridge University Press, 1990), 1–4.  
 
4 Richard Taruskin, ‘The Pastness of the Present and the Presence of the Past,’ in Authenticity and Early Music 
(Oxford: Oxford University Press, 1988), 152.  
 
5 Le Huray, Authenticity in Performance (Cambridge: Cambridge University Press, 1990), 4.  
 
6 Butt, Playing with History (Cambridge: Cambridge University Press, 2002), 4.  
 
7 Laurence Dreyfus, ‘Beyond the Interpretation of Music’, Dutch Journal of Music Theory, vol. 12, 3 (2007), 
269–70.  
8 Butt, Playing with History (Cambridge: Cambridge University Press, 2002), 8. 
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1.1.2 Cross-over activities between HIP and mainstream musicians 

 
The shift of focus in HIP, from the search for the authentic sound to the search for 

new performance possibilities, has apparently opened doors to many cross-over music-

making activities between HIP and mainstream musicians, striking sparks off one another 

and, in some cases, inspiring new ways of teaching and performing.  

Several recordings provide certain concrete evidence of the collaborations between 

HIP and mainstream musicians. In his album Simply Baroque II, Yo-Yo Ma played on a cello 

modified from the modern to the baroque manner (such as removing the endpin and replacing 

modern strings with gut strings) with Ton Koopman (harpsichordist, organist, and 

conductor). In his liner notes, Ma reflected that by playing on the modified cello, he 

discovered a new, expressive way of sharing Bach’s music: 

… playing on my altered instrument…. gives a much more intimate sound. By 
removing innovations that over time have been made for the cello, you actually arrive 
at a different kind of expressivity.9 
 
According to Ma, historical awareness has therefore opened up new interpretive 

possibilities to share older music with the audience.10  

Emmanuel Ax, a professional pianist who frequently joined hands with Yo-Yo Ma in 

many concerts, recorded Chopin’s Piano Concerto no. 1 in E minor, Op. 11, on an 1851 Érard 

 
9 Yo-Yo Ma, liner notes for Simply Baroque II, 6, by Johann Sebastian Bach and Luigi Boccherini, Sony 
Classical SK60681, rec. 1998, compact disc.  
 
10 In the DVDs entitled Inspired by Bach, vols. 1–3 (2005), Ma collaborated with modern dancers, and used 
Bach’s solo cello suites as an inspiration for dance choreography and gestures [See Ma, Yo-Yo, Inspired by 
Bach, DVD, directed by Patricia Rozema, François Girard, and Atom Egoyan (USA: Sony Classical, 2005)]. 
Lang Lang’s The Chopin Dance Project (2013) appears to have been conceived along a similar concept. 
According to Lang himself, such a collaboration allowed him to explore spontaneity: “Dance is music turned 
into movement… When I play, my movements match my emotions. There’s nothing pre-planned about the way 
I express myself. But, when I see dancers move and feel how they’re inspired by the music and the 
choreography, I sense that I’m feeling the same thing as they are.” [See L. Lang, The Chopin Dance Project, 
DVD, directed by Michelle Elliott (USA: Sony Classical, 2013)]. 
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with the Orchestra of the Age of Enlightenment.11 András Schiff is another pianist who 

demonstrates the flexibility of moving between modern and historical instruments. In his CD 

recording of Mozart’s piano music for four hands, Schiff played on Mozart’s fortepiano 

(Anton Walter, Vienna ca.1780) with George Malcolm, who made a versatile career as 

harpsichordist, pianist, and fortepianist. 

In 2016, Lang Lang collaborated with Nikolaus Harnoncourt and the Wiener 

Philharmoniker on the DVD entitled Mission Mozart.12 This DVD documented the four days 

of rehearsals of Mozart’s Piano Concertos no. 17 and 24, including interviews with 

Harnoncourt, Lang Lang, and other musicians. The emphasis on the process of music-making 

as a result of an open-minded attitude is clear from Harnoncourt’s own words: 

It’s rare to find someone [i.e., Lang Lang] who is so open-minded. I can only work 
with soloists who are ready to develop a concept together with me, and very seldom I 
have experienced a reading of the work that developed so quickly.13 
 
Melvyn Tan has been active as a pianist and fortepianist in a career lasting more than 

four decades, during which he has collaborated with both period and modern musicians. 

Notably, his flexibility as a keyboard player is reflected by his discography, which 

encompasses solo, chamber, and concerto works from the baroque to the present.14 He has 

been collaborating with conductors and musicians of both historical and modern backgrounds 

for many years. Interestingly, he emphasizes such qualities as “exploration, insight, and 

 
11 The CD also includes Chopin’s Grande Valse Brillante in A minor, Op. 34, No. 2. and the Variations on ‘Lá 
Ci Darem La Mano’, Op. 2. [See Emanuel Ax (piano), with the Orchestra of The Age of Enlightenment and Sir 
Charles Mackerras (conductor), Chopin, Sony Classical SK 60771, 1999, compact disc]. 
 
12 L. Lang, Mission Mozart, DVD, conducted by Nikolaus Harnoncourt (USA: Sony Classical, 2016). 
 
13 Ibid. 
 
14 See http://www.melvyntan.com for up-to-date information on Tan’s discography, as well as active 
performance schedule on both fortepiano and modern piano. Tan has been praised for his bold programming and 
for his ability to switch between historical and modern pianos in the same recital. 
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imagination”, and adds that his background as a fortepianist has enabled him to “… cast fresh 

light on music conceived for the piano’s early and modern forms.”15 

The cross-over activities of the musicians discussed above are examples of an 

increasing trend that has gained momentum in recent years. More and more HIP and 

mainstream musicians share the stage in concerts, recordings, and creative projects. These 

collaborative cross-over activities have certainly created a more diversified listening 

experience for the audience. More significantly, aspects of HIP, such as improvisation and 

adaption of period techniques on modern instruments (e.g., playing with no or less vibrato on 

strings), have permeated mainstream music-making serendipitously.16 Notably, virtually all 

of these musicians are leading instructors who teach worldwide in major music 

conservatories and universities, instilling new ideas of teaching and performing in the minds 

of the younger generation of musicians. In addition to those mentioned above, 

internationally-active musicians with or from the HIP background who have taught widely 

include Malcolm Bilson, David Breitman, Christopher Hogwood, Robert Levin, and Trevor 

Pinnock.17 For Breitman, knowing as much as possible about the past can help every 

musician make their present performances convincing and relevant.18  

 

 
15 See Tan’s ‘Biography’ on his website: http://www.melvyntan.com. 
 
16 For example, in Camerata Salzburg’s concert on 10 March 2017 during the 45th Hong Kong Arts Festival 
(2017), Piotr Anderszewki both conducted and performed as solo pianist Haydn and Mozart concertos, 
emphasizing such qualities as intimacy and sensitivity, as well as musical enthusiasm and original 
interpretation. https://www.hk.artsfestival.org/en/programmes/camerata-salzburg-and-piotr-anderszewski/. 
 
17 While Malcolm Bilson clearly favored the fortepiano to interpret 18th-century piano works, David Breitman, 
Robert Levin, and many other artists have a more open-minded attitude in that both the fortepiano and modern 
piano can be equally expressive, albeit in different ways. For Bilson’s position, see Bilson, ‘The Viennese 
Fortepiano of the Late 18th Century,’ Early Music 8 (1980): 158–69. See Butt’s evaluation of Bilson’s attitude in 
Butt, Playing with History (Cambridge: Cambridge University Press), 53. 
 
18 See Breitman, ‘Time Travel for Pianists: How Today’s Pianists can Learn from Yesterday’s Instruments,’ 
Keyboard Perspectives III (2010), 75–86. 
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1.1.3  The role of institutions 

 
Research on the historical performance of Western classical music around the late 

twentieth century has appeared in works published by such eminent scholars as John Rink, 

Nicolaus Harnoncourt, and other musicians who have developed distinguished careers as 

both researchers and musicians. For example, the AHRC Research Centre for Musical 

Performance as Creative Practice (CMPCP), which is based at “the University of Cambridge 

in partnership with King’s College London, the University of Oxford, and Royal Holloway, 

University of London, and in association with the Royal College of Music and the Guildhall 

School of Music & Drama,” explores sophisticated performance issues beyond traditional 

methodologies.19 One key question in relation to historical interpretation is: How can 

understanding historical performance allow modern performers to foster original approaches 

to interpretation? Among musicians who perform on both historical and modern instruments, 

emphasizing understanding the context of the creative music-making processes has led to the 

cultivation of a rich variety and diversity in interpretative strategies. 

Many universities and music conservatories worldwide offer programs and courses in 

historical performance practice. In many cases, mainstream players, such as pianists and 

violinists, can have the opportunity to study pre-1800 repertories on “historical” instruments. 

For example, at Cambridge University, students who take the performance practice course 

have the opportunity to take part in side-by-side rehearsals and concerts in collaboration with 

professional musicians from the Academy of Ancient Music.20 Both in the UK and North 

America, many music departments see the benefits of having modern pianists and 

instrumentalists study historical instruments to broaden their repertory and acquire flexible 

 
19 The AHRC Research Centre for Musical Performance as Creative Practice, http://www.cmpcp.ac.uk/research/ 
(accessed 20 July 2020). 
 
20 See http://www.mus.cam.ac.uk/images/aam-side-by-side-2012-1.jpg/view (accessed 10 June 2020). 
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skills, such as making embellishments and improvisation.21 In Asia as well, many leading 

institutions have a decent collection of early keyboard instruments and encourage students to 

explore new interpretative possibilities for both solo and chamber repertory.22 

 

1.1.4 Critics of HIP 

 
Not surprisingly, not everyone is convinced of the value of the HIP phenomenon.23 

Frederick Neumann’s scepticism of the early music movement (another term for HIP) can be 

seen in his writings on performance practice,24 and Roger Scruton’s sharp criticism of HIP in 

1999 matches Neumann’s cynicism:  

The effect [of HIP] has frequently been to cocoon the past in a wad of phoney 
scholarship, to elevate musicology over music, and to confine Bach and his 
contemporaries to an acoustic time-warp.25 
 
Pianist Robert Taub clearly favors the modern piano over period instruments. For 

Taub, the fortepianos in Beethoven’s time have severe limitations attributable to fundamental 

weaknesses in design, and only the modern piano can provide “… the full palette of sound to 

 
21 In the UK, many students who major on modern instruments can take a historical instrument as a ‘second’ 
study in such institutions as the Royal Academy of Music, Royal College of Music, Guildhall School of Music 
and Drama, and the Royal Northern College of Music. The Julliard Historical Performance runs specialized 
graduate programmes at both the masters and doctoral level in early music on period instruments (see 
https://www.juilliard.edu/music/historical-performance for detailed information). 
 
22 Institutions with historical keyboard instruments include Yung Siu Toh Conservatory (Singapore), The 
Chinese University of Hong Kong, Hong Kong Baptist, Hong Kong University, and Hong Kong Academy for 
Performing Arts.  
 
23 Theodor Adorno criticized the act of historical reconstruction for musical performances heavily in 1951. See 
T. Adorno, Bach Defended Against his Devotees (London, N. Spearman, 1967). 
 
24 See the collection of essays in Frederick Neumann, New Essays on Performance Practice (Rochester: 
University of Rochester Press, 1989). 
 
25 Roger Scruton, The Aesthetics of Music (1999), p. 448.  



 8 

bring fresh life to these [i.e., Beethoven’s] works of timeless value.”26 For Taub, the period 

instruments merit little worth beyond their historical interest.27  

 

1.1.5 Shared Goals between HIP and Mainstream Musicians 

 
In his influential article entitled “Beyond the Interpretation of Music”, Laurence 

Dreyfus articulates both HIP and mainstream musicians’ sophisticated goal in their 

interpretation of older music: 

Musicians are not only biblical scholars pouring over dead manuscripts in the library 
so as to extract the divine spark: we are also competitors, sportsmen, artisans, 
magicians, actors, mimes, libertines, lovers, monks, nuns, saints, seers, psychics, 
priests, physicians, bards, composers, gods, children, players, hedonists in search of 
pleasure for whom unfettered play is the objective, the dream of a world, if you will, 
without coercion and or the imposition of authority. That we are tied to our texts and 
rarely stray from them (unlike most other musicians) means that unfettered play 
remains an unrealisable if still no less desirable ideal. So the time might be ripe to 
abandon our habit of asking: ‘should I interpret the music this way or that?’ and revel 
in the wealth of experiential possibilities open to us as lovers and players of music. 
For if we can capture this sense of music making in a world that descends so easily 
into brutality, we can surmount the greatest challenge and reap the richest reward. 28  

 

For many HIP practitioners, their role as interpreters is in many ways similar to that 

Alfred Cortot (1877–1962) described in 1934: 

If you love music to the extent of dedicating your life to her service, music takes it for 
granted that you will not contract a marriage of convenience with her from petty 
motives. You ought to devote to her all your enthusiasm and all the resources of your 
love, without respite. (…) You will then have become an interpreter, not merely a 
performer. 29 

 
26 R. Taub, Playing the Beethoven Piano Sonatas (New York: Amadeus Press, 2002), 94. 
 
27 Ibid., 89–94. 
 
28 Dreyfus, ‘Beyond the Interpretation of Music’, Dutch Journal of Music Theory, vol. 12, 3 (2007), 272. 
 
29 See Jeanne Thieffry and Robert Jacques, trans., Alfred Cortot’s Studies in Musical Interpretation (London: 
Harrap, 1937), p. 16; orig. in Alfred Cortot, Cours d’interprétation, ed. Jeanne Thieffry (Paris: R. Legouix, 
1934). 
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The shared goals between the HIP and mainstream practitioners above provide some 

justification for HIT, in which ideas stemming from HIP and conventional teaching coalesce 

into an innovative pedagogical concept. In the following two sections, I discuss the 

characteristics of HIT, as well as its implications for this research. 

 

1.2 Historically Informed Teaching (HIT) 

 
1.2.1 What HIT is not about 

Before discussing the specifics of HIT, it is important to articulate what HIT is not 

about. First, it is not solely about teaching to purely reconstruct “authentic” performances or 

sound. Secondly, it is not about simply using Urtext editions, although in many cases, if a 

critical score is available, it is indeed preferable to one that is edited heavily. Thirdly, 

although HIT can lead to a greater variety of performance options, it is not simply about 

making more choices available to the teacher and pupil. The increased options open to the 

pupil should stem from an awareness of the historical background and original contexts of 

teaching and performance. This increased awareness will allow the pupil to sharpen his/her 

intuition in developing interpretive strategies, as Rink discussed: 

Although reliance on intuition… [can be] a risky interpretative strategy, the situation 
is altogether difference when one’s ‘intuition’ has resulted from an utter familiarity 
with the composer’s style and performance aesthetic, as well as prolonged immersion 
in the music itself. The ‘second sight’ obtained from such an intimate understanding 
of the music and its stylistic context is in fact an essential goal for the performer. 30 

 
Finally, it should be evident by now that HIT does not encourage triviality, even 

though in many cases, the pupil may find the process that HIT offers more enjoyable than 

traditional learning.  

 

 
30 John Rink, ‘Authentic Chopin: History, Analysis and Intuition in Performance,’ in John Rink and Jim 
Samson, eds., Chopin Studies 2 (Cambridge: Cambridge University Press, 1994), 216–7. 
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1.2.2 Ingredients of HIT  

 
HIT is not one single method or combination of methods. It refers to teaching with an 

awareness of history and original contexts, such as the original instruments, playing 

techniques, and manuscripts and editions used for teaching. In fact, HIT is nothing new and 

has been an integral aspect of many HIT practitioners, although in scholarly literature, the 

focus is largely on performance, not on the teaching that inspires the learning process. 

Because HIT is not a specific method, there is a great diversity of approaches to 

teaching among HIT practitioners. Interestingly, Malcolm Bilson’s DVDs, entitled “Knowing 

the Score” (2 vols.), cover many aspects of teaching that many performers with a HIP 

background certainly have acknowledged.31 In Vol. 1, Bilson addressed key issues of 

performance practice relevant to the Classical repertory, including articulation, 

ornamentation, and rubato. He challenged the audience that the modern Steinway, with its 

slow developing tone, would not be able to interpret the articulation effects in Haydn and 

Mozart’s music intended for the Viennese fortepiano with its fast decay. Bilson demonstrated 

on both the modern Steinway and the fortepiano, and cited numerous recordings, but 

primarily as evidence that such modern pianists as Brendel and Schnabel have misunderstood 

Haydn, Mozart, and Beethoven’s original intentions overwhelmingly. Many of Bilson’s 

remarks were deliberately provocative, such as when he asked: “Do we really know how to 

read Urtext editions, and can this lead to more expressive, even passionate performance?” 

Such remarks as “We must never ever play [notes of the same duration] evenly” or “Can we 

play Mozart on the modern piano?” would cause many mainstream musicians to raise their 

eyebrows. 

 
31 Malcolm Bilson. Knowing the Score.” DVD. Interviewed by David Norris. NY: Cornell University, 2005. 
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Since Bilson, many HIP musicians have moderated their comments and even 

expressed that both historical and modern instruments can interpret the early repertory 

convincingly. For example, Breitman uses the metaphor of the musical journey into the past 

to discover as much historical information as possible, but the primary goal is to return to the 

present moment and create music for the modern audience.32 For Robert Levin, the fortepiano 

and modern counterparts can be equally expressive in different ways, although he considers 

an awareness of the predecessor of the modern piano advantageous to forge a convincing 

interpretation.33 

The Associated Board of the Royal Schools of Music’s publication of the performer’s 

guides to music of the baroque, classical, and romantic periods (in three volumes) is a 

testimony that teaching with historical awareness will prepare both teachers and performers 

better for present-day challenges.34 Such awareness can be enhanced by a wide range of 

activities common to HIP musicians, such as examining original music sources, researching 

original playing techniques, reading treatises, and analyzing the music. Thus, a HIT teacher 

needs to develop multiple perspectives of working with students, and a certain humility is 

almost a prerequisite for learning and discovering new possibilities through a deep 

commitment to the music. Significantly, many HIP musicians emphasize the creative aspect 

of their music-making. Similarly, a HIT teacher should guide the pupil to be curious about 

history and use historical information as the basis for an imaginative re-creation in reviving 

the notes on the page.35 

 
32 See Breitman, “Time Travel for Pianists: How Today’s Pianists can Learn from Yesterday’s Instruments,” 
Keyboard Perspectives III (2010), 75–86. 
 
33 Robert Lockwood and Robert Levin, “An Evening with Robert Levin,” Bulletin of the American Academy 
(Spring 2006): 39-43.  
 
34 Anthony Burton, A Performer’s Guide to Music (Great Britain: ABRSM, 2009). 
 
35 Eugène Dolmetsch urged musicians to study treatises and other historical documents seriously, not to 
reconstruct authentic performances but to use historical information to recreate performances imaginatively for 
the modern ear. See Butt, Playing from History (Cambridge: Cambridge University Press, 2002), 32. 
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Since HIT does not prescribe a particular approach, every teacher can develop his/her 

teaching approach in a flexible manner. Certainly, the teaching will depend considerably 

upon the repertory being studied, as for example, teaching a piece by Bach should involve 

different ingredients from teaching a piece by Debussy.36 Nevertheless, the teaching 

subjectivity resulting from being immersed in the repertory should inspire new insights and 

revitalize the practice. 

 

1.2.3 Urtext editions and the role of the teacher 

The emphasis on Urtext editions has immediate implications for the music teacher’s 

responsibilities. Compared to performance editions such as those edited by Alfred Cortot, 

Ignacy Jan Paderewski, Arthur Schnabel, and other famous performers, critical editions—

quite often branded ‘Urtext’ by publishers—have cleaner-looking scores, with fewer editorial 

suggestions such as dynamics and pedaling marks. Therefore, the teacher/pupil needs to be 

the editor and supply the missing details in performance for a convincing interpretation. Such 

details vary according to the repertory being studied. For eighteenth century pieces, it is 

essential to work out the articulation and dynamic nuances. For some earlier repertory, the 

teacher may have to decode complex ornaments and develop stylish embellishments. 

Teachers need to be aware that different Urtext editions often offer different musical texts. 

For Mozart and Haydn, it is virtually impossible to distinguish between ‘dots’ and ‘dashes’ in 

every case.37 In the case of Chopin’s nocturnes, nearly every critical edition offers different 

embellishments and fingerings. Ideally, the teacher should consult the original source(s) for 

 
36 See Angela Hewitt’s illustrated lecture on playing Bach on the piano in the DVD entitled “Bach Performance 
on the Piano” (Hyperion, DVDA68001, 2007). Hewitt’s approach combines scholarship and pragmatism as well 
as her artistic insight. It is a fine example of the way historical awareness has opened up new possibilities for 
mainstream pianists to develop convincing performances for the present time. 
 
37 For example, dashes are found in Ulrich Leisinger’s edition of Klaviersonaten (Schott/Universal Edition: 
Weiner Urtext Edition, 1982), and dots are found in Ernest Herttrich’s Klaviersonaten (Henle G. Verlag, 2015). 
Both editions are labelled ‘Urtext’. 
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all passages when editors cannot agree. In Jan Ekier and Barry Cooper’s recent editions, the 

editorial commentary can be removed separately to encourage teachers and pupils to compare 

the variant readings and even challenge editorial decisions.38 

 

1.2.4  Role of technology 

Technology plays a key role, as it makes limitless information available on the 

internet. The ability today to search for information and listen to videos and audio recordings 

through a wide array of service providers such as YouTube, Google, and Spotify, is 

unprecedented in the history of humankind. Anyone with internet access can listen to and 

watch performances by different performers on different instruments and in different venues. 

This explosion of information certainly affects twenty-first century musicians’ teaching and 

learning. In addition, many libraries (e.g., the Bibliothèque Nationale de France) and 

scholarly websites make research materials, including manuscripts and archival sources, 

available freely to the public.39 Hence, musicians today who wish to conduct some level of 

research can benefit from having online access to materials hitherto available only to 

specialists and scholars.  

 

1.3 This Research 

This research attempts to develop a historically informed approach to teaching 

Chopin’s nocturnes by examining his own teaching practice and annotations on pupils’ 

copies. In particular, the annotations found in different pupils’ copies provide valuable 

information about the way Chopin tailored his approach to different needs and abilities. The 

 
38 Editions include Jan Ekier’s edition of Nokturny Op.9-62 (PWM Edition) and Barry Cooper’s edition of 
Beethoven’s The 35 Piano Sonatas (London: ABRSM, 2007). 
 
39 For example, see Bibliothèque Nationale de France, http://www.bnf.fr/fr. Cf., Schubert Online, 
https://schubert-online.at/. 
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composer’s posthumous nocturnes provide useful materials for case studies, as they have 

been edited minimally. By applying teaching strategies derived from Chopin’s own practice, 

I evaluate the feasibility and limitations of a historically informed approach for modern 

teachers.  

 

1.3.1 Rationale and research questions 

Previous studies into interpretation of Chopin’s nocturnes have focused primarily on 

performance practice issues and theoretical analysis.40 Yet curiously, Chopin’s approaches to 

teaching the nocturnes have attracted marginal scholarly interest. There may be several 

reasons for this. Researchers have focused on Chopin’s compositions and their musical styles 

for many years, and traditional research on performance has focused largely on such issues as 

rubato and pedaling. Research on Chopin’s teaching rests largely on Jean-Jacques 

Eigeldinger’s Chopin: Pianist and Teacher as Seen by his Pupils, published in 1986. In 

addition, many sources that contain possible annotations by Chopin and his pupils (witnesses) 

have found their way into libraries and archives in many different cities/countries. In fact, 

until the recent launch of John Rink’s website, Online Chopin Variorum Edition 

(http://www.chopinonline.ac.uk/ocve/), it would have been extremely difficult to access 

much of this information. My research emphasizes the way an awareness of the historical 

background and original context can open up new possibilities for the modern teacher. 

I chose nocturnes to carry out this research for several reasons. First, Chopin himself 

often assigned his nocturnes as “studies”.41 To many people, the term “studies” refers to 

purely technical finger-work exercises. However, Chopin may have used studies to develop a 

 
40 see Jonathan Bellman, “Chopin and His Imitators: Noted Emulations of the ‘True Style’ of 
Performance,”19th-Century Music 24, no. 2 (Autumn, 2000). 
 
41 See Jean-Jacques Eigeldinger, trans., Chopin – Pianist and Teacher as Seen by His Pupils, (Cambridge: 
Cambridge University Press, 1986), 61, quote from Karol Mikuli. 
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range of musical skills and concepts, such as phrasings, the “singing” style of performance, 

and patterns of a flowing melody against a steady accompaniment. Chopin considered 

nocturnes an integral part of a pianist’s repertory. Second, many different variants of his 

nocturnes have been found in different pupils’ copies. These variants reveal that Chopin 

modified his music constantly when teaching different pupils with diverse musicality and 

ability. Third, many editions of nocturnes are available in the market today, each with 

different musical details, including phrasing, pedal marking, fingering, and even pitch. 

Learning or playing from different editions sounds quite different because of these 

discrepancies, without knowing or aware that these discrepancies are sometimes the editor’s 

choices. Ideally, teachers and pupils should consult the original source when teaching and 

learning the nocturnes.  

Typically, a student learned Chopin’s nocturnes using the printed score as a blueprint 

to work out his/her interpretation. If the modern teacher can follow in Chopin’s footsteps to 

tailor the score to each student’s needs, not only would this arouse their interest in learning, 

but it would also stimulate creativity in a collaborative learning environment between the 

teacher and student.  

In a broader sense, the composer uses printed music or notation to represent his/her 

creative work. Nevertheless, as many scholars have pointed out, the score has its 

limitations.42 Regardless of how detailed it is, it cannot provide all of the information needed 

for the musical interpretation. The modern teacher with an awareness of the historically 

informed approach can sensitively guide the student to discover his/her own voice, rather 

than create clones that imitate a particular performer or the teacher. The goal of this research 

is not to prescribe an ideal HIT approach, but to develop a teaching approach based upon a 

scrutiny of historical and music sources. The objectives and rationales of this research are to 

 
42 Deborah Sinn, Playing Beyond the Notes, (NY, Oxford University Press, 2013), 1-3. 
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inspire teachers to offer their own teaching editions creatively for different pupils, to enrich 

students’ intuition in interpretation and encourage further HIT research. This research 

examines the criteria necessary to answer the following questions: 

§ Why did Chopin provide alternative variants for his nocturnes?  

§ How can creative strategies inspired by Chopin’s teaching enrich modern 

teaching and learning? 

 

1.3.2 Methodology 

The methodology of this research is two-fold. First, I will look into Chopin’s own 

teaching practice by examining documentary evidence, including his pupils’ letters and 

accounts, as well as Chopin’s draft of a teaching method,43 a project that remained unfinished 

unfortunately. Revisiting key issues of Chopin’s teaching approach provides a backdrop for 

the contextualized discussions that follow. The second part of this research involves 

identifying nocturnes Chopin used most frequently when teaching, and then examining his 

annotations in extant copies of different pupils. Then, I apply teaching strategies inspired by 

Chopin’s own practice, and the evidence gathered from his annotations to the composer’s 

posthumous nocturnes. The thesis concludes with an evaluation of a historically informed 

approach to teaching Chopin’s nocturnes as well as a discussion of the potential for future 

research in this field. 

The research methodology can be summarized broadly as identifying nocturnes 

Chopin used most in his teaching, identifying original sources that contain relevant 

annotations, and applying principles of Chopin’s teaching to his posthumous nocturnes.  

 

 
43 See Eigeldinger, trans., Chopin – Pianist and Teacher as Seen by His Pupils. (Cambridge: Cambridge 
University Press, 1986), 90. 
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Nocturnes most used by Chopin for teaching 

The nocturnes Chopin used most in his own teaching can be identified by examining 

documentary sources such as his letters, his pupils and friends’ memoirs, and notes written in 

pupils’ copies. 

 

Original music sources  

Original music sources derived from Chopin and his pupils include first editions that 

contain markings penciled in Chopin’s hand. All primary sources required for this study are 

available from the Online Chopin Variorum Edition.44 

 

Scope of this study 

This study’s scope encompasses an examination of embellishments, fingerings, and 

other musical details Chopin’s annotations reveal. Teaching and performance matters that 

cannot be studied merely by looking at annotations, such as degree of rubato and dynamic 

nuances, are largely excluded from this study. 

 

Applying Chopin’s teaching strategies to his posthumous nocturnes 

Based upon the findings of the way Chopin tailored his teaching for different pupils, 

this study explores the extent to which Chopin’s teaching strategies can be applied to his 

three posthumous nocturnes. I offer variants based upon observations made in the previous 

section. The posthumous nocturnes are appropriate for this research for three principal 

reasons. First, they are entirely free of Chopin’s annotations. This makes it possible to rewrite 

passages without Chopin’s “already marked” influence. Second, as these posthumous 

 
44 “Works,” Online Chopin Variorum Edition, http://www.chopinonline.ac.uk.ocve/ (accessed 8 August 2020). 
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nocturnes bear stylistic features similar to the nocturnes collection, the annotations studied, 

and variants offered would be musically relevant. 

 

1.3.3 Significance 

The objective of this dissertation is to sensitize teachers to new possibilities in 

teaching and playing Chopin’s nocturnes, particularly the creative freedom inherent in these 

pieces. Above all, the possibility to rewrite passages to suit individual hands allows pianists 

with different abilities to develop their own interpretations. Piano teachers who are fully 

aware of these increased possibilities will be able to teach Chopin’s nocturnes to suit each 

student’s unique ability and musicality, as Chopin himself demonstrated. Moreover, the 

process of learning in this historically informed approach will strengthen the collaboration 

between teachers and students as well as inspire creativity in learning. 

 

1.3.4  Limitations of this research 

This study did not look into Chopin’s original instruments, as this is another area of 

research. The focus of this dissertation demonstrates the way the modern teacher can 

assimilate Chopin’s teaching approaches. 

Prospective readers may pose questions about whether these customizations are 

appropriate for examination or competition settings. This argument can be controversial, and 

this research does not attempt to address it. 

Further, this study does not prescribe a particular method or approach to teaching 

Chopin’s nocturnes, or any authentic method of creating embellishments in his style. Instead, 

it demonstrates the way teachers can explore the past fruitfully, discover new possibilities for 

the present, and guide students on a creative journey to recreate Chopin’s nocturnes with an 

increased awareness of the past. 
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1.3.5  Potential benefits of this research 

Improvisational embellishments were a common practice in Western music before the 

nineteenth century.45 However, this practice diminished gradually around the middle of the 

century. Piano pupils learning a musical work tended gradually to adhere more closely to the 

written score more or less precisely as notated. Nonetheless, the view that the performer 

should not deviate from the printed score is not without its limitations. In the case of 

Chopin’s nocturnes, the view above is problematic because there were three first editions 

initially, each of which provided different readings. To complicate the issue, many editions 

available widely today were produced based upon their editors’ preferences and choices (e.g., 

Ignacy Jan Paderewski [1860–1941]). Pupils who are learning from these performers’ 

editions may be learning about these editors’ interpretations, rather than about Chopin’s 

initial intentions. Evolving from this score reading tradition, many pupils today who are 

learning a piece of music prioritize reproducing everything precisely as in the printed score. 

Pupils who learn this way will likely take the notation too literally, particularly in our present 

stage of technology where recordings are available widely. Not only students, but also many 

music teachers engage in this practice. The outcome of this common approach may produce a 

high level of virtuosity, but at the same time, it may greatly limit an individual’s creativity, 

such as improvisations and listening skills. On the other hand, there are critical editions. 

Although these editions are supposedly free from the editors’ personal markings, relatively 

speaking, teaching the nocturnes without an awareness of the way Chopin taught may lack 

the necessary intuition or ingredients to produce a convincing interpretation that brings out 

each pupil’s individuality. This research intends to develop an alternative approach to 

 
45 See Nettl, Bruno, Rob C. Wegman, et al. “Improvisation,” in Grove Music Online (2001), 
https://www.oxfordmusiconline.com (accessed 23 Oct 2020). See also Robert Moore, “The Decline of 
Improvisation in Western Art Music: An Interpretation of Change,” Croatian Musicological Society 23, no. 1 
(June. 1992): 71-72. 
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teaching and learning that respects Chopin’s own approach: 

 

(1) The teacher can teach more creatively by combining intuition with historical 

awareness. By understanding notation rather than fixating on it, the music may set 

both teachers and pupils free to explore other interpretative possibilities. This, 

interestingly, is closer to Chopin’s own teaching attitude. 

 

(2) Teachers can tailor teaching individual pupils with greater flexibility than is 

currently the case. For example, the teacher can rewrite passages for pupils with 

extra small or large hands. 
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Chapter 2: Chopin’s Teaching 

 
This chapter discusses Chopin’s teaching career according to several issues, including 

the role of teaching in his career, his students’ social context, his pedagogy as revealed by 

documentary evidence, and his incomplete Projet de méthode, as well as his teaching 

approach. Summarizing what we know of Chopin’s teaching paves the way for in-depth 

discussions of his annotations in the chapter that follows. 

 

2.1 Chopin’s Career as Piano Teacher 

Chopin’s remarkable career as a composer, performer, and piano teacher developed 

rapidly after he settled in Paris in 1830.46 In his early days there, he sustained his living 

through family support, some private performances, and some “modest sales of his published 

music.”47 Gradually, piano teaching, together with composing, predominated over 

performance in his career. He spent seventeen years teaching piano from 1832 to 1849, and 

was one of the most sought-after piano teachers of his time, together with other famous 

pianist-teachers such as Franz Liszt (1811–1886) and Frederich Kalkbrenner (1785–1849). 

 

2.1.1  Role of teaching 

Although Chopin is regarded today more as a composer and pianist than a pedagogue, 

teaching was a very significant activity for him. Two things may explain this significance: (1) 

Commissions from compositions were insufficient to cover daily expenses. Music score 

 
46 Although recognized as having extraordinary musical talents, his limited career development in his hometown 
motivated Chopin to search for opportunities elsewhere. He commenced a tour and settled in Paris in 1830, 
where he emerged as a performer, composer, and piano teacher. For a biography, see Jim Samson, “Chopin, 
Fryderyk Franciszek,” Grove Music Online. 2001 (accessed 23 Feb 2021).  
 
47 Ibid. 
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publishers skimmed off Chopin’s composition profits by paying him pitiful lump sums.48 

Thus, he had to find other means of support, and teaching piano became a convenient 

alternative to earn a living, and (2) Chopin’s aesthetic preference for chamber music over 

public performance. As a performer, Chopin was reluctant to face large audiences. Public 

performance was not desirable for him, and he commented once that “… concerts are never 

real music; you have to give up the idea of hearing in them the most beautiful things of art.”49  

Several letters reveal Chopin’s hesitation to perform in public and his preference for a more 

intimate performance setting. In a letter to Gryzmala, Chopin confessed that: 

I avoid all big public concerts. I think I shall give a concert in some fashionable 
drawing-room, limited to 150 to 200 people.50 
 

On another occasion when Chopin wrote to Liszt about his anxiety in public 

performance, he remarked:  

I am not fitted for public playing, the public frightens me, its breath chokes me, I am 
paralysed by its inquisitive gaze, and frightened by these strange faces.51 
 
These instances illustrate explicitly Chopin’s dislike of public performance and his 

preference to perform in a more intimate salon setting.  

Under such circumstances in which compositions did not generate a constant flow of 

funds to sustain a living, together with an increasing personal preference for the chamber 

music salon setting, it is not surprising that Chopin turned to piano teaching in his career. His 

preference for chamber music may have affected his teaching attitude. Not only did teaching 

piano eventually become Chopin’s primary source of income, but it also became his 

 
48 Cortot, trans., In Search of Chopin. (New York: Dover Publications, Inc., 1951), 25. 
 
49 Maria von Grewingk, Eine Tochter Alt-Rigas, Schülerin Chopins, (Riga, Löffler, 1928), 19, quoted in 
Eigeldinger, Chopin: Pianist and Teacher as Seen by His Pupils (Cambridge: Cambridge University Press, 
1986), 7.  
 
50 see Jeanne Holland, “Chopin’s Teaching and His Students” (PhD diss., University of North Carolina, 1972), 
33. 
 
51 Ibid., 34. 
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passion.52 According to Jeanne Holland, Chopin taught more than one hundred and twenty 

students.53  However, this number was not exhaustive. Many “short-term” students were not 

included in her list of Chopin’s students. Another Chopin scholar, Jean-Jacques Eigeldinger, 

revealed that the “… number of identified pupils to date is about 150.”54 The differences in 

number between the two scholars may be based upon different considerations. Although one 

may argue the reliability of these numbers, my research does not attempt to address this issue. 

Although we cannot establish the precise number of pupils Chopin may have taught, he 

clearly taught many pupils in his short life.  

 

2.1.2  Social context of Chopin’s students 

Although Chopin was in high demand as a piano teacher, it appears that he did not 

follow a set of teaching methodology, nor did he train any prominent virtuosic concert 

pianists. According to Holland in her dissertation, “Chopin produced not one renowned 

pianist. Does this mean that Chopin, like many virtuosos, was unable to teach the skill he 

commanded so exceptionally?”55 or does this imply Chopin was a poor teacher? This 

statement is likely implausible because many of his students “… maintain[ed] that Chopin 

was a superb teacher.”56 

However, if he was such a “superb teacher,” why did he produce not one 

distinguished concert pianist? There are three apparent reasons: (1) Chopin’s aesthetic ideal 

 
52 Patricia Chu-Li MacCabe, “The Piano Pedagogy of Frederic Chopin” (Master’s Thesis, San Jose State 
University, 1984), 150.  
 
53 Holland, “Chopin the Teacher” Journal of the American Liszt Society 17 (1985): 39. 
 
54 Eigeldinger, trans., Chopin: Pianist and Teacher as Seen by His Pupils (Cambridge: Cambridge University 
Press, 1986), 7. 
 
55 Holland, Chopin’s Teaching and his Students (PhD Diss., University of North Carolina, 1972), 3.  
 
56 Ibid. 
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was not focused on stage performance; (2) Many of his pupils were aristocratic women 

whose careers were not destined for stage performance, and finally, (3) Chopin’s most 

talented students died young. 

As Liszt stated in an interview, “Chopin was unfortunate in his pupils… none of them 

has become a player of any importance, although some of his noble pupils played very 

well.”57 This opinion is not unreasonable: 

Three of Chopin’s most promising young talents died young, ([Carl Filtsch], Caroline 
Hartmann, Paul Gunsberg). Among the most brilliant of his students, two renounced 
their careers at a very early stage (Emilie von Gretsch, Friederike Streicher). Another 
two confined themselves to private teaching (Camille Dubois, Mme Rubio); , while 
Pauline Viardot, a pianist of repute, had already taken to a singing career by the time 
she received any musical ideas from Chopin. We are left with about ten students, all 
men, who eventually embraced a serious professional career.58 

 
In addition to the core group of principal students, Chopin certainly had “… many 

short-term students, sometimes more eager [to earn] the title [of] ‘Chopin’s student’ than for 

his instructions.”59 It is ambiguous whether these short-term students’ achievements relate 

directly to Chopin’s contributions. Further, there is insufficient evidence to trace these 

students’ subsequent success attributable to Chopin’s teaching. 

Although no virtuosic concert pianist was produced under Chopin’s teaching, some of 

his core students continued to develop careers as scholars and pedagogues. In addition to 

those mentioned in the quotation above, other notable musicologists included Thomas Dyke 

Tellefsen (1823–1874), George Mathias (1826–1910), and Karol Mikuli (1821–1897). 

    Tellefsen was the first editor to publish the first “complete” critical edition of 

Chopin’s works. However, numerous criticisms have been leveled at this so-called critical 

 
57 Frederick Niecks, Frederick Chopin, as a Man and Musician – Complete, (London & New York: Novello, 
Ewer & Co, 1890), 1514.  
 
58 Eigeldinger, trans., Chopin: Pianist and Teacher, as Seen by His Pupils (Cambridge: Cambridge University 
Press), 5. 
 
59 Holland, “Chopin’s Teaching and His Students” (PhD diss., University of North Carolina, 1972), 85. 
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edition. Moreover, Chopin had drafted a method book referred to as the Projet de Méthode 

before he died, and he wished that Tellefsen would complete this method book for him. 

However, it was never completed. 

Another remarkable student of Chopin—Karol Mikuli—was a pianist, teacher, and 

composer. Although Mikuli performed in some concerts in eastern Europe, he was known 

more significantly for his teaching contributions and editing Chopin’s collected works. 

Friedrich Kistner published this collection in 1880, with a title that indicates the scores were 

based “for the most part on the composer’s own indications.”60 This edition was criticized 

primarily for the fingerings provided, which deviated from Chopin’s. From 1858 onward, 

Mikuli became the Conservatory director of Lwów where he taught piano and music theory. 

His principal students included Aleksander Michalowski (1851–1938), Maurycy Rosenthal 

(1862–1946), Heinrich Schenker (1868–1935), and Raoul Koczalski (1884–1948). Koczalski 

was notable as a “Chopinese” interpreter who inherited the “Chopin tradition.” 

Similar to Mikuli, Georges-Amédée-Saint-Clair Mathias was also a pianist, teacher, 

and composer who taught at the Paris Conservatoire for over thirty years. Both Mikuli and 

Mathias appeared to have a strong influence in passing on the ‘Chopinese’ tradition to 

subsequent musical descendants. Mathia’s notable students who became authoritative Chopin 

interpreters included Raoul Pugno and Isidore Philipp.  

 

2.1.3  Summary 

Chopin spent a large part of his career teaching piano, but scholarly interest in his 

pedagogy remains relatively limited, in contrast to the interest in his life and compositions. 

Chopin was indeed “unfortunate in his pupils,” as his most talented pupils died very young. 

 
60 Eigeldinger, trans., Chopin: Pianist and Teacher, as Seen by His Pupils (Cambridge: Cambridge University 
Press, 1986), 172-174. 
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His pupils’ social context was also not favorable for them to develop into virtuosic concert 

pianists as many of his pupils were ladies of the aristocracy. Although Chopin’s studio did 

not produce any prominent virtuosic concert pianists during his seventeen years of teaching, 

this should not be viewed as a weakness. First, perhaps this is a relative term compared with 

other pedagogues of his time. It is unfair to compare Chopin to others because his objectives 

did not include producing stage celebrities. Second, Chopin’s aesthetic ideal of music was 

based apparently upon sonorities, and not on virtuosic technical display. He was also highly 

adaptive and altered his music to fit his pupils’ musicality. This artistic ideal and approach 

coincide with Chopin’s own personality as well as that of his pupils. Third, in addition to 

those who were ladies and those who died young, his other core pupils, notably Tellefsen, 

Mikuli, and Mathias, were able to find their own voices in a variety of music-related careers. 

Although these pupils were not famous as virtuosic pianists, they were all crucial pedagogues 

and musicologists who contributed to the world of music teaching and editing. Chopin’s 

approaches and views on teaching are indispensable contributions and inspirations to 

musicians of later generations. 

 

2.2 Chopin’s Pedagogy  

Studies of Chopin’s pedagogy from 1914 to date are relatively scarce compared to 

those on other of his aspects, including his life, performance practice, and work analysis.61 Of 

the small number of studies on Chopin’s teaching, the primary staples are Eigeldinger’s 

Chopin: Pianist and Teacher, as Seen by His Pupils (1986), and Holland’s Chopin’s 

Teaching and his Students (1972), among others. Although these studies provide a good deal 

 
61 Data from William Smialek’s Frédéric Chopin: A Research and Information Guide (New York and London: 
Routledge Taylor and Francis Group, 2015) indicates that there are 171 studies on Chopin’s life and 
biographies; 440 studies on his works, analysis, reception, and performance practice; 84 on his appearance in 
various media, and 77 on miscellaneous categories, but only 18 on his teaching. 
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of information that allows us to visualize Chopin’s teaching attitudes and approaches, most 

aspects of these studies are nonetheless a compilation of Chopin’s students, biographers, 

contemporaries, and his circles’ testimonies, comments, letters, and reminiscences. These 

studies did not include a formal or systematic doctrine Chopin himself wrote. As one of the 

most sought-after piano teachers in Paris in the 1830s, why did Chopin not write down or 

document his teaching approaches formally? The following section will explore the criteria 

used to answer this question. 

 

2.2.1  Projet de méthode  

It is somewhat difficult to trace Chopin’s pedagogical approaches directly from his 

own writings because he was “… always shy of committing ideas to paper.”62 In the 

introductory section of Eigeldinger’s book, he mentioned that Chopin was reluctant to 

commit ideas to paper and unwilling to write short letters, whether in his native language or 

in French. Chopin seldom conveyed his true feelings except in music. He voiced his aesthetic 

ideal or pedagogical perspective rarely outside his close circles, including close friends and 

core pupils. George Sand said the following about Chopin’s personality and his intention to 

commit his teaching views on paper: 

Chopin speaks little and seldom about his art; but when he does, it is with a wonderful 
clarity, a soundness of judgment and of intent that could annihilate quite a few 
heresies were he to speak his mind openly.  
But even in private he is reserved, and only at the piano does he really open his heart. 
Still, he has promised to write a method which he will deal not only with technique, 
but also with theory. Will he keep his word?63 

 
The answer to this quote is arguable. In fact, Chopin did begin to draft some parts of 

his method. He referred to it as a “Sketch for a method” (Projet de méthode). The following 

 
62 Eigeldinger, trans., Chopin: Pianist and Teacher, as Seen by His Pupils (Cambridge: Cambridge University 
Press, 1986), 4. 
 
63 Ibid. 
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information is based upon Eigeldinger’s translation of Chopin’s Projet de méthode included 

in his book.64 The Projet de méthode consisted of only twelve folios. It comprises basic 

theory notations, explanations of intervallic relations, postures, hand position, individual 

fingers’ characteristics, as well as some definitions and parallels between music and 

language.65 It appears that the handwritten manuscript of Projet de méthode was still in the 

development stage. 

Chopin never refined or completed his Projet de méthode before he died. Its 

manuscript passed to several people over the centuries. Chopin gave it to his sister, Ludwika 

Jędrezejewicz, on his death bed and stated that he hoped his student Thomas Tellefsen would 

complete it on his behalf.66 However, Tellefsen did not do so. In 1850, Ludwika passed the 

original manuscript to Princess Marcelina Czartoryska. The princess then gave it to Mme. 

Natalie Janotha, a Polish pianist, as a gift. Mme. Jonatha published the manuscript with her 

own revisions in the appendix of the English and German translation of Jean Kleczynski’s 

publication under the following title: Great Works of Chopin, Notice pour la Méthode des 

Méthodes from a manuscript of Chopin (1896).67 In 1936, Alfred Cortot obtained the original 

manuscript, and held possession of it until 1962. The manuscript is now kept at the Pierpont 

Morgan Library in New York (US-NYpm).68 

Cortot included a transcription of the manuscript in his In Search of Chopin, and 

Eigeldinger also provided a translation and transcription of the manuscript in his Chopin: 

Pianist and Teacher, as Seen by His Pupils. Any references made to the Projet de méthode 

 
64 Ibid., 190-197.  
 
65 Ibid., 195. 
 
66 Eigeldinger, trans., Chopin: Pianist and Teacher, as Seen by His Pupils (Cambridge: Cambridge University 
Press, 1986), 90. 
 
67 Jean Kleczynski, Chopin’s Greater Works (London: The New Temple Press, 1896). 
 
68 Cortot, op. cit., 38.  
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are based upon Eigeldinger’s transcription. 

In his book In search of Chopin, Cortot expressed his displeasure when he stated that 

the title of Jonatha and Kleczynski’s work was misleading. Cortot commented that this sketch 

was nothing more than basic rudiments of music notation, and was possibly “… no more than 

the hint of a proposal to make money by the publication of an elementary piano tutor. A 

publication such as his contemporaries, Moscheles, Herz, and Kalkbrenner, had already 

produced to their considerable profit, without in any way damaging their reputations as 

virtuosi–indeed rather than contrary.”69 In response to Cortot’s transcription, Eigeldinger 

pointed out several misreadings and deliberate exclusions in Cortot’s transcriptions. 

Eigeldinger also warned readers to remain skeptical of Cortot’s comments on the Projet de 

méthode.  

Although Cortot commented that the Projet de méthode has no logical order,70 this 

sketch may reveal implicitly some of the main principles of Chopin’s teaching.  

 

2.2.2 Approaches to and principles of piano teaching 

Apart from his Projet de méthode, Chopin’s approaches to, and principles of piano 

teaching are derived primarily from his pupils, acquaintances, scholars, and musicians. As 

discussed below, these different accounts shed light on certain apparently common aspects of 

Chopin’s teaching. The aspects discussed below are my observations from various sources, 

and they have no particular order or priority. 

 

(1) Singing quality 

In contrast to the virtuosic trend of his time, Chopin maintained that interpretations 

 
69 Ibid. 
 
70 Cortot, trans., In Search of Chopin. (New York: Dover Publications, Inc., 1951), 38. 
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coexist with techniques.71 In fact, he insisted that good tone color must come before the 

physical execution. Chopin advocated that music is an analogy to vocal art. One “… must 

sing if [he or she] wishes to play.”72 He believed that the human voice is fundamental to learn 

any instrument. His teachings and annotations, whether on fingering, phrasing, rubato, 

rhythmic alterations, embellishments, or practice suggestions, all intend to produce the bel 

canto singing tone and imitate the phrasings of the human voice. 

A significant portion of Chopin’s interpretations and suggestions is linked to the human 

voice and language. He considered awkward phrasing as akin to someone speaking in a 

second language.73 Various comments from Chopin’s pupils reveal that he would recommend 

that they listen to Italian operas, particularly Bellini’s, to capture those vocal qualities. These 

include legato, singing touch, fioritura, embellishment, and appoggiatura and turn of the 

ornaments. More details on Chopin’s inspirations from the vocal arts are provided in section 

2.2.5. 

 

(2) Touch  

With the concept of imitating vocal arts, Chopin emphasized that the “art of touch” is 

very important in conveying musical expression. The following teaching observations various 

of Chopin’s pupils and grand pupils made offer practice suggestions to achieve different 

touches. We also see the way Chopin’s approaches to the piano have extended to subsequent 

generations: 

Georges Mathias told Isidore Philipp (1863–1958)] that Chopin required his pupils to 

 
71 Holland, “Chopin’s Piano Method,” Piano Quarterly 33, no. 129 (1985): 34. 
 
72 A comment made to Madame Rubio by Chopin. See Frederick Niecks, Frederick Chopin, as a Man and 
Musician – Complete (London & New York: Novello, Ewer & Co, 1890), 1552.  
 
73 Holland, “Chopin the teacher,” Journal of the American Liszt Society 17 (1985): 43.  
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practice from the first slowly and legato, with a full tone.74 
 
“Caress the key, never bash it!” Chopin would say. And his pupil Georges Mathias 

would add, repeating Chopin’s advice, that “You should, so to speak, mould the 
keyboard with a velvet hand and feel the key rather than striking it!”75 
 
In legato playing, you should not merely join the notes, but bind them together, 
clinging to the keys–practicing… obtaining every color of sound just by modifying 
the weight of the fingers falling on the keys. As for staccato, it should be just like the 
dot over an i–like the buzz of a string plucked on the harp or the guitar–like a violin 
pizzicato. You can make this marvelous vibration of the string not so much by 
snatching your hand away from the key, as by using a short, dry touch–almost grazing 
it like a fly brushing against it with its wing.76 

 
In addition, Chopin would also ask his pupils to play the five-finger exercises in four 

different touches–“staccato [,]… legato staccato or heavy staccato [,]… accented legato 

[,]… and legato performed ad lib., modifying at pleasure the volume from ff to pp, and the 

movement from andante to prestissimo.”77  

In short, the primary intention is to gain absolute control of various touches. These 

touches should be very sensitive to produce a full tone expressively, whether relatively soft or 

loud, without awkwardness or harshness.  

 

(3) Concept of rubato 

In addition to the importance of touch, Chopin made essential comments on rhythmic 

control. According to Mikuli and others, although Chopin emphasized the expressive and 

improvisational qualities of vocal arts, his rubatos were based upon a strict principle. He 

wanted the embellishments or ornaments to be played like improvisation, while the 

accompaniment, mostly the left hand, must keep strictly in time. This “strictly in time” does 

 
74 See Eigeldinger, trans., Chopin: Pianist and Teacher, as Seen by His Pupils (Cambridge: Cambridge 
University Press, 1986), 27. 
 
75 Ibid., 31. 
 
76 Ibid., 32.  
 
77 Ibid., 33.  
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not imply an absolute metronomic accuracy, but rather a sense of steady pulsation. Some of 

his days’ performers had a taste for “grand larceny rather than petty theft.”78 Similar to 

Mozart, Chopin disliked “misplaced rubatos and exaggerated ritardandos” greatly. Chopin 

provided several images to various students to illustrate the way the accompaniment should 

keep in time. According to Camille Dubois, Chopin recommended to “… let [the] left hand 

be conductor and always keep time.”79 On another occasion, Chopin said to Wilhem von 

Lenz (1809–1883):  

Supposing that a piece lasts a given number of minutes; it may take just so long to 
perform the whole, but in the details deviations may occur.80 
 

 Liszt compared the “Chopinesque” rubatos to the natural flowing movement of a tree, 

it goes, “… look at these trees! The wind plays in the leaves, stirs up life among them, the 

tree remains the same, that is Chopinesque rubato.”81 Additionally, several of his students 

stated that the metronome was always standing nearby.  

These pieces of evidence show that Chopin insisted that his rubatos be flourished freely 

against a steady pulse. 

 

(4) Practice suggestions 

To achieve maximum efficiency in producing the desired sound, Chopin provided 

numerous practice suggestions in response to each student’s progress. Upon learning that 

Camille Dubois had been practicing long hours, Chopin quickly “… forbid[s] her to practice 

 
78 Holland, “Chopin the Teacher” Journal of the American Liszt Society 17 (1985), 45.  
 
79 Holland, “Chopin’s Teaching and His Students” (PhD diss., University of North Carolina, 1972), 53. 
 
80 Ibid. 
 
81 Eigeldinger, trans., Chopin: Pianist and Teacher, as Seen by His Pupils (Cambridge: Cambridge University 
Press, 1986), 5. 
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more than three hours a day.”82 He preferred short, concentrated practice sessions that gave 

full attention to music production rather than mindless mechanical repetitions. He also told 

his students to take breaks between practice sessions; they could be “… reading, looking at 

beautiful works of arts, or by taking a walk …”83 These could possibly draw new inspirations 

to the interpretation of the music. 

Similar to a long mindless practice session, Chopin also did not want his students to 

memorize the tactile movement of fingers without paying attention to the details. When he 

learned that his students were “reciting” a lesson, he gave this suggestion: 

… as soon as you know a piece from memory, practice it at night in the dark! When 
the eyes can see neither notes nor keys, when all disappears, only then does the 
hearing function with all its sensitivity.84 
 
These suggestions’ main points are to concentrate on sonorities and sensitize the 

music with feeling without mindless wandering.  

 

2.2.3  Repertoires and exercises 

Although Chopin would assign his own compositions to his students, he usually 

would do so when he considered the student proficient. Of his many compositions, without 

doubt, he assigned nocturnes as teaching pieces frequently. In addition to nocturnes, he 

would also assign his students Ballades, Etudes, Fantasies, Polonaises, Preludes, and Sonatas, 

and certain of Bach, Beethoven, Clementi, and Hummel’s works were among the repertoires 

assigned frequently. Chopin’s prescriptions covered technical and musical challenges from 

the previous 100 years up to Chopin’s time, and these repertories formed a solid foundation 

 
82 Holland, “Chopin the Teacher” Journal of the American Liszt Society 17 (1985), 43.  
 
83 Ibid. 
 
84 Eigeldinger, trans., Chopin: Pianist and Teacher, as Seen by His Pupils (Cambridge: Cambridge University 
Press, 1986), 28. 
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for the trends of his time as well as for the future. Technical and musical challenges include 

capturing the characters and essence of different genres; developing hands independently in 

contrapuntal playing; exploring possibilities of the pedals; enhancing active listening skills, 

and most importantly, fostering a singing voice with a natural touch while using the natural 

anatomy of the hands. 

 

(1) Repertoires 

Various sources reveal some of the repertories Chopin used in teaching.85 These 

fragmented pieces of information are drawn from testimonies, memoirs, interviews, 

comments, and letters of Chopin’s various pupils. The following table illustrates some of the 

composers’ works that Chopin prescribed:  

Table 1: Repertories Chopin assigned  
Composers/ 
Students 

Camille 
Dubois 

Mme. 
Streicher 

George 
Mathias 

Jane 
Stirling 

Adolph 
Gutmann 

Karol 
Mikuli 

Mme. 
Rubio 

Marie 
Roubaud 

Emillie 
von 
Timm 

Bach √  √  √ √ √  √ 
Beethoven √ √ √   √  √  
Cramer  √    √    
Chopin √ √ √ √  √  √ √ 
Clementi √ √ √  √ √    
Dussek      √    
Field √  √   √    
Handel      √    
Hiller  √    √    
Hummel √ √   √ √ √   
Liszt √         
Mendelssohn √     √    
Moscheles  √    √ √   
Mozart      √    
Ries      √    
Scarlatti      √    
Schubert √    √     
Schumann      √    
Thalberg  √        
Weber   √   √  √  

Composer’s name in bold: Works by those composers that were reported to be assigned frequently. 

 
85 See Holland, “Chopin the Teacher” Journal of the American Liszt Society 17 (1985), 39-48; Cortot, trans., In 
Search of Chopin. (New York: Dover Publications, Inc., 1951); Eigeldinger, trans., Chopin: Pianist and 
Teacher, as Seen by His Pupils (Cambridge: Cambridge University Press, 1986); Marianne Ullyot, “Chopin and 
Liszt: A Legacy of Teaching.”  Journal of American Liszt Society 10 (1981), 39-42. 
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This list is non-exhaustive and unreliable. First, Chopin had over 120 identified 

students, and not many of them wrote down or mentioned works that they had studied with 

Chopin. The students listed in the table above are only some of Chopin’s notable students. 

Second, the repertoires Chopin assigned were not documented systematically. The 

information is drawn from those students’ memories and interviews, which could be untrue, 

exaggerated, misleading, or forgotten. 

Regardless of the limited reliability and evidence to draw a concrete conclusion about 

Chopin’s teaching module, we can still see that he used his own compositions and Bach, 

Clementi, Beethoven, and Hummel’s works frequently in his teaching. In numerous accounts, 

early assignments began with Clementi’s Preludes and Exercises, Gradus ad Parnassum, 

Bach’s 48 Well-Tempered Clavier, English Suites, French Suites, and some of Hummel’s 

works. According to Adolph Gutmann, “Chopin felt that a student who had been trained to 

play [Clementi’s Gradus ad Parnassum, Bach’s fugues, and Hummel’s] works had been 

prepared for playing Chopin’s own compositions.”86 George Mathias made a similar 

comment, “Clementi, Bach, and Field were the composers that Chopin generally assigned to 

the ‘less experienced.’”87 Mikuli too, revealed that Clementi’s Preludes and Exercises were 

one of the beginning assignments, followed by some of “Cramer’s Etudes, Clementi’s 

Gradus ad Parnassum, Moscheles’s Stylstudien zur höheren Vollendung, and J.S. Bach’s 

Suites and individual Fugues from Das Wohltemperirte Clavier […] His own Etudes, Op. 10 

and 25 [Chopin] entrusted only to the most advanced students.”88 Moreover, Field’s and 

Chopin’s “… own Nocturnes also figured to some extent as Etudes, for through them the 

 
86 Holland, “Chopin’s Teaching and His Students” (PhD diss., University of North Carolina, 1972), 221. 
 
87 Ibid. 
 
88 Eigeldinger, trans., Chopin: Pianist and Teacher, as Seen by His Pupils (Cambridge: Cambridge University 
Press, 1986), 60. 
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pupil would learn—partly from Chopin’s explanations, partly from observing and imitating 

Chopin, who played them indefatigably to the pupil—to recognize, love, and produce the 

beautiful ‘bound’ vocal tone and the legato.”89 In addition to the composers mentioned earlier 

in this paragraph, there is no doubt that Chopin would prescribe other composers’ work in his 

lessons, perhaps to a lesser degree, and subject to each student’s proficiency. These other 

composers included Hiller, Liszt, Mendelssohn, Moscheles, Schubert, Weber, Mozart, Ries, 

Scarlatti, etc. Although information about Chopin’s teaching program is limited, the 

comments from some of his notable students—Mikuli, Mathias, and Gutmann—agree that 

Chopin considered the works of Clementi, Bach, Hummel, as well as his own nocturnes, the 

foundation of piano playing.  

 

(2) Exercises 

In addition to repertories, Chopin also suggested several other miscellaneous 

exercises. Chopin wrote an interesting exercise on paper to his niece, possibly attempting to 

develop a flowing, or an uninterrupted hand gesture when playing an ascending pattern with 

the thumb tucking under the right hand. Interestingly, many variants and fingering 

suggestions penciled in students’ copies of the nocturnes contain many diminished 7th 

patterns. Perhaps these exercises served as one of the preparations before learning Chopin’s 

own music. There are four steps to this exercise:90 

 
Step 1: Diminished 7th arpeggio beginning on C with all five fingers. Repeat this 
pattern four times.  
 

 
 

89 Ibid., 77. 
 
90 Holland, “Chopin’s Piano Method,” Piano Quarterly 33, no. 129 (1985), 38. 

Figure A. Exercise step 1. 
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Step 2: Add Eb5 (which is the next note of this diminished 7th); Replace C5 with the 
thumb. Repeat the pattern four times.   
    

 
 

 
 

Step 3: Similar to previous step, he suggested adding the next note of this diminished 
7th arpeggios (F#5) until this pattern reaches two octaves. Repeat this pattern four 
times. 
 

           
 
 

 

          
 
 

Step 4: Add a minor 3rd below the starting note. 
 

 
  
 

 
 

Chopin only wrote fingering for the right hand here. It is unclear whether he intended 

to prescribe this exercise for the left hand. The exercise likely was intended to foster a 

flowing hand and avoid a bump from the thumb when it passes under the wrist. 

Figure B. Exercise step 2. 

Figure C. Exercise step 3a. 

Figure D. Exercise step 3b. 

Figure E. Exercise step 4. 
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Arpeggios and scales were vital in Chopin’s teaching doctrine, and he assigned both 

together with the pieces. With respect to scales, Chopin’s first scale starts with B major, 

which contains many black keys.91 The sequence begins with B major, then F-sharp major, 

and D-flat major. Although these keys are not the easiest to read on paper, Chopin found that 

major keys feel most natural to the human hands because of the keyboard topography. They 

put the long fingers on black keys and the short fingers on white keys. Chopin wrote, “C 

major, although the easiest to read, is the most difficult to play; therefore, C major should 

come last.”92 His intentions in assigning these exercises extended far beyond accuracy or 

finger execution. Rather, he used them as one of the tools to achieve musical purposes. Such 

details include tone colors, touch control, and tone evenness. One of Chopin’s students, 

Emilie von Timm, recalled that Chopin recommended that she practice scales and arpeggios 

daily, in “… exact time and, eventually, three against four and four against three.”93 For 

Mikuli and Gretsch, Chopin advised practicing scales and arpeggios daily in full tone and an 

extremely legato manner. These scales should begin at a very slow speed, and then the tempo 

should increase gradually with “metronomic evenness.” 94 Mikuli revealed Chopin’s 

approach to evenness further:  

Evenness in scales-playing depends not only on… perfect freedom of the thumb in 
passing under and over, but foremostly on the perfectly smooth and constant sideways 
movement of the hand (not step by step,) letting the elbow hang down freely and 
loosely at all times. This movement he illustrated by a glissando across the keys.95  

 
About evenness, Chopin also mentioned, “No one will notice the inequality of sound 

 
91 Holland, “Chopin’s Teaching and His Students” (PhD diss., University of North Carolina, 1972), 227. 
 
92 Ibid. 
 
93 Holland, “Chopin’s Piano Method,” Piano Quarterly 33, no. 129 (1985), 36. 
 
94 Eigeldinger, trans., Chopin: Pianist and Teacher, as Seen by His Pupils (Cambridge: Cambridge University 
Press, 1986), 34. 
 
95 Holland, “Chopin’s Teaching and His Students” (PhD diss., University of North Carolina, 1972), 228. 
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in a very fast scale, as long as the notes are played in equal time.”96 As a parallel exercise to 

scales, Chopin often assigned Clementi’s Prelude and Exercises in the same order as his 

scale’s preference,97 which was to begin with B major, F-sharp major, D-flat major, and 

finish with those in C major.  

Without doubt, these repertoires and exercises inevitably build up muscles or 

technical competence progressively. Nevertheless, Chopin’s concerns were much more 

profound than purely technical-finger display. His primary goal was to help each student 

capture spontaneity with a good singing tone.  

The next section explores the way his techniques align with his approaches and 

principles in playing piano. 

 

2.2.4  Technique 

“Chopin’s playing was based upon natural ability rather than methodical tuition. He 

approached the piano in a spontaneous and improvisatory manner…”98 

Perhaps because Chopin’s piano learning and stylistic development were largely self-

taught,99 he strategized his teachings to help students acquire musicality efficiently, without 

the difficulties of performing many physical “acrobatics.” Chopin realized that “… all music 

is either steps or skips. From this, he derived the idea that the only thing you need to know 

how to do is play trills, scales, and arpeggios, in addition to chords of various numbers of 

 
96 Eigeldinger, trans., Chopin: Pianist and Teacher, as Seen by His Pupils (Cambridge: Cambridge University 
Press, 1986), 37. 
 
97 Holland, “Chopin’s Piano Method,” Piano Quarterly 33, no. 129 (1985), 36. 
 
98 James Methuen-Campbell, Chopin Playing, from the composer to the present day. (London: Camelot Press 
Ltd, 1981), 30. 
 
99 Jim Samson, “Chopin, Fryderyk Franciszek,” Grove Music Online. 2001 (accessed 22 April 2018). 
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notes.”100 The previous section mentions that the exercises Chopin assigned often included 

scales, arpeggios, chords, and so on. Chopin understood that the mastery of these 

fundamental patterns (scales, arpeggios, chords, etc.), as well as the sensitivity of touch, 

already formed a solid base to play much of the written music up to his time and beyond. In 

addition to knowing fundamental patterns, Chopin was also fully aware of the human hand’s 

ergonomic characteristics. His technique strategies were designed to develop “naturalness” 

based upon the human hand’s existing ergonomics rather than to challenge its limitations.  

On balance, Chopin’s techniques, while synchronized with his approaches to piano 

playing, revolved around one central concept—the ability to express oneself naturally. Two 

interlocking perspectives constitute this naturalness. These may be referred to the “mind” and 

the “body.”101 On the “mind” level, Chopin trained and advised his pupils to strive for 

naturalness in sound production. Chopin realized and used the ergonomic quality of the 

human hands and fingers to achieve this naturalness. Because every person’s “mind” and 

“body” are unique, this innovative pedagogical approach avoided carbon copies of two exact 

performances, and also elicited individual creativity and inspired each student to find his/her 

own voice. Chopin’s approach to expressing oneself naturally includes several components, 

which I explain in more detail below. 

 

 

 

 
100 David Korevaar, “Chopin’s Pedagogy: A Practical Approach,” Presentation delivered at MTNA National 
Convention, Pedagogy Saturday, (Albuquerque, 2010), 7. 
 
101 In the “Foreward” of Rational Principles of Pianoforte Technique, Cortot remarked that “psychological” and 
“physiological” factors constitute the fundamentals of learning any instruments. His ideas of ‘training’ are very 
different from those of Chopin. He also did not mention his ideas has any relations to do with Chopin’s teaching 
approaches. [Alfred Cortot, Rational Principles of Pianoforte Technique (Paris: Editions Maurice Senart, 
1928)].  
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Mind 

(1) Mindful practice 

Chopin’s pedagogical approaches to enlighten the “mind” are efficient, practical, and 

inspiring. Some sources mention that Chopin preferred short, mindful, and concentrated 

sessions over lengthy-mindless practice.102 He believed that prolonged practice was 

inefficient and ineffective. One of Chopin’s students, Camille Dubois, revealed that Chopin 

appeared to agree with Hummel’s suggestions regarding practice efficiency. In his piano 

treatise, Hummel wrote: 

… a regular, daily, attentive study, of at most three hours, is sufficient for this 
purpose; any practice beyond this, damps the spirits, produces a mechanical, rather 
than an expressive and impassioned style of playing and is generally disadvantageous 
to the performer.103 
 
Chopin probably preferred his students to practice even less, perhaps fewer than three 

hours. The principal idea is not the exact number of practice hours, but the way a particular 

student can maintain full attention and awareness.  

 

(2) Avoid playing from memory 

To expand on the idea of full awareness of the mind, Chopin preferred his students to 

read the score closely while practicing.104 Chopin often put pencil markings on students’ 

music scores. These markings included pitches, phrase markings, articulations, fingerings, 

etc., that students may have overlooked, or more importantly, details written explicitly to fit a 

particular student’s musicality. Nonetheless, Chopin’s principal intention was to help each 

student discover his/her unique sounds. 

 
102 Holland, “Chopin’s Piano Method,” Piano Quarterly 33, no. 129 (1985), 35. 
 
103 Holland, “Chopin the Teacher” Journal of the American Liszt Society 17 (1985): 43. 
 
104 Eigeldinger, trans., Chopin: Pianist and Teacher, as Seen by His Pupils (Cambridge: Cambridge University 
Press, 1986), 11. 
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(3) Music as language 

Merely putting markings on students’ copies is probably not sufficient to provoke 

creativity and the ability to imagine the sound. Chopin, a conscious music teacher, was fully 

aware of this, and he often compared the spoken language to music. Chopin wrote the 

following in his sketch for a method, probably attempting to convey the abstract idea of 

music according to certain concrete concepts that his students would understand:  

The art that manifests itself through sounds is called music. 
The art of expressing one’s thoughts through sounds. 
The art of handling [manier] sounds. 
Thought expressed through sounds. 
The expression of our perceptions through sounds. 
The expression of thought through sounds. 
The manifestation of our feelings through sounds. 
The indefinite (indeterminate) language of men is sound. 
The indefinite language [langue] music. 
Word is born of sound—sound before word. 
Word [:] a certain modification of sound. 
We use sounds to make music just as we use words to make language.105 

 
These metaphors and analogies demonstrate how and what Chopin considered natural 

ways to express oneself. 

 

(4) Active listening 

Chopin suggested frequently that his pupils listen to Italian operas in which sound, 

language, and music come together naturally. At the same time, students assimilated the bel 

canto style unconsciously. In accordance with the principle of singing tone, Chopin 

suggested listening closely and carrying the entire phrase in “one long breath” to avoid 

“fragment[ing] the musical idea,”106 just like the phrasings in Italian operas. 

 
105 See Korevaar, “Chopin’s Pedagogy: A Practical Approach,” Presentation delivered at the MTNA National 
Convention, Pedagogy Saturday (Albuquerque, 2010), 4. 
 
106 See Eigeldinger, trans., Chopin: Pianist and Teacher, as Seen by His Pupils (Cambridge: Cambridge 
University Press, 1986), 44. 
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The main focus of Chopin’s pedagogy is sound production, where the “mind” must be 

engaged fully with complete awareness of the sound the student wishes to produce. Chopin 

advocated that sound production be based upon spoken language and Italian opera. 

Therefore, it is important to establish the “mind,” whether it is before or concurrent with the 

“body.” 

 

Body 
“Body” does not imply purely mechanical finger-work. The “body” serves as a 

medium to execute or deliver music, with a mindful map of the sound production intended. 

Chopin’s approaches and techniques attempted to improve efficiency and musicality in two 

primary ways. First, he stressed the importance of different touches in piano playing. With a 

well–established “mind,” the body must possess sensitive pianistic touch to express the music 

naturally. Second, his fingering suggestions built upon our facility, in this case, the 

individuality of our fingers.   

 

(1) Touch 

Building on the “mind” perspective, as mentioned in the previous section, sensitive 

touch is necessary to play music naturally. To develop a sensitive touch, Chopin advised his 

pupils to [play the scales] slowly and legato [at first], and with full tone,107 to develop control 

over touch and tone. His qualitative advice reduces the amount of practice and is also very 

effective in acquiring a sensitive touch. When playing slowly, legato, and with a full tone, the 

mind, the aural sense, and the kinesthetic sense are all interwoven simultaneously. Chopin 

wisely chose simple content for students to work on sound production. This way, they could 

pay full attention to the sound and touch without worrying about technical challenges. This 

 
107 Ibid., 27.  
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technique strategy equips students efficiently with the ability to express themselves naturally, 

but consciously too. As Holland put it, [For Chopin, techniques are] means of freeing the 

hand for the most perfect musical expression.”108  

 

(2) Hand and fingers 

To Chopin, beautiful tone and touch can be acquired by studying the human hand’s 

anatomy. Chopin considered that the fingers, hands, wrists, and arms are all interconnected as 

one unit. “[His techniques] work from the idea that the finger initiates everything, the wrist is 

supple, and ‘the arm is slave to the hand.’”109 Chopin placed great importance on setting up 

and preparing the facilities—the hands and fingers—to allow them to work at their maximum 

potential according to each component’s characteristics. In the early stage of piano lessons, 

Chopin would first work on “… getting a supple wrist and annihilating any stiffness [of the 

arm] that may hinder smooth natural movements.”110 In addition to a supple wrist, Chopin 

believed that “… fingers should fall freely and lightly, and that the hand should be held as 

though suspended in the air.”111 These suggestions recognize the human hand’s natural 

ergonomic structure. Thus, these arrangements prepare the fingers, hands, wrist, and arm to 

express evenly, smoothly, and naturally on the piano.  

 

(3) Fingering and relation to the piano 

In the paragraphs above, we see that Chopin’s suggestions were intended to help his 

students develop the facilities for expressive and natural piano playing. Chopin himself was 

 
108 Holland, “Chopin’s Teaching and His Students”, 224. 
 
109 Korevaar, “Chopin’s Pedagogy: A Practical Approach,” Presentation delivered at the MTNA National 
Convention, Pedagogy Saturday (Albuquerque, 2010), 7.  
 
110 Holland, “Chopin’s Teaching and His Students”, 226. 
 
111 Eigeldinger, trans., Chopin: Pianist and Teacher, as Seen by His Pupils (Cambridge: Cambridge University 
Press, 1986), 32. 
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fully aware of each finger’s natural characteristics, and his fingering suggestions reflected 

this awareness. 

Chopin maintained that “… everything is a matter of knowing good fingering.”112 His 

fingering recommendations were determined by musical intention and each finger’s 

individuality, not by the hand position’s convenience. In his Projet de méthode, Chopin wrote 

the following, revealing his understanding of each finger’s individual character: 

For a long time we have been acting against nature by training our fingers to be all 
equally powerful. As each finger is differently formed, it’s better not to attempt to 
destroy the particular charm of each one’s touch but to the contrary to develop it. 
Each finger’s power is determined by its shape: the thumb having the most power 
being the broadest, shortest, and freest; the fifth [finger] as the other extremity of the 
hand; the third as the middle and the pivot; then the second, and then the fourth, the 
weakest one, the Siamese twin of the third, bound to it by a comment ligament, and 
which people insist on trying to separate from the third—which is impossible, and 
fortunately, unnecessary. As many different sounds as there are fingers.113 

 

Although Chopin wrote “… the third [finger] as the middle and the pivot” in the 

passage above, he probably meant the physical fact of the hand, and not its relation to the 

keyboard. His fingering suggestions reflect that the pivoting finger on the piano is in fact the 

index finger, and not the middle finger. Eigeldinger helpfully provided a list of examples in 

his book that shows that the pivoting finger is the index finger.114   

Stemming from the awareness of each finger’s individuality, Chopin had several other 

common fingering practices. These practices are summarized in Mikuli’s remark: 

Chopin did not hesitate to use the thumb on the black keys, or to pass it under the 
little finger (with a decided inward bend of the wrist to be sure), where it facilitated 
the execution, rendering the latter quieter and smoother. With one and the same finger 
he often struck two neighboring keys in succession (and this not simply in a slide 
from black key to the next white one), without the slightest noticeable break in the 
continuity of the tones. He frequently passed the longest fingers over each other 

 
112 Ibid., 18. 
 
113 Eigeldinger, trans., Chopin: Pianist and Teacher, as Seen by His Pupils (Cambridge: Cambridge University 
Press, 1986), 32-33. 
 
114 Ibid., 18. 
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without the intervention of the thumb.115 
 
These fingering choices reflect Chopin’s careful consideration of each finger’s unique 

characteristics while matching the musical content naturally. 

Chopin’s approaches and techniques reduced a massive amount of muscle “work-out” 

judiciously. The building blocks of his technical approaches rely on full engagement of the 

mind and body to achieve natural expression by using the existing facilities’ benefits and 

advantages.  

 

2.2.5  Improvisatory flavor and vocal art influences  

Numerous pieces of evidence reveal that Chopin’s musical life was immersed deeply 

in improvisations.116 This evidence includes annotations found in students’ score copies, as 

well as remarks from Chopin’s close circle and his audience. According to his grand-student 

Raoul Koczalski, “Chopin liked here and there to add ornamental variants” when playing his 

own compositions. According to another comment by Wilhem von Lenz, “If [Chopin] 

happened to improvise a fioritura… it was always somehow a miracle of good taste.”117 

These notes suggest that Chopin was not only competent, but also fond of improvisation 

when performing, demonstrating, and possibly teaching his close circle of people. Having 

this approach in mind, it was natural for him to inject this type of improvisatory flavor into 

his teaching. As was mentioned in section 2.2.2, Chopin often recommended that his students 

listen to Italian operas, particularly Bellini’s. He also suggested that his students “… listen to 

good singers, [and] imitate singing with their pianistic phrasing (‘one must sing with the 

 
115 Holland, “Chopin’s Piano Method,” Piano Quarterly 33, no. 129 (1985),38-39. 
 
116 Rink, “Chopin and Improvisation.” Chopin and His World. Ed. Jonathan Bellman and Halina Goldberg, 
(New Jersey: Princeton University Press, 2017), 249. 
 
117 Ibid., 255. 
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fingers!’ and ‘the wrist: respiration in the voice’).”118 Jonathan Bellman elaborated further 

that Chopin’s pianism is based upon vocalism. 

Although Parakilas also agreed that Chopin’s piano nocturnes are influenced by, or 

based heavily upon the model of the vocal or operatic arts, he proposed that other singer-

composers of vocal nocturnes in fact established such inspirations in the early eighteenth 

century that continued into Chopin’s time. Such singer-composers include Felice Blangini 

(1781–1841), Auguste Panséron (1796–1859), and Antonine Romagnesi (1781–1850).119 

Parakilas mentioned in his chapter that the root of the vocal nocturne was based upon a 

“rapturously… sentiments of love poem.” He also maintained that the “embellished lyricism” 

found in Chopin’s nocturnes shares many similarities to the vocal nocturnes’ characteristics. 

Nevertheless, both Parakilas and Bellman agreed that the improvisational quality in Chopin’s 

musical presentations is inspired by the bel-canto or singing style of the vocal arts. 

From the pencil annotations observed in different students’ copies, it appears that 

many of the written embellishments were an attempt to capture this improvisational taste. 

This may reveal that Chopin had the vocal arts in mind when he penciled the variants. 

Section 2.3 below elaborates further the definition of the nocturne and the way it fits into the 

context of the discussion of this dissertation. 

 

 
118 Jonathan Bellman, “Chopin’s pianism and the reconstruction of the ineffable.” Keyboard Perspectives 3, 
(2010), 9. 
 
119 James Parakilas, “‘Nuit plus belle qu’un beau jour’: Poetry, Song, and Voice in the Piano  
Nocturne.” The Age of Chopin: Interdisciplinary Inquiries. Ed. Halina Goldberg (Indiana: Indiana University 
Press, 2007), 204. 
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2.3 Nocturnes—Background and Point of Interest 

The nocturne120 is expressed generally as “night music” that comprises “poetic [and 

vocal] quality[ies]” that are gentle, soft, and flowing. Rowland quoted Czerny’s following 

description in his book chapter: 

The Notturno for Pianoforte is really an imitation of those vocal pieces which are 
termed Serenades, and the peculiar object of such works—that of being performed at 
night, before the dwelling of an esteemed individual—must always exercise an 
influence upon its character […]121 

 
The nocturne as a musical genre is related closely to the human voice. Gradually, this 

genre emerged as piano solo in the hands of John Field (1782–1837) and later flourished 

under Chopin’s pen. One ubiquitous hallmark in this genre is the use of the right-hand 

melody that glosses over the left-hand accompaniment.   

Chopin wrote twenty-one nocturnes. Numbers one to eighteen were published during 

his lifetime, and bear witness to Chopin’s mastery in shaping the genre.  

Table 2 below summarizes the nocturnes’ chronological order according to the year 

they were composed.122  

 

  

 
120 Lennox Berkeley, “Nocturnes, Berceuse, Barcarolle.” Frédéric Chopin–Profiles of the Man and the 
Musician. ed. Alan Walker (London: Barrie and Rockliff, 1966), 170. 
 
121 David Rowland, “The nocturne: development of a new style,” in The Cambridge Companion to Chopin, ed. 
Jim Samson (Cambridge: Cambridge University Press, 1992), 34–35. 
 
122 Sources are found and consulted from the following: Ewald Zimmermann, Frédéric Chopin–Nocturnes (G. 
Henle Verlag, 1990), 122; Jan Ekier, Frédéric Chopin–Nocturnes (Wiener Urtext Edition, Schott/Universal 
Edition, 1980). XII; The Fryderyk Chopin Institute, 
http://en.chopin.nifc.pl/chopin/composition/search/name/nocturne; Maurice Brown, Chopin–An index of his 
works in chronological order (London and Basingstoke: The Macmillan Press Ltd, 1960). 
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Table 2: Chronological order of the nocturnes by composition year 
 

YEAR 
COMPOSED  

NOCTURNES/ 
OPUS 

YEAR 
PUBLISHED  

PUBLICATION DEDICATION 
 

1827 Nocturne in E 
minor [Op. 72] 

1855 
 

A. M. Schlesinger, 
Berlin 
Meissonnier, Paris 

 

 

1830 Spring Nocturne in C sharp 
minor (Lento con 
gran expression) 

1875 January 5.  
 
1894 Republished 

 

M. Leitgeber, Poznan 
 
E. Ascherberg, London, 
edited by Natalie Janotha 

Ludwika 
Jędrzejewicz 
(1807–1855) 

1830-1 Op. 9 1832 December 
Early 1833 
1833 June 
 

Kistner, Leipzig 
M. Schlesinger, Paris 
Wessel, London 
 

Marie Pleyel 
(1811-75) - wife 
of Camille Pleyel 

1830-3 Op. 15 1833 December  
1834 January  
1834 May  
 

Breitkopf & Haertel, Leipzig 
M. Schlesinger, Paris 
Wessel, London 
 

Ferdinand Hiller 
(1811-85) -  
Leipzig 
composer and 
pianist 

1835 Spring - 
Autumn 

Op. 27 1836 May 
1836 May 
1836 July 
 

Breitkopf & Haertel, Leipzig 
Wessel, London 
M. Schlesinger, Paris 
 

Mme la 
Comtesse 
d’Apponyi - wife 
of the Austrian 
Ambassador to 
France 

1837 Nocturne in C 
minor 

1938 Towarzysto Wydawnicze 
Muzyki Polskiej, edited by 
Ludwik Bronarski 

 

1836-7 Op. 32 1837 November 
1837 December 
1837 December 
 

Wessel, London 
A. M. Schlesinger, Berlin 
M. Schlesinger, Paris 
 

Mme. la Baronne 
de Billing née 
Camillie de 
Courbonne - 
Chopin’s student 

1838-9 Op. 37 1840 June 
1840 June 
1840 June 
 

Breitkopf & Haertel, Leipzig 
Troupenas & Co., Paris 
Wessel, London 
 

 

1841 Op. 48 1841 November 
1842 January 
1842 January 
 

M. Schlesinger, Paris 
Breitkopf & Haertel, Leipzig 
Wessel, London 
 

Mlle Laura 
Duperré - one of 
Chopin’s favorite 
students 

1843 Op. 55 1844 August 
1844 August 
1845 April 
 

Breitkopf & Haertel, Leipzig 
M. Schlesinger, Paris 
Wessel, London 
 

Jane Stirling 
(1804-59) - 
Chopin’s student 

1846 Op. 62 1846 October 
1846 November 
1846 November 
 

Wessel, London 
Breitkopf & Haertel, Leipzig 
Brandus, Paris 
 

Mme. R. de 
Könneritz - 
Chopin’s student 

 

This set of masterpieces has been a staple of many pianists’ teaching and performing 

repertory. Chopin himself initiated their use as teaching pieces, which such influential figures 

as Alfred Cortot and Ignacy Jan Paderewski continued. These prominent teachers played a 
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major role in shaping the modern approach to interpreting Chopin’s music by providing us 

with performing editions, as well as ideas of teaching and performing this music, which is 

documented in their writings, as well as those of their pupils and contemporaries.  

Recently, John Rink, Jan Ekier, and other “HIP” scholars have pointed out that a 

significant portion of Chopin’s music has survived in more than one authoritative version. 

The multiple versions of the nocturnes attributable to their annotations were apparently the 

result of Chopin’s attempts to tailor-make his music to fit his pupils’ individual musical or 

technical abilities, principally in the choice of fingerings and embellishments. These 

individualized fingerings and embellishments have been reproduced in scholarly Urtext 

editions, yet many mainstream piano teachers do not recognize their implications for teaching 

and performing Chopin’s nocturnes fully. 

This research used nocturnes as a focal point for various reasons. First, Chopin used 

his nocturnes frequently as teaching pieces himself123. He likely believed that nocturnes 

contain various musical and technical ingredients that help shape a well-rounded musician. 

Second, from the Online Chopin Variorum Editions, we see that Chopin himself wrote 

different variants for different pupils. This may indicate that he tailored his teaching flexibly 

to individual pupils. Third, Chopin did not state that his written version or interpretation was 

the only “authoritative” way to perform.124 He even encouraged or sometimes delighted in 

hearing slight interpretive modifications to his music.125 This flexible approach and attitude 

create room for exploration and enhance creativity in modern piano teaching studios. For all 

of these reasons, it was appropriate to choose Chopin’s nocturnes as the research focus.  

 
123 See Mikuli, “Preface,” Frederic Chopin Complete Works for the Piano (New York, 1915).  
 
124 Chopin once told his pupil Carl Filtsch, ‘We each understand this differently, but go your own way, do as 
you feel, it can also be played like that’. See Eigeldinger, trans., Chopin: Pianist and Teacher, as Seen by His 
Pupils (Cambridge: Cambridge University Press, 1986), 13. 
 
125 ‘That isn’t how I would play it, but perhaps your version is better.’ This is Chopin’s comment to George 
Matthias. See Cortot, trans., In Search of Chopin. (New York: Dover Publications, Inc., 1951), 29. 
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Chapter 3: Annotations of Chopin’s Nocturnes 

As discussed, Chopin taught each student according to his or her musical ability and 

individual musicality. This chapter furthers this line of enquiry and looks into annotations in 

several students’ copies of the eighteen nocturnes published during Chopin’s lifetime. The 

identified students include Jane Stirling (1804–1859), Camille Dubois (1828–1907), Zofia 

Rosengardt-Zaleska (1824–1868), Ludwika Jędrezejewicz (1807–1855), Wilhelm von Lenz 

(189–1883), and Auguste Franchomme (1808–1884). The sources of annotations are from 

the Online Chopin Variorum Editions (OCVE).126  This research also consulted Ekier’s 

transcriptions of the annotations and his commentary included in his edition of Nokturny 

Op. 9–62.127 In addition, understanding the way Chopin taught, in particular the rationale 

for, and procedure in modifying the printed text, may provide concrete ideas for the modern 

teacher and performer to follow in Chopin’s footsteps when addressing similar passages, 

such as those in later nocturnes without Chopin’s annotations. Significantly, Chopin offered 

different solutions for different pupils. These differences relate to three main categories: (1) 

embellishments; (2) fingering, and (3) modifications to other musical details. 

 

3.1  Sources and Editions  

Identifying the sources of Chopin’s music is a complex subject because of three main 

concerns. First, different copyists helped Chopin copy his manuscripts or distribute his music 

to the print house. These copyists have different handwriting, and they may have 

misinterpreted Chopin’s intentions as well. Second, Chopin’s music was published in three 

different countries simultaneously—France, England, and Germany. The first edition in each 

country could differ significantly because each publisher might receive different sources 

 
126 Online Chopin Variorum Edition, http://www.chopinonline.ac.uk.ocve/. 
 
127 Ekier, ed. Fryderyk Chopin–Nokturny, Op. 9–62. (Poland: PWM Edition, 2013). 
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including “… manuscripts in [the] composer’s hand, manuscripts in one or more copyists’ 

hands, printed proof sheets from the French edition (which may or may not be corrected by 

the composer or copyist before being sent), or, perhaps, plates from the French edition.”128  

Third, Chopin modified the text continuously before and after publication. If such 

modifications were made before publication, they may not have reached all of the publishing 

platforms. In many instances, the modifications were not corrections. Thereby, Chopin 

probably “… regarded [these] different alternatives as of more-or-less equal value.”129 Thus, 

these modifications became different variants, a large number of which were apparently 

penciled on pupils’ copies during their lessons with Chopin.  

The penciled variants raise several points. “Variants were part and parcel of the nature 

of Chopin’s creative process.”130 Chopin was able to develop new ideas for the same text 

continuously. As Ekier suggested in his roundtable discussion, another explanation is that 

Chopin may simply have been indecisive in determining the final text.131 This is rather 

implausible, given that Chopin had submitted his text for publication already. The variants 

that appear in different pupils’ copies are very likely endeavors to fit each pupil’s character as 

well as individual musicality. Thus, Chopin’s music exists in many different versions, and no 

single version prevails. While Ekier called this “… double-vision of Chopin’s musical 

genius,” Adam Rieger attributed it to “Chopin’s ‘poly-authenticity’.” With the recent Online 

Chopin Variorum Edition, modern researchers can have free access to original source 

materials of Chopin’s works. 

 
128 Jeffrey Kallberg, “Chopin in the Marketplace: Aspects of the International Music Publishing Industry in the 
First Half of the Nineteenth Century,” Notes 39, no.3 (Mar. 1983), 540. 
 
129 Ekier, “The Final Text or Final Texts of Chopin? The Problem of Variants. II. Roundtable Discussion,” in 
Chopin Studies 4 (1994), 150. 
 
130 Ibid. 
 
131 Ibid. 
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Editions  

The ‘poly-authenticity’ mentioned above not only gave rise to many different 

editions, but also inspired prominent pianists or pedagogues to derive their own performer’s 

editions of Chopin’s nocturnes. 

Such performer’s editions include the Polish Complete Edition,132 edited by 

Paderewski (1951); two Schirmer sets, one edited by Karol Mikuli (1943) and the other by 

Rafael Joseffy (1986); a study edition by Alfred Cortot (1977), and other miscellaneous 

editions. Although the Polish Complete Edition, edited by Padarewski, has been a staple for 

many years, there is much “… misinformation… [and] the musical text suffers seriously from 

over-editing.”133 Karol Mikuli, Rafael Joseffy, and Alfred Cortot’s editions are largely 

colored with personal preferences. Without proper guidance, pupils who received a copy of 

these would inevitably follow the editor’s personal taste rather than the essence of what 

Chopin may have intended. 

Compared to performer’s editions, modern critical editions tend to derive the musical 

text from original sources. However, different scholarly editions provide different readings 

and could vary quite significantly in embellishments and fingering. For example, the Henle 

Urtext, for example, was edited by Zimmermann (1979), based on Chopin’s autographs and a 

number of manuscripts. Nevertheless, this version did not provide the many variants Chopin 

penciled in students’ copies. In contrast, Ekier initiated an editing practice that includes most 

surviving variants in his Wiener Urtext edition (1980) and the Polish National Edition (2013).  

Both editions contain virtually all of the known variants as well as their respective sources.  

The Polish National Edition takes this further by distinguishing Chopin’s markings from 

editorial suggestions.  

 
132 Chopin, Frédéric. Nocturnes. Ed., Ignacy Paderewski. (Poland: The Fryderyk Chopin Institute), 1951. 
 
133 Thomas Higgins, “Whose Chopin?” in 19th-Century Music 5, no. 1 (1981), 68. 
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These transcribed variant annotations together with penciled annotations observed in 

OCVE allowed this research to explore Chopin’s teaching approach by identifying the types 

of annotations according to the specific pupil. Some annotations found were common to all 

students and some were specific to a certain student. These observations may pose interesting 

indications of Chopin’s teaching attitude that respected individuality. The next section 

contains observations from OCVE, and consultations of Ekier’s transcriptions and 

commentaries in the Polish National Edition (2013).  

 

3.2 Musical details variants 

There are many different types of variants and annotations observed in nocturnes Op. 

9 to Op. 62 in all of the students’ copies identified. These identified students include Jane 

Stirling, Camille Dubois, Zofia Rosengardt-Zaleska, Ludwika Jędrezejewicz, Wilhelm von 

Lenz, and Auguste Franchomme. Some markings appear to be general prescriptions, while 

some are tailored to an individual student. Because of the vast number of variants observed 

throughout the eighteen nocturnes, these annotations have been categorized by types into the 

following three classifications: embellishments; fingerings and phrasings, and other musical 

details observed. Under other musical details, variants are subdivided further into the 

following: dynamics; tempo; pitch; phrasings and articulations; ornaments/embellishments 

instructions; interpretations; chord texture; redistribution of notes, and rhythmic alterations. 

Table 3 summarizes the types of variants observed in the identified students’ copies 

from OCVE. 
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Table 3: Variants overview 

 

These variants observed reveal not only Chopin’s teaching attitude of respecting an 

individual student, but also demonstrate his awareness of the musical context for each 

student.  

 

3.2.1 Embellishments 

This section explores different types of embellishment variants observed from the 

OCVE. The main point of interest here is whether these variant techniques are prescribed for 

individual pupils or as a general recommendation. A summary table at the end of this section 

shows all of the embellishment variants observed. If more than one identified student has the 

same annotation, it is indicated as “general.” Otherwise, it is referred to as “individual.”  

The many embellishment variants observed are categorized into the following types:  

§ Add a grace note 

§ Add notes within an existing ornament 

§ Add appoggiatura  

§ Add embellishment as passing note 

§ Extension 

Types of Variants 
Embellishments: 

- Add grace note 

- Add notes within existing 

ornaments 

- Add appoggiatura 

- Add embellishment as 

passing tone 

- Extension 

- Add fill-in 

-  Add extra passage 

-  Rewrite existing text 

Fingerings: 

- By awareness of hand anatomy 

-  By individual finger 

characteristics 

- By phrasings 

- By different combinations 

 

Other musical details: 

- Dynamics 

- Tempo 

- Pitch 

- Phrasings and   articulations 

- Ornaments/embellishments 

instructions 

-  Interpretations 

-  Chord texture 

- Redistribution of notes 

- Rhythmic alterations 
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§  Add fill-in 

§ Add an extra passage to the printed text 

§ Rewrite the printed text 

The next eight subsections show examples of each type of embellishment mentioned 

above. Selected examples in screenshot excerpts are taken from the OCVE (2015), and 

excerpts of author’s editions are from Ekier’s Polish National Edition’s Nokturny Op. 9-62 

(2013). 

 

Add a grace note 
 
“Add a grace note” appears in three typical situations: (1) as a pivot between a leap; 

(2) before an arpeggiated pattern, and (3) before the beginning of a trill. Figures 1 to 3 

illustrate these concepts.  

 

Pivot between a leap               Before an arpeggiated pattern 
 

    

 

 

 

Figure 1. Op. 9, No. 2, bar 2. A 
grace note added as a pivot 
between a leap. Excerpt taken 
from Camille Dubois’s copy 
(image taken from OCVE). 
 

Figure 2. Op. 15, No. 2, bar 8. A 
grace note (of the same note in 
the printed text) added before the 
upward arpeggiated pattern. 
Excerpt taken from Camille 
Dubois’s copy (image taken 
from OCVE). 
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Before the beginning of a trill 
 

 
 
 
 
 

Add a note on existing ornament as a pivot 
 

In addition to adding a grace note as a pivot, Chopin also added a note to an existing 

ornament, which served as a pivot. Figure 4 shows an example. Figure 5 is a reproduction of 

Ekier’s transcription that attempts to show a clearer presentation of Figure 4: 

 

 

 

  

Figure 3. Op. 9, No. 2, bar 15. A lower auxiliary note added as grace note before a trill. 
Excerpt taken from Auguste Franchomme’s copy (image taken from OCVE). 
 

Figure 4. Op. 62, No. 1, bar 70. A grace 
note is added within the printed 
ornaments. Excerpt taken from Camille 
Dubois’s copy (image taken from OCVE). 
 

Figure 5. Op. 62, No. 1, bar 70, from Jan 
Ekier’s Polish National Edition of 
Nokturny Op. 9-62 (2013), 107. 
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Add appoggiatura 
 

“Add appoggiatura” often appears before the beginning of a trill. There are three 

types or appoggiaturas observed: the appoggiatura that begins on the (1) lower auxiliary and 

(2) upper auxiliary, and (3) consists of two notes. Figures 6 to 8 illustrate these: 

 

Appoggiatura with lower auxiliary         Appoggiatura with upper auxiliary 
 

                 
 
 

 

 
 
 
 
Appoggiatura consists of two notes 
 

 
 
 
 
 
 
 
 
 

Figure 6. Op. 27, No. 2, bar 51 A 
lower auxiliary appoggiatura 
added before a trill. Excerpt taken 
from Camille Dubois’s copy 
(image taken from OCVE). 
 

Figure 7. Op. 62, No. 2, bar 69. An 
upper auxiliary appoggiatura added 
before a trill. Excerpt taken from 
Camille Dubois’s copy (image taken 
from OCVE). 
 

Figure 8. Op. 9, No. 2, bar 7. A two-
note appoggiatura added before a 
trill, according to Wilhem von Lenz’s 
copy (image taken from OCVE). 
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Add embellishments as passing notes 
 

“Adding embellishments as passing notes” likely acts as an elaboration of connecting 

two phrases. This technique varies for different pupils on different occasions. Selected 

examples in Figures 9a, 9b, 9c, 9d, and 9e are from the same work/bars. From the 

annotations, we can see that each student received both somewhat similar and somewhat 

different annotations. Similar indicates that all of these students received an annotation 

between the pick-up to the next downbeat. Different indicates that each student had a 

different annotation. The annotation on Zofia Rosengardt-Zaleska’s copy (Figure 9a) shows 

an ascending arpeggiated pattern. In others (Figures 9b, 9c, 9d, 9e), the annotations are 

somewhat ambiguous. The transcription in Figure 9f from Ekier’s National Edition (2013) 

offers a transcription of such examples that include inverted turns, and diatonic and 

chromatic scales.  

 
Add arpeggiated pattern as passing notes. 
 

  

 

Add turns and chromatic scales as passing notes. 

 

Figure 9a. Op. 9, No. 2, bars 4-5. An 
arpeggiated pattern added as passing note. 
Excerpt taken from Zofia Rosengardt-
Zaleska’s copy (image taken from OCVE). 
 

Figure 9b. Op. 9, No. 2, bars 4-5. Inverted turns followed by chromatic scales as passing 
notes, according to Auguste Franchomme’s copy (image taken from OCVE). 
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Transcription of Op. 9, No.2, bar 4 

 

Figure 9c. Op. 9, No. 2, bars 4-5. 
Pencil markings indicate addition of 
a series of notes as a passing note. 
Excerpt taken from Camille 
Dubois’s copy (image taken from 
OCVE). 
 

Figure 9d. Op. 9, No. 2, bars 4-5. 
Pencil markings indicate addition of 
a series of notes as a passing note. 
Excerpt taken from Ludwika 
Jędrzejewicz’s copy (image taken 
from OCVE). 
 

Figure 9e. Op. 9, No. 2, bars 4-5. 
Pencil markings indicate addition of 
a series of notes as a passing note. 
Excerpt taken from Jane Stirling’s 
copy (image taken from OCVE). 
 

Figure 9f. Op. 9, No. 2, bar 4. 
Transcriptions from Ekier from his 
Polish National Edition of Nokturny 
Op. 9-62 (2013), 22. 
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Extension of a bar 
 

All examples of “Extension of a bar” are prescribed for the last bar of a piece. The 

primary prescriptions are (1) extending by adding a phrase, and (2) prolonging by 

arpeggiated patterns. Figures 10 and 11 illustrate these occasions. 

 

Adding a phrase     Adding arpeggiated pattern  

    

 

 

 

 
Add fill-in 
 

Examples of “add fill-in” are largely clear from the annotations. Although each fill-in 

is unique, they all comprise different patterns of turns, inverted turns, arpeggios, dominant 

seventh, chromatic, and diatonic scales, etc. Figures 12a to 16 illustrate different 

combinations of these. 

 

 

 

Figure 10. Op. 15, No. 2, bar 62. 
A phrase added as extension. 
Excerpt taken from Ludwika 
Jędrzejewicz’s copy (image taken 
from OCVE). 

 

Figure 11. Op. 9, No. 2, bar 34. 
Arpeggiated patterns added as 
extension. Excerpt taken from Zofia 
Rosengardt-Zaleska’s copy (image 
taken from OCVE). 
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Fill in with chromatic materials. 

         

 

 
 

Figure 12a. Op. 27, No. 2, bar 21.  Ascending 
chromatic fill-in added to the existing inverted turn, 
according to Auguste Franchomme’s copy (image 
taken from OCVE). 
 

Figure 12b. Op. 27, No. 2, bar 21. A transcription 
of Figure 12a.This is reproduced from Jan Ekier’s 
Polish National Edition of Nokturny Op. 9-62 
(2013), 55. 
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Fill in with chromatic and diatonic materials 

 
 
 
 

 
Fill in with chromatic materials and turn 

  

 

 

       

 

 

Figure 13. Op. 9, No. 2, bar 23. Fill-in with 
chromatic scales and descending scalic pattern. 
Excerpt taken from Jane Stirling’s copy (image 
taken from OCVE). 
 

Figure 14. Op. 9, No. 2, bar 31. Fill 
in with chromatic, a pivot, and a 
turn. Excerpt taken from Jane 
Stirling’s copy (image taken from 
OCVE). 
 

Figure 15. Op. 9, No. 1, bar 45. 
Diatonic fillers in octaves and 
with a turn, according to 
Wilhem von Lenz’s copy (image 
taken from OCVE). 
 

Figure 16. Op. 9, No. 2, bar 23. 
Chromatic fill-in, followed by 
descending scalic pattern, according 
to Wilhem von Lenz’s copy (image 
taken from OCVE). 
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Add an extra passage  

“Add an extra passage” is observed in the same work of two different students. 

Although the annotations were written in two different students’ same work and bars, the 

passages inserted are very different. Figures 17a and 17b reflect these differences: 

 

 
Extra passage consists of alternating broken thirds in descending direction 
 

 
 
 
 
 
 
Extra passage written in the score 
 

 

 
 
 
 
 
  

Figure 17a. Op. 9, No. 2, bar 32. Written out improvisational material upon a fermata, 
according to Zofia Rosengardt-Zaleska’s copy (image taken from OCVE). 
 

Figure 17b. Op. 9, No. 2, bar 32. Extra passage annotated in, within the existing text. 
Excerpt taken from Wilhem von Lenz’s copy (image taken from OCVE). The pitches in 
this passage are ambiguous. 
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Rewriting the printed text 
 

There are observations in which the annotations show a rewrite of the existing printed 

text. Figure 18 shows a passage rewritten on the side of the score. Figures 19a and 19b show 

rewriting the same work/bars of two different students.  

 

Rewrite with two complete inverted turns 

 

 

Replace the first note of the trill, followed by an extra note on the second beat 

 

Replace the beginning of the trill with another note 
 
 

Figure 18. Op. 27, No. 2, bar 30. 
Rewriting the printed text into 2 
complete turns. Excerpt taken 
from Auguste Franchomme’s copy 
(image taken from OCVE).  
 

Figure 19a. Op. 62, No. 1, bar 72. The beginning of the trill (C#5) replaced by another 
note (D#5). A C#5 quaver beat is also added to the second beat. This annotation is 
observed in Auguste Franchomme’s copy (image taken from OCVE). 
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Table 4 below summarizes the findings/observations made on embellishments. The 

results in the last column “Individual/General” are based upon the number of students 

identified under the “Related person(s)” column. As stated previously, if there is only one 

related person, the result is “individual.” Otherwise, it is referred to as “general.” Note that 

not all of the observed variants presented in the summary tables are included as selected 

examples in previous subsections. Selected examples in each subsection are representatives 

of the particular technique under discussion. Subsequent summary tables follow these same 

guidelines. 

Table 4: Annotations summary on embellishments 

Techniques Embellishments 
added Work/bar(s) Related person(s) Individual/ 

General 

Add grace 
note before 
an 
arpeggiated 
pattern or a 
trill. 

Lower auxiliary 
as grace note 
added.  

Op. 9, No. 2, bar 7 Auguste Franchomme Individual 
Op. 9, No. 2, bar 15 Auguste Franchomme Individual 

Op. 9, No. 2, bar 23 
Camille Dubois, Auguste 
Franchomme, Jane Stirling, 
Ludwika Jędrzejewicz 

General 

Same note as 
grace note added.  

Op. 9, No. 2, bar 13 
Jane Stirling, Auguste 
Franchomme, Ludwika 
Jędrzejewicz 

General 

Op. 9, No. 2, bar 21 Jane Stirling, Auguste 
Franchomme  Individual 

Op. 15, No. 2, bar 8 Camille Dubois Individual 
Add grace 
note as a 
pivot. 

A grace note is 
added as a pivot 
on the right hand. 

Op. 9, No. 2, bar 2 Jane Stirling, Camille Dubois, 
Zofia Rosengardt-Zaleska General 

Add a pivot 
within an 
existing 
ornament. 

A note is added 
within an existing 
ornament as a 
pivot on the right 
hand. 

Op. 62, No.1, bar 70 Camille Dubois Individual 

 

Figure 19b. Op. 62, No. 1, bar 72. The 
beginning of the trill (C#5) has been 
replaced by another note (D#5) in Camille 
Dubois’s copy (image taken from OCVE).  
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Table 4 (continued) 

Add patterns 
as passing 
note.  

Arpeggios. Op. 9, No. 2, bar 4 Zofia Rosengardt-Zaleska Individual 

Inverted turn and 
chromatic/ 
diatonic scales. 

Op. 9, No. 2, bar 4 

Jane Stirling, Camille 
Dubois, Ludwika 
Jędrzejewicz, Auguste 
Franchomme 

Concept of 
adding 
embellishment 
here is general. 
 
Prescription for 
each student is 
individual. 

Add 
appoggiatura 
before a trill.  

Lower auxiliary 
note as 
appoggiatura.  

Op. 15, No. 2, bars 7, 
15, 55 Camille Dubois Individual 

Op. 27, No. 2, bar 51 Camille Dubois Individual 
Upper auxiliary 
note as 
appoggiatura. 

Op. 62, No. 2, bar 69 Camille Dubois Individual 

Two-note 
appoggiatura. Op. 9, No. 2, bar 7 Wilhem von Lenz Individual 

Extension of 
the last bar 
(arpeggios).  

Arpeggios or 
alternating 
chords.  

Op. 9, No. 2, bar 34 Jane Stirling Concept of 
extending the 
last bar is 
general. 
 
Prescription for 
each student is 
individual.  

Op. 9, No. 2, bar 34 Zofia Rosengardt-Zaleska 

Op. 9, No. 2, bar 34 Wilhem von Lenz 

Op. 15, No. 2, bar 62 Jane Stirling, Ludwika 
Jędrzejewicz General 

Add Fill-
in(s) 
between 
bars.  

Inverted turn 
followed by 
chromatic 
materials. 

Op. 27, No. 2, bar 21 Auguste Franchomme Individual 

Series of 
dominant seventh 
arpeggios and 
inverted turns. 

Op. 9, No. 2, bar 22 Jane Stirling Individual 

Chromatic fill-in 
with pivot and 
turns. 

Op. 9, No. 2, bar 31 Jane Stirling Individual 

Diatonic fillers in 
octaves with a 
turn. 

Op. 9, No. 1, bar 45 Wilhem von Lenz Individual 

Chromatic fill-in 
with a pivot, a 
descending scalic 
patterns. and a 
turn. 

Op. 9, No. 2, bar 23 Wilhem von Lenz Individual 

Add an 
extensive 
extra 
passage.  

Alternating 
broken thirds.  

Op. 9, No. 2, bar 32 Wilhem von Lenz 

Concept of 
adding 
embellishment 
here is general. 
 
Prescription for 
each student is 
individual. 

Op. 9, No. 2, bar 32 Zofia Rosengardt-Zaleska 
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Table 4 (continued) 

Pivot 

A note added 
within an existing 
ornament as a 
pivot. 

Op. 62, No. 1, bars 
70, 74 Camille Dubois Individual 

Rewrite 

existing 

printed 

score. 
 

A series of written 
out inverted turns, 
dominant seventh 
patterns, followed 
by chromatic 
patterns in 
triplets. 

Op. 9, No. 2, bar 22 Wilhem von Lenz Individual 

Inverted turns 
added to the right 
hand. 

Op. 27, No. 2, bar 30 Auguste Franchomme Individual 

The start of the 
trill is replaced by 
another note.  

Op. 62, No. 1, bar 72 Camille Dubois Individual 

Op. 62, No. 1, bar 72 Auguste Franchomme Individual 

 

Many of the annotated embellishments are written for individual pupils. This shows 

Chopin’s desire to foster each student’s musicality and ability. 

The next subsection examines Chopin’s annotations on fingering, where his fingering 

techniques reflect his awareness of the relation between hand anatomy and musical phrasings.  

 

3.2.2 Fingerings and phrasings 

Many scholars regard Chopin’s fingerings as innovative for his time. This subsection 

investigates different types of fingering annotations found in various students’ copies 

accessed through OCVE. In addition to studying different types of fingerings annotations, 

similar to the previous embellishment section, the point of interest here is to see whether 

these variants are for individual pupils or posed as general concepts. In this section, the 

fingerings will be labeled as follows: 

Thumb: Thumb or first finger (“1”) 

Index finger: Index finger or second finger (“2”) 

Middle finger: Middle finger or third finger (“3”) 

Ring finger: Ring finger or fourth finger (“4”) 

Pinkie:  Pinkie or the fifth finger (“5”) 
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Many different types of fingering techniques are observed in the pupils’ copies. 

Generally, Chopin’s fingerings are based upon musical considerations as well as respect for 

the hand and individual fingers’ natural characteristics. These fingering techniques are 

grouped into the following categories:  

§ Recognize hand anatomy and shape 

§ Value each finger’s individual characteristics 

§ Other fingering techniques 

§ Combinations of two or more fingering techniques 

 
The table at the end of each of these categories provides a summary of all of the 

annotations observed. Each of these tables follows the same guidelines as in the previous 

embellishment section. As mentioned, not all of the data in the summary tables are included 

as selected examples. Each selected example is a representation of that particular technique.  

 

Fingerings that recognize hand anatomy and shape 

The following examples illustrate Chopin’s considerations of the natural hand 

anatomy, where long fingers fall on black keys and short fingers on white keys. Figure 20, 

found in Jane Stirling’s copy, shows this sensitivity in the left hand. The annotations are 

somewhat faint in this bar. Figure 20b shows a transcription of such fingering by Ekier in his 

National Edition (2013). 

 

  

Figure 20a. Op. 9, No. 2, bar 12. On the left 
hand, “4-5-4-5” upon a descending bass line 
where long fingers on black keys and short 
fingers on white keys. Excerpt taken from Jane 
Stirling’s copy (image taken from OCVE).  
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From the example above, not only can we see the way the long fingers fall on black 

keys and short fingers on white keys, the “4-5-4-5” in the left-hand bass also promotes a 

smooth melodic descending movement and hence, facilitates the musical content. Similarly, 

the next examples in Figures 21 and 22 also illustrate Chopin’s awareness of hand anatomy 

as well as musical phrasings.  

 

 

 

  

Figure 20b. Op. 9, No. 2, bar 12. This is a 
transcription of Figure 20a. Excerpt taken 
from the copy of Jan Ekier’s Polish 
National Edition of Nokturny Op. 9-62 
(2013), 23. 
 

Figure 21. Op. 27, No. 2, bars 34-35. Long 
fingers on black keys and short fingers on 
white keys, and musical gesture of a slur from 
weak beat to the next downbeat. This excerpt 
found in Jane Stirling’s copy (image taken 
from OCVE).  
 

Figure 22a. Op. 27, No. 2, bar 75. In addition 
to awareness of hand anatomy, fingerings 
annotated here also show considerations on 
musical phrasings on the soprano. This excerpt 
found in Camille Dubois’s copy (image taken 
from OCVE). 
 
Annotations here are somewhat vague.  
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Annotations found in the following two examples in Figures 23 and 24 demonstrate 

Chopin’s awareness of the relations between the natural hand shape and the keyboard 

topography. 

 

 

 

  

 

Table 5 below summarizes the observations made for fingerings that acknowledge 

hand anatomy and shape.  

 
 

Figure 22b. Op. 27, No. 2, bar 75. This excerpt 
provides an edited version of Figure 22a. Chopin’s 
annotation in bold and editor’s editorial markings in 
regular font. Excerpt taken from Jan Ekier’s Polish 
National Edition of Nokturny Op. 9-62 (2013), 59. 
 
 
 

Figure 23. Op. 15, No. 2, bar 54. Fingerings given here fit 
the keyboard’s topography. This excerpt is found in Jane 
Stirling’s copy (image taken from OCVE). 
 
 
 

Figure 24. Op. 27, No. 2, bar 14. Fingering 
given here not only fits the keyboard 
topography, but also promotes a musical flow of 
the phrase. This excerpt is found in Jane 
Stirling’s copy (image taken from OCVE). 
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Table 5: Summary of fingerings annotations  

Technique Descriptions Work/ Bar(s) Related 
person(s) 

Individual/ 
General 

Awareness of 
hand anatomy  
 
(Long fingers 
on black keys, 
short fingers 
on white keys)  

Cross fingers on the left hand.  Op. 9, No. 2, bar 12 Jane Stirling Individual 

On the right hand, fingering 
considerations on these double 
sixth were annotated according 
to the hand anatomy and musical 
phrasings. 

Op. 27, No. 2, bar 33 Jane Stirling Individual 
Op. 27, No. 2, bars 
34-35 Jane Stirling Individual 

Op. 27, No. 2, bar 75 Camille 
Dubois Individual 

Op. 32, No. 2, bar 29 Camille 
Dubois Individual 

Long fingers on black keys, 
short fingers on white keys. 

Op. 27, No. 2, bar 45 Jane Stirling Individual 

Op. 27, No. 2, bar 71 Camille 
Dubois Individual 

Topography of 
keyboard 

Hand fits naturally with the 
keyboard’s topography.   

Op. 15, No. 2, bar 54 Jane Stirling Individual 

Op. 27, No. 2, bar 14 Jane Stirling Individual 

 

From the table, we see that all of the fingering annotations related to hand anatomy 

and shape are targeted for each individual pupil. 

The next section examines further annotations that are based upon each finger’s 

natural characteristics. 

 
 
Fingerings that value individual finger’s characters 
 

Many fingerings annotations found in identified students’ copies reveal Chopin’s 

considerations of individual finger’s quality. In his Projet de méthode, he described each 

finger’s characteristics as follows:  

Since each finger is formed differently it is far better to develop their special 
characteristics rather than attempt to destroy their individuality. The strength of each 
finger is relative to its shape. The extremities of the hand are formed by the thumb, 
which is its strongest member, and by the little finger. While the third finger has a 
greater freedom as a point of support, the second finger [comes next, then] the fourth 
finger is bound to the third by the same tendon like a Siamese twin and is the 
weakest.134  
 
This subsection examines each finger’s use and the way their characteristics function 

in the musical context. We will go through examples of each finger beginning with the thumb 

 
134 Cortot, trans., In Search of Chopin. (New York: Dover Publications, Inc., 1951), 46. 
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(first finger), followed by the index finger (second finger), middle finger (third finger), ring 

finger (fourth finger), and pinkie (fifth finger). Let us begin with the strongest and most 

flexible finger according to Chopin, the thumb.  

 

(1) Thumb 

Whether it is on the right hand, or the left, the thumb is annotated as a pivot on many 

occasions, as seen in the following examples: 

 

Thumb as a pivot in arpeggiated pattern.  

        

  

 

 

 

 

Figure 25. Op. 15, No. 1, bar 26, according to 
Ludwika Jędrzejewicz’s copy (image taken 
from OCVE). 
 

Figure 27. Op. 9, No. 1, bars 65-67, according to Camille Dubois’s copy (image taken 
from OCVE). 
 

Figure 26. Op. 27, No. 2, bar 32, according to 
Jane Stirling’s copy (image taken from 
OCVE). 
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Figures 25 to 27 are examples of using the thumb as a pivot as well as connection in 

arpeggiated patterns. The next three examples illustrate the way the thumb can be used as a 

pivot on other occasions. 

 

Thumb as turning point of a phrase. 

 

 

      

 

 

 

Figures 28-30 are examples of using the thumb as a pivot at the turning point of a 

phrase. The thumb is used as the turning point probably because of its flexibility. Moreover, 

in Figure 30, the thumb was annotated not only as a turning point, but it is also dissonant. 

This fingering allows the performer to exercise a variety of interpretations because of the 

thumb’s natural characteristics. 

Figure 28. Op. 9, No. 2, bar 16, 
according to Jane Stirling’s copy 
(image taken from OCVE). 
 

Figure 29. Op. 32, No. 1, bar 
3, according to Camille 
Dubois’s copy (image taken 
from OCVE). 
 

Figure 30. Op. 9, No. 2, bar 13, according 
to Ludwika Jędrzejewicz’s copy (image 
taken from OCVE). 
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In addition to being a pivot, control is another special quality of the thumb. In the 

example in Figure 31, the thumb was annotated at the end of the phrase with an accent. The 

rationale for placing the thumb here was likely because of the thumb’s strength as well its 

control quality.  

 

Thumb placed at the end of a phrase with accent. 

 

As seen in these examples above, annotations of the thumb (first finger) have several 

roles, including serving as a pivot, as a connection within a phrase, as a turning point, and a 

means of control or emphasis. These annotations were marked judiciously to fit the musical 

phrasings.  

Next, let’s proceed to the index finger (second finger). 

 

(2) Index finger (second finger) 
 

Chopin considered the index finger as the second-weakest of the five fingers. The 

relatively weaker quality of the second finger annotated in Figure 32 as a phrase end fits 

nicely into such a scenario. The “2” (second finger) marked in the red circle indicates a soft 

descend from a two-note slur and the “2” (second finger) annotated in the blue circle also 

indicates a phrase that ends in diminuendo.  

 

  

Figure 31. Op. 9, No. 2, bar 24, 
according to Camille Dubois’s copy 
(image taken from OCVE). 
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Index finger on the weak beat of a two-note slur and, and as a phrase end. 

 

 

As an extension of having the index finger as the second weakest among the five 

fingers, placing it on a downbeat, as in the following three examples in Figures 33-35, yields 

a comfortable, soft tone quality naturally.  

 

Index finger on downbeat. 

  
 

 

 

Figure 33. Op. 9, No. 2, bar 25, according 
to Jane Stirling’s copy (image taken from 
OCVE). 
 

Figure 34. Op. 32, No. 2, bar 14, 
according to Camille Dubois’s copy 
(image taken from OCVE). 
 

Figure 32. Op. 9, No. 2, bar 3, according to Zofia 
Rosengardt-Zaleska’s copy (image taken from 
OCVE). 
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The second finger is not only naturally comparatively weaker in strength, but it also 

helps elicit movements in the phrases in these examples. Chopin was well aware of the 

second finger’s characteristic and he probably preferred a weaker downbeat in these instances 

specifically. Next, we address the middle finger (third finger). 

 

(3) Middle finger (third finger) 

The third finger is not only the pivot and the middle of our hand, as Chopin put it, it 

also serves as a pivot of phrases in several different situations. Figures 36-38 illustrate the 

way the “3” (third finger) conveniently becomes a natural pivot on the left hand. 

             
 

 

 

 

Figure 36. Op. 15, No. 3, bars 8-9. The 
third finger annotated on F3 acts as a 
pivot between chords in the left hand. 
This excerpt is taken from Jane 
Stirling’s copy (image taken from 
OCVE). 
 

Figure 37. Op. 32, No. 1, bar 6, 
according to Jane Stirling’s copy  
(image taken from OCVE). 
 

Figure 35. Op. 9, No. 2, bar 10, 
according to Jane Stirling’s copy  
(image taken from OCVE). 
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In addition to serving as a pivot, the third finger on the right hand is also observed on 

a downbeat and falls on a downbeat or long note, as seen in the next examples in Figures 39 

and 40. The third finger annotated here likely suggests a firm and controlled downbeat or 

long note.  

 

Third finger falling on downbeat or long note. 

   
 

 

 

Next, let’s look at the other “Siamese twins”—the ring finger (fourth finger).  

Figure 38. Op. 32, No. 1, bar 25, according to Jane 
Stirling’s copy (image taken from OCVE). 
 

Figure 39. Op. 9, No. 2, bar 9, according 
to Ludwika Jędrzejewicz’s copy (image 
taken from OCVE). 
 

Figure 40. Op. 32, No. 1, bars 64-65, 
according to Ludwika Jędrzejewicz’s 
copy (image taken from OCVE). 
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(4) Ring finger (fourth finger) 

According to Chopin, the fourth finger is the weakest. There are a number of 

occasions on which the fourth finger is annotated on the downbeat or at the beginning of a 

phrase or the downbeat of a two-note slur. The following excerpts in Figures 41-42 illustrate 

this concept. 

 

Fourth finger on downbeat. 

   
 

 

 

Although Chopin regarded the fourth finger as the weakest finger, the examples above 

show his recognition of its natural quality and his preference for a relatively weaker 

downbeat in these excerpts. Finally, we reach the pinkie (fifth finger). 

 

(5) Pinkie (fifth finger) 

After the thumb, the pinkie is the other “extremity” of the hand, and is the second 

strongest of the five fingers. The example in Figure 43 exhibits this characteristic:  

 

  

Figure 41. Op. 27, No. 2, bar 2, 
according to Camille Dubois’s copy 
(image taken from OCVE). 
 

Figure 42. Op. 9, No. 2, bar 3, 
according to Ludwika Jędrzejewicz’s 
copy (image taken from OCVE). 
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Pinkie (fifth finger) on a strong downbeat. 

 

 

Chopin used the fifth finger’s characteristic of strength in Figure 43. Here, the fifth 

finger annotated not only fits the natural shape of the hand, but it also fits the musical 

context, in which this phrase is intense with con forza.  

Table 6 below summarizes the fingerings prescribed in students’ copies according to 

each finger’s unique characteristics. 

 
Table 6: Annotations summary of fingerings II 

Techniques Descriptions Work/bar(s) Related 
person(s) 

Individual/ 
General 

Thumb 

Thumb as a 
pivot.  

Arpeggiated pattern with 
thumb as a pivot on the 
left hand.  

Op. 15, No. 1, bars 26, 28 
Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

Op. 27, No. 2, bar 32 Jane Stirling Individual 
Finger crossing. Thumb 
used as a pivot on the left 
hand.  

Op. 9, No. 1, bars 67-69 Jane Stirling, 
Camille Dubois General 

Thumb as a pivot of a 
turn. 

Op. 9, No. 2, bar 16 Jane Stirling Individual 

Op. 32, No. 1, bar 3 Camille Dubois Individual 
On the right hand, thumb 
marked as a pivot in the 
middle of a phrase, which 
is also a dissonant. 

Op. 9, No. 2, bar 13 
Ludwika 
Jędrzejewicz, 
Jane Stirling 

General 

Thumb at 
the end of a 
phrase. 

On the right hand, thumb 
is assigned at the end of 
the phrase.  

Op. 9, No. 2, bar 24 Camille Dubois Individual 

Op. 9, No. 2, bar 15 Jane Stirling Individual 

     

Figure 43. Op. 9, No. 2, bar 30, according 
to Jane Stirling’s copy (image taken from 
OCVE). 
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Table 6 (continued) 

Thumb as a 
pivot, and 
then land on 
the next 
downbeat.  

Thumb used as a pivot 
over an arpeggiated 
pattern. At the end of this 
pattern, thumb then fell 
onto the next downbeat  

Op. 15, No. 1, bars 26 

Jane Stirling, 
Ludwika 
Jędrzejewicz, 
Camille Dubois 

General 

Op. 15, No. 1, bar 28  

Camille Dubois Individual 
Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

Op. 15, No. 2, bar 3 Jane Stirling Individual 
Index or second finger 

Index finger 
on the next 
down beat.  

On the right hand, index 
finger falls on a down 
beat.  

Op. 9, No. 2, bar 25 Jane Stirling Individual 

Op. 9, No. 2, bar 10 Jane Stirling Individual 

Op. 32, No. 2, bar 14 Camille Dubois Individual 

Index finger 
as phrase 
end. 

Index finger as the phrase 
end on the right hand. Op. 9, No. 2, bar 3 

Zofia 
Rosengardt-
Zaleska 

Individual 

Middle or third finger 

Third finger 
as a pivot.  

“5-3” annotated on left 
hand leap.  

Op. 32, No. 1, bar 6 Jane Stirling Individual 

Op. 32, No. 1, bar 38 
Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

Op. 32, No. 1, bar 25 Jane Stirling Individual 
Third finger as a pivot 
between two chords. Op. 15, No. 3, bar 8 Jane Stirling Individual 

The pivot here induces 
movements. Op. 32, No. 1 bars 65 

Camille Dubois, 
Ludwika 
Jędrzejewicz 

General 

Third finger 
on down 
beat or long 
note. 

Third finger on down beat 
or long note on the right 
hand. 

Op. 9, No. 2, bar 9 Ludwika 
Jędrzejewicz Individual 

Op. 32, No. 1 bars 65 
Camille Dubois, 
Ludwika 
Jędrzejewicz 

General 

Third finger 
at the 
beginning of 
a turn 

Third finger at the 
beginning of an upper 
turn on the right hand. 

Op. 9, No. 2 bar 2 Zofia Rosengardt-
Zaleska Individual 

Ring or fourth finger 

Fourth 
finger 
annotated on 
the 
downbeat of 
a two-note 
slur.  

Fourth finger on a two-
note slur (G5-D5) as well 
as on the strong beat, 
followed by second finger 
on the fourth beat (Eb5-
C5). 

Op. 9, No. 2, bar 3 

Jane Stirling, 
Camille Dubois 
and Ludwika 
Jędrzejewicz, Zofia 
Rosengardt-
Zaleska 

General 

Fourth finger on down 
beat of a two-note phrase 
on the right hand.  

Op. 9, No. 2, bar 7 Jane Stirling Individual 
Op. 9, No. 2, bar 15 Jane Stirling Individual 
Op. 9, No. 2, bar 23 Jane Stirling Individual 

Fourth 
finger at the 
beginning of 
a phrase 

Fourth finger annotated at 
the beginning of a phrase. Op. 27, No. 2, bar 2 Camille Dubois Individual 
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Table 6 (continued) 
Pinkie or fifth finger 
Fifth finger 
on down 
beat 

Fifth finger falls on the 
down beat Op. 9, No. 2, bar 30 Jane Stirling Individual 

 

In the table, we can see that the majority of the annotations are prescribed for 

individual students. This evidence reinforces the hypothesis that Chopin taught each student 

differently according to their individual musicality or ability. 

In addition to recognizing individual finger’s characteristics, the next subsection 

examines other fingering techniques found in various students’ copies of the nocturnes. 

In the previous two subsections, we saw examples of Chopin’s fingering in relation to 

the hand’s anatomy and shape, the keyboard’s topography, and each finger’s characteristics 

and the way these parameters fit with the musical phrasings or contents. This subsection 

explores his other fingering techniques that are also determined by musical content. These 

techniques include: 

§  Different fingering on same consecutive notes 

§  Finger substitution 

§  Finger slide 

§  Same fingering on different consecutive notes  

Although these techniques were intended to achieve musical phrases naturally, each is 

unique. 

 

Other Fingering Techniques 

(1) Different fingering on same consecutive notes 
 
The changing fingering in Figures 44 to 46 helps elicit natural arm movements that 

match with continuation of musical phrasings. Using different fingerings on the same 

consecutive notes is an effective technique to release the note while maintaining continuity.  
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The examples above illustrate the way different or changing fingering on the same 

consecutive notes elicits musical movement and continuity naturally. In a similar way, finger 

substitution is another way to promote phrase continuity.  

 

Figure 45. Op. 27, No. 2, bar 53. In 
addition to inducing natural arm 
movement along with the musical phrase, 
the thumb annotated at the phrase end 
probably indicate tension building up onto 
next phrase. This excerpt is taken from 
Camille Dubois’s copy (image from 
OCVE). 
 

Figure 44. Op. 15, No. 1, bar 14. This changing 
fingering on the same consecutive notes allows a 
smooth movement onto the next set of notes. 
Excerpt taken from Ludwika Jędrzejewicz’s copy 
(image from OCVE). 
 

Figure 46. Op. 9, No. 2, bar 10. The 
index finger (second finger) placed 
here prepared the hand ready for the 
next note. This excerpt is taken from 
Jane Stirling’s copy (image from 
OCVE). 
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(2) Finger substitution 

In Figure 47 below, the “3-1” finger substitution on the left hand promotes a smooth 

legato phrase by making this a pivot onto the next notes. In a similar way, finger substitution 

in Figure 48 also allows the right hand’s thumb to serve as a pivot while producing a smooth 

legato phrase. Finger substitution is an effective device to elicit musical movement while 

connecting nuances naturally. Along a similar line of crafting smooth phrases naturally, 

Chopin prescribed finger slides on other occasions.  

 

    

 

 

(3) Finger slide 

 

Many of the finger slides are annotated on a black key traversing to a white key. 

Some are prescribed on the downbeat, and some on the weak beat or the offbeat. In any case, 

the primary objective of these finger slides appears to be to induce the hand or arm to move 

along the musical line. The finger slides annotated in Figures 49 to 52 are movements from a 

black to a white key.  

Figure 47. Op. 15, No. 1, bar 8. 
Finger substitution on the left 
hand serves as a smooth pivot 
onto the next note, according to 
Ludwika Jędrzejewicz’s copy 
(image taken from OCVE). 
 

Figure 48. Op. 15, No. 2, bar 17. 
Finger substitution here not only 
serve as a pivot, but it also induces a 
musical movement. This excerpt is 
from Camille Dubois’s copy (image 
taken from OCVE). 
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Although Figures 49 to 52 are examples of a finger slide from a black to a white key, 

they show interesting differences. The finger slide in Figure 49 is part of a crescendo and on 

an offbeat. The slide of “4-4” from Db6 to C6 allows a mellow crescendo as well as a slight 

descent from Db6 to C6 before hitting the apex of this phrase on Bb5. In contrast, the “4-4” 

slide in Figure 50 was placed on the downbeat of a forte phrase. Although the intensities 

differ in these contents (Figures 49 and 50), the “4-4” slide allows the phrases to descend 

naturally.  

 

   

 

 

Figure 50. Op. 32, No. 1, bar 58, 
according to Camille Dubois’s copy 
(image taken from OCVE). 
 

Figure 49. Op. 9, No. 2, bar 6, according 
to Camille Dubois’s copy (image taken 
from OCVE). 
 

Figure 51. Op. 32, No. 1, bar 29, 
according to Jane Stirling’s copy 
(image taken from OCVE). 
 

Figure 52. Op. 32, No. 1, bars 64-
65, according to Ludwika 
Jędrzejewicz’s copy (image taken 
from OCVE). 
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In another context of the finger slide, Figure 51 is quite similar to Figure 52. The “3-

3” slide in both examples falls on a long note. These prescriptions help enhance tone control 

naturally.  

 

(4) Same fingering on consecutive notes 

Having the same fingering on consecutive notes also enhances tone control. As the 

following examples show, there are several musical contexts in which having the same 

fingering on consecutive notes is applicable.   

 

 

 

 

 

Figure 53. Op. 9, No. 1, bar 83. This fingering not only induces arm and musical 
movements, but it is also effective in controlling even tone in this series of descending 
accel. pattern. This excerpt taken from Camille Dubois’s copy (image from OCVE). 
 

Figure 54. Op. 27, No. 2, bar 11. The 
same fingering on these double sixth 
promotes even tone while offers a 
natural lifting at the end of the slur. 
This excerpt is taken from Jane 
Stirling’s copy (image from OCVE). 
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As Figures 53-57 illustrate, annotations to use the same fingerings on consecutive 

notes are observed in several cases. They are found in a series of descending doubles, gesture 

liftings, and large leaps that follow with arpeggiated patterns. The fingerings prescribed may 

not be the most convenient to execute, but they allow the musical phrasings to be executed 

naturally. Table 7 summarizes the annotations in this subsection.  

 

  

Figure 55. Op. 9, No. 2, bar 4. This 
fingering enables the right hand to lift 
naturally. This excerpt is from Zofia 
Rosengardt-Zaleska’s copy (image 
from OCVE). 
 

Figure 56. Op. 9, No. 2, bar 32. On 
the left hand, same fingering on two 
consecutive notes that has a spread 
of an octave follows an arpeggiated 
pattern. This excerpt is from 
Camille Dubois’s copy (image from 
OCVE). 
 

Figure 57. Op. 9, No. 2, bar 32. A 
similar concept in the same work and 
bar as Figure 56. This student may 
have a wider hand span. Excerpt from 
Ludwika Jędrzejewicz’s copy (image 
from OCVE). 
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Table 7: Annotations summary of fingerings III 

Techniques Descriptions Work/Bar Related 
person(s) 

Individual/ 
General 

Different fingering on 
the same notes  

Different fingering on a series 
of the same consecutive notes.  

Op. 9, No. 2 
bars 10 Jane Stirling Individual 

Op. 15, No. 1 
bar 14 

Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

Op. 27, No. 2 
bar 53 

Camille 
Dubois Individual 

Finger substitution  

Finger substitution on the left 
hand here helps promote a 
smooth legato phrase as well as 
serves as a pivot. 

Op. 15, No. 1 
bar 8 

Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

Finger substitution of “3-1” on 
the downbeat on the right hand. 
This finger substitution induces 
a movement to the phrase.  

Op. 15, No. 2 
bar 17 

Camille 
Dubois Individual 

Finger slide  

Finger slides from a black to a 
white key. 

Op. 9, No. 2 
bar 2 Jane Stirling Individual 

Op. 9, No. 2 
bars 6, 22 

Camille 
Dubois Individual 

Op. 32, No. 1, 
bar 58 

Camille 
Dubois Individual 

Op. 32, No. 1, 
bar 29 Jane Stirling Individual 

Op. 32, No. 1, 
bar 12 Jane Stirling Individual 

The thumb of a left hand chord 
slides down a whole tone. 

Op. 32, No. 1, 
bars 28, 30 Jane Stirling Individual 

The same fingering on 
consecutive notes  

On the left hand, the same 
fingering (“4-4”) on two 
consecutive notes that has a 
spread of an octave.  

Op. 9, No. 2, 
bar 32 

Ludwika 
Jędrzejewicz Individual 

On the left hand, the same 
fingering (“5-5”) on two 
consecutive notes that has a 
spread of an octave.  

Op. 9, No. 2, 
bar 32 

Jane Stirling, 
Camille 
Dubois 

General 

Op. 32, No. 1, 
bar 37  

Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

The same fingering on a series 
of consecutive descending 
thirds on the right hand.  

Op. 9, No. 1, 
bars 83-84 

Camille 
Dubois Individual 

The same fingering on 
consecutive descending chords 
on the right hand. 

Op. 27, No. 2, 
bar 11 Jane Stirling Individual 

The same fingering on two 
consecutive notes on the right 
hand.  
  

Op. 9, No. 2, 
bar 4 

Jane Stirling, 
Camille 
Dubois, Zofia 
Rosengardt-
Zaleska 

General 

Op. 15, No. 2, 
bar 13 

Camille 
Dubois Individual 

 
The results in the last “Individual/General” column here are consistent with those 

illustrated in previous summary tables, in which the majority of the annotations are student-
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specific. This further illustrates Chopin’s teaching approach was student oriented. In all of the 

cases, whether it is concept or approach, the intention of these fingerings is to bring out the 

musical phrasing effectively and naturally. All of the examples categorized in this 

“fingerings” section thus far focus on a single fingering technique each time. In fact, there are 

quite a few cases in which multiple techniques are involved. The following subsection 

examines combinations of fingering techniques.  

 

Different combinations of fingering techniques 

In addition to examples of individual fingering techniques, there are numerous 

instances in which Chopin combines two or more fingering techniques within a bar. The 

following examples illustrate the way Chopin fuses different fingering techniques.  

 

(1) Fingering that fits hand shape and the keyboard topography. 

The fingerings in Figures 58 to 61 show the way Chopin makes a smooth rotation 

naturally by realizing the relations between the hand’s natural shape and the keyboard’s 

topography.  

 

 
 
 

 

 

Figure 58. Op. 27, No. 2, bar 52. On the right hand, the fingering given on the 
embellishment here fits the hand’s shape. There are a series of 6 turns with the same 
fingering (“3-2-5-1”) that allows the smooth rotation of the wrist naturally. 
Excerpt taken from Camille Dubois’s copy (image from OCVE). 
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(2) Third finger and thumb as a pivot 

 

 

 

 

 

 

 

 

Figure 59a. Op. 32, No. 1, bar 
27. Right hand “4-3” on grace 
note G#4-F#4, then thumb on E4 
where the thumb serves as a 
pivot to the rest of the phrase. 
This allows a rotation naturally. 
Excerpt taken from Ludwika 
Jędrzejewicz’s copy (image from 
OCVE). 
 

Figure 59b. Op. 32, No. 1, bar 27. 
Same work/bar and same fingering 
instruction as shown in Figure 59a 
for this student. 
Excerpt taken from Jane Stirling’s 
copy (image from OCVE). 
 

Figure 60. Op. 9, No. 2, bar 2. Upper turn starts on 
the third finger, and a grace note (C5) is added 
pivot. Fingering suggestions here promote a smooth 
rotation of the wrist. Excerpt taken from Zofia 
Rosengardt-Zaleska’s copy (image from OCVE). 
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(3) Thumb and index finger as a pivot. 

  
 

Both Figures 62a and 62b combine three fingering techniques, including having the 

same fingering on a series of the same note, finger slide, and finger substitution. This likely 

combines tone control, smooth legato touch, and a smooth movement to be ready to play the 

next upcoming chords. 

 

(4) Same fingering on a series of consecutive notes, followed by finger slide and finger 

substitution 

 
 

 

 

Figure 62a. Op. 32, No. 1, bars 63-65. On the right hand, same fingering (“3”) on a series 
of the same note (C#4); then the same (“3”) on C#4 slides or moves to D4, and it 
substitutes to 5 (“3-5”). Another finger slide observed in bar 64 from A#3 to B3.  
Excerpt taken from Ludwika Jędrzejewicz’s copy (image from OCVE). 
 

Figure 61. Op. 27, No. 2, bar 8. Thumb 
(red circle) as a pivot upon a descending 
arpeggiated embellishment. Then it turns 
back upward chromatically with index 
finger (blue circle) as another pivot. These 
pivots induce a smooth musical line with 
rotation. 
Excerpt taken from Camille Dubois’s copy 
(image from OCVE). 
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(5) Fingering fits topography of keyboard and thumb as pivot 

Figure 63 below shows Chopin’s awareness of the keyboard’s topography as well as 

having the thumb as a pivot. 

 

Table 8 summarizes the different combinations of fingering techniques in this 

subsection. 

 

Table 8: Annotations summary on fingerings IV 
Combined 
fingering 
considerations 

Descriptions Work/ Bar(s) Related person(s) Individual/ 
General 

Relations between 
hand anatomy and 
keyboard 
topography. 

A series of 6 turns with the 
same fingerings (“3-2-5-1”) 
are annotated here.  

Op. 27, No. 2, 
bar 52 Camille Dubois Individual 

Thumb as a pivot; 
Fingering adapts to 
the keyboard’s 
topography. 

On the right hand, “4-3” on 
grace note G#4-F#4, then 
thumb on E#4 where the 
thumb serves as a pivot to 
the rest of the phrase. 

Op. 32, No. 1, 
bar 27 

Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

Thumb and third 
finger as a pivot. 

On the right hand, upper 
turn begins on the third 
finger. A grace note (C5) is 
added as a pivot. 

Op. 9, No. 2, 
bar 2 

Zofia Rosengardt-
Zaleska Individual 

Figure 62b. Op. 32, No. 1, bars 63-65. Same instructions as seen in Figure 62a. 
Excerpt taken from Jane Stirling’s copy (image from OCVE). 
 

Figure 63. Op. 27, No. 2, bar 15. Descending 
double sixth with top fingering in “5-4-5-4”. 
The thumb in the inner voice here, acts as a 
pivot for the double sixth. This fingering not 
only fits the topography of the keyboard, but 
also promotes a smooth legato descending 
line. Excerpt taken from Jane Stirling’s copy  
(image from OCVE). 
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Table 8 (continued) 

Thumb and index 
finger as a pivot 

Thumb as a pivot on a 
descending arpeggiated 
embellishment. Then, it 
turns back upward 
chromatically with index 
finger as another pivot. 

Op. 27, No. 2, 
bar 8 Camille Dubois Individual 

The same fingering 
on a series of 
consecutive notes;  
Finger slide; Finger 
substitution. 

On the right hand, the third 
finger (“3”) on a series of 
the same notes (C#4); then, 
the same fingering (“3”) on 
C#4 slides to D4, and 
substitutes silently to “5” 
(“3-5”). 

Op. 32, No. 1, 
bars 63-65 

Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

Fingering fits the 
keyboard’s 
topography as well 
as having the 
thumb as a pivot. 

Descending double sixth 
with top fingering in “5-4-5-
4”. 

Op. 27, No. 2, 
bar 15 Jane Stirling Individual 

 

In the last column in this table, we see that most annotations are specific to an 

individual student. This is consistent with other annotation summary tables.  

Chopin’s unique and innovative fingerings in this subsection showcase his awareness 

of the correlations between (1) hand shape and the keyboard’s topography; (2) the hand’s 

anatomy, where each finger has its own characteristics, (3) and the combination of fingering 

techniques that enhances and elicits hand/wrist movements to produce musical phrasings. 
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3.2.3 Other musical details observed 

In addition to embellishments and fingerings, there are other types of annotated 

variants observed in some of the identified students’ copies. These variants illustrate 

Chopin’s ongoing creative process when he taught. Some may indicate his considerations of 

each student’s individual musicality or ability.  

Similar to the previous two sections on embellishments and fingerings, summary 

tables will be presented at the end of this section to indicate how many annotations are 

assigned individually and generally.  

From the identified students’ copies, there are approximately nine different types of 

annotations regarding musical details. They include:  

§ Dynamics

§ Tempo

§ Pitch

§ Phrasings

§ Ornament/embellishment instructions

§ Interpretations

§ Chord texture

§ Redistribution of hands

§ Rhythmic alterations

The following paragraphs examine selected examples of these areas. 



 95 

(1) Dynamics 
 
Figures 64a to 66 illustrate annotations related to dynamics. Figures 64a, 64b, and 64c 

are all taken from Op. 27, No. 2, bars 44 to 46. Although the interpretation here appears to be 

highly similar, in fact, the markings for each pupil differ. Again, this probably indicates that 

Chopin considered each pupil’s individuality when he taught.  

 
 
 
 
 

 
 
 
 
 
 

 
Below are more examples of Chopin’s annotations regarding dynamics in the realm of 

musical details.  

Figure 64a. Op. 27, No. 2, bars 44-46. fz is added in bar 45 that goes to the f in bar 46. 
Excerpt taken from Auguste Franchomme’s copy (image from OCVE). 
 

Figure 64b. Op. 27, No. 2, bars 44-46. A crescendo sign is added on top of the excerpt; 
diminuendo is crossed out and a wavy line is added in bar 45, and fff is added in bar 46 
Excerpt taken from Jane Stirling’s copy (image from OCVE). 
 

Figure 64c. Op. 27, No. 2, bars 44-46. In bar 45, diminuendo is crossed out and a wavy 
line is added; in bar 46, ff is added. 
Excerpt taken from Camille Dubois’s copy (image from OCVE). 
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More examples of annotations related to dynamics: 

 
 

 

 
 
 
 
 

 
 

 
(2) Tempo 

 
Figures 67 to 69 below show different examples of tempo. In Figure 67, a tempo is 

added; In Figure 68, languido e rubato is crossed out, and in Figure 69, a faint metronome 

suggestion is added. Each pencil annotation is observed only for each individual student. 

 

  

Figure 66. Op. 32, No. 1, bar 27 and bar 28. In bar 27, a f and decrescendo sign are added 
before the printed crescendo. Then, this crescendo leads to the p in bar 28. Chopin may 
have intended to create some kind of subito effect in this excerpt. 
Excerpt taken from Jane Stirling’s copy (image from OCVE). 
 

Figure 65. Op. 15, No. 2, bar 57. The 
decrescendo sign is crossed out. 
Excerpt taken from Jane Stirling’s copy 
(image from OCVE). 
 

Figure 67. Op. 27, No. 1, bar 65. 
Excerpt taken from Auguste Franchomme’s 
copy (image from OCVE). 
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(3) Pitch 
 
The examples shown in Figures 70 and 71 below are annotations in which Chopin 

added a reminder to the pitches. All of these examples are observed only for one particular 

student (Auguste Franchomme).  

 
 

 

 

Figure 68. Op. 15, No. 3 bar 1. Languido e 
rubato is crossed out. 
Excerpt taken from Jane Stirling’s copy 
(image from OCVE). 
 

Figure 69. Op. 32, No. 2, bar 3. 
Excerpt taken from Camille Dubois’s copy 
(image from OCVE). 
 

Figure 70. Op. 9, No. 2, bars 22-24. With respect to pitch here, the red circle in bar 22 
may be a reminder and the blue circle in bar 24 is possibly a correction. 
Excerpt taken from Auguste Franchomme’s copy (image from OCVE). 
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The octave annotations observed in Figures 72a, 72b, and 72c below are from the 

same work/bar in three different pupils’ copies. Although these examples may be a correction 

of the score, they may imply another aspect of Chopin’s teaching attitude, to teach according 

to musical content. By applying a lower octave in the left-hand bass, the same music excerpt 

may ring with a richer bass and more resonance.  

 

   

 

 

 

 

 

Figure 71. Op. 9, No. 2, bar 30. 
Excerpt taken from Auguste 
Franchomme’s copy (image from 
OCVE). 
 

Figure 72a. Op. 27, No. 2, bar 59. 
Excerpt taken from Jane Stirling’s 
copy (image from OCVE). 
 

Figure 72b. Op. 27, No. 2, bar 59. 
Excerpt taken from Camille Dubois’s 
copy (image from OCVE). 
 

Figure 72c. Op. 27, No. 2, bar 59. 
Excerpt taken from Ludwika Jędrzejewicz’s copy (image 
from OCVE). 
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(4) Phrasings and articulations 
 

The examples in Figures 73 and 74 below demonstrate annotations related to 

phrasings and articulations. In Figure 73, a slur is penciled into the score that shows the 

phrasing marking. In Figure 74, the pencil annotations present a rewrite of the groupings of 

notes that indicate a different articulation or phrasing markings. These unique markings are 

observed only in these particular excerpts.  

 

 
 
 
 
 
 

 
 
 

(5) Ornaments/embellishments instruction 
 

Figures 75 and 76 below are examples of ornaments/embellishments instructions. 

Specifically, the pencil lines indicate the way Chopin may have instructed his students to 

align the ornaments/embellishments with the left-hand bass. In addition to these two 

examples, although similar annotations are also observed in different works in other students’ 

copies, this does not suggest it is a general prescription. These markings may simply intend to 

help the student visualize where to place the ornaments/embellishments.  

 

Figure 73. Op. 9, No. 2, bars 13-15. 
Excerpt taken from Ludwika Jędrzejewicz’s copy (image from OCVE). 
 
 

Figure 74. Op. 9, No. 2, bar 21. 
Excerpt taken from Wilhem von Lenz’s copy 
(image from OCVE). 
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(6) Interpretation 
 

Although there are many different examples of interpretations, those in Figures 77 to 

79 were selected because they may allude to Chopin’s focus on musical intentions in his 

teaching. From the copies available on OCVE, these annotations are found only once in these 

particular students.  

 

 
 
 
 

Figure 75. Op. 9, No. 2, bar 13. 
Excerpt taken from Camille Dubois’s copy (image 
from OCVE). 
 
 
 

Figure 76. Op. 27, No. 2, bar 8. 
Excerpt taken from Jane Stirling’s copy (image from 
OCVE). 
 
 
 

Figure 77. Op. 27, No. 2, before bar 1. Two extra bars are added before bar 1 that begins 
in f, then diminuendo to the p in bar 1. 
Excerpt taken from Auguste Franchomme’s copy (image from OCVE). 
 
 
 



 101 

 
 
 

 
 
 
 

(7) Chord texture 
 

Figures 80 and 81 are examples of the way Chopin modified the chord texture. These 

two examples are unique because the annotations are observed only in these particular 

students’ copies. In Figure 80, some of the doubles on the right hand are eliminated. This 

student (Jane Stirling) may have had a relatively narrower hand span and been unable to 

reach or play the doubles effectively. In Figure 81, the Ab major chord thickens by adding a 

third (C4) to the chord on beat one. Chopin perhaps thought this additional C4 would sound 

better for this student.  

 

Figure 78. Op. 9, No. 1, bar 85. A natural sign is 
added to the D4 in the score and the same D4 is 
written on the side of the bar. This is possibly a 
reminder to bring out the D natural. 
Excerpt taken from Auguste Franchomme’s copy  
(image from OCVE). 
 
 
 

Figure 79. Op. 15, No. 2, bars 47-48. The 
vertical lines may indicate voicing of the alto 
part. Chopin may want to draw this student’s 
attention to the alto part in this excerpt. 
Excerpt taken from Jane Stirling’s copy (image 
from OCVE). 
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(8) Redistribution of hands 
 

The faint pencil annotations in Figure 82 indicate that some of the notes in these 

groups can be taken by the right hand. From all of the identified students’ copies available on 

OCVE, this type of annotation related to the redistribution of hands is observed only in Jane 

Stirling’s copy.  

 

Figure 80. Op. 15, No. 1, bar 38, bar 40, and bar 
42. 
Excerpt taken from Jane Stirling’s copy (image 
from OCVE). 
 
 
 

Figure 81. Op. 32, No. 2, bar 1. 
Excerpt taken from Camille Dubois’s copy 
(image from OCVE). 
 
 
 

Figure 82. Op. 27, No. 1, bars 27-28. 
Excerpt taken from Jane Stirling’s copy 
(image from OCVE). 
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(9) Rhythmic Alterations 

The examples below demonstrate occasions when Chopin may have modified the 

rhythm of the printed scores for certain students. In Figure 83, the dotted quarter note on the 

right hand has been pencil rewritten into a syncopated rhythm using the same Bb5.  

 

 

 

All of the examples below are from the same work/bars, Op. 15, No.1, bars 27 and 29. 

The pencil annotations in Figures 84a and 84b are not very clear and are from Jane Stirling 

and Ludwika Jędrezejewicz’s copies. Figure 90c offers a transcription from Ekier of the same 

work/bars. In this example, the first sixteenth note has been replaced with a rest. The 

resulting musical effect and gesture could be quite different from the printed score. Although 

these rhythmic alternations are observed in more than one student’s copy, the musical details 

overall between these two students are somewhat different. In Figure 90a (Jane Stirling), as 

well as replacing the first sixteenth with a rest, Chopin also thinned out the texture for this 

student. In 90b (Ludwika Jędrezejewicz), Chopin only replaced the sixteenth with a rest 

without changing the texture.  

Figure 83. Op. 27, No. 2, bar 28. 
Excerpt taken from Auguste 
Franchomme’s copy (image from 
OCVE). 
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Table 9 provides a summary of all of the pencil annotations observed in the identified 

students’ copies with respect to the “other musical details” discussed and illustrated above.  

  

Figure 84a. Op. 15, No. 1, bars 27 
and 29. 
Excerpt taken from Jane Stirling’s 
copy (image from OCVE). 
 
 
 

Figure 84b. Op. 15, No. 2, bars 27 
and 29. 
Excerpt taken from Ludwika 
Jędrezejewicz’s copy (image from 
OCVE). 
 
 
 Figure 84c. Op. 15, No. 1, bars 27 and 29, 

from Jan Ekier’s Polish National Edition of 
Nokturny Op.9-62. (2013), 53. 
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Table 9: Annotations on musical details 

Techniques Work/Bar Related person(s) Individual/ 
General 

Dynamics 
Dynamic marking crossed out. Op. 15, No. 2, bar 57 Jane Stirling Individual 

Dynamic markings added, 
crossed out, and altered. Op. 27, No. 2, bars 44-46 

Auguste Franchomme Individual 
Jane Stirling Individual 
Ludwika Jędrzejewicz,  Individual 
Camille Dubois Individual 

Dynamic markings added. 

Op. 32, No. 1, bars 27, 29 Jane Stirling Individual 
Op. 32, No. 1, bars 8-9 Jane Stirling Individual 
Op. 9, No. 2, bar 24 Auguste Franchomme  Individual 
Op. 32, No. 1, bar 30 Jane Stirling Individual 
Op. 9, No. 2, bar 12 Jane Stirling Individual 
Op. 27, No. 2, bar 60 Camille Dubois Individual 

Op. 32, No. 1, bar 12  Jane Stirling, Ludwika 
Jędrzejewicz General 

Op. 27, No. 2, bar 25 Auguste Franchomme Individual 
Op. 27, No. 2, bar 62 Auguste Franchomme Individual 

Op. 27, No. 2, bars 49-50 
Ludwika Jędrzejewicz, 
Auguste Franchomme, Jane 
Stirling, Camille Dubois 

General 

Op. 9, No. 2, bar 12 Zofia Rosengardt-Zaleska Individual 

Op. 27, No. 2, bar 45 
Jane Stirling, Auguste 
Franchomme, Camille 
Dubois 

General 

Op. 9, No. 2, bar 24 Jane Stirling Individual 
Op. 32, No. 1, bar 63 Camille Dubois Individual 

Op. 15, No. 2, bar 11 Jane Stirling, Ludwika 
Jędrzejewicz General 

Op. 32, No. 1, bars 28, 49 Jane Stirling Individual 

Op. 27, No. 2, bar 50 
Ludwika Jędrzejewicz, 
Auguste Franchomme, Jane 
Stirling, Camille Dubois 

General 

Op. 32, No. 1, bar 62 Jane Stirling Individual 
Op. 27, No. 2, bar 28 Auguste Franchomme Individual 
Op. 9, No. 2, bar 8 Jane Stirling Individual 

Tempo 
Performance direction markings 
crossed out. Op. 15, No. 3, bar 1 Jane Stirling Individual 

Tempo marking added.  
Op. 27, No. 1, bar 65 Auguste Franchomme  Individual 
Op. 32, No. 2, bar 3 Camille Dubois Individual 

Pitch 

Accidentals added. 
 
 

Op. 9, No. 2, bar 6 Jane Stirling Individual 
Op. 9, No. 2, bar 28 Auguste Franchomme  Individual 
Op. 9, No. 2, bar 30 Auguste Franchomme  Individual 
Op. 9, No. 2, bars 22-24 Auguste Franchomme  Individual 

Octave signs added. 
 

Op. 9, No. 2, bars 11-12 Camille Dubois Individual 

Op. 27, No. 2, bar 59 
Jane Stirling, Ludwika 
Jędrzejewicz, Camille 
Dubois 

General 

Op. 32, No. 2, bar 50 Camille Dubois Individual 
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Table 9 (continued) 
Phrasings and articulations 

A pencil line between phrases. 
 

Op. 9, No. 2, bars 12, 20 Ludwika Jędrzejewicz, 
Camille Dubois Individual 

Op. 32, No. 2, bar 9 Camille Dubois Individual 
Op. 32, No. 2, bar 52 Camille Dubois Individual 

A slur penciled in. Op. 9, No. 2, bars 13-15 Ludwika Jędrzejewicz Individual 
Change of phrasings/ 
articulations. Op. 9, No. 2, bar 21 Wilhem von Lenz Individual 

Ornaments/ embellishments instructions 
Trill commences on written note. Op. 9, No. 2, bar 7 Jane Stirling Individual 

Grace note commences on the 
downbeat. 

Op. 9, No. 2, bar 13 Camille Dubois Individual 
Op. 15, No. 2, bar 12 Camille Dubois Individual 
Op. 15, No.1, bar 49 Camille Dubois Individual 
Op. 27 No. 2, bar 12 Camille Dubois Individual 

Appoggiatura commences on the 
beat 

Op. 32, No. 2, bars 8, 27, 
31 Camille Dubois Individual 

Pencil lines that show alignment 
of both hands 

Op. 27, No. 2, bar 8 Jane Stirling Individual 
Op. 27, No. 2, bars 36, 38, 
39, 40 Jane Stirling Individual 

Op. 27, No. 2, bar 51 Jane Stirling Individual 
Interpretations 

Crossed out musical details 
printed. 

Op. 9, No. 2, bar 27 Auguste Franchomme, 
Camille Dubois General 

Op. 27, No. 2, bar 52 Ludwika Jędrzejewicz Individual 
Musical gesture suggestions. Op. 15, No. 2, bar 18 Jane Stirling Individual 

Highlighted musical details that 
need attention. 

Op. 9, No. 1, bar 85 Auguste Franchomme Individual 
Op. 15, No. 2, bars 47-48 Jane Stirling Individual 
Op. 15, No. 2, bar 62 Zofia Rosengardt-Zaleska Individual 
Op. 27, No. 2, bar 15 Auguste Franchomme  Individual 

Additional bars added as 
introduction. Op. 27, No. 2, bar 00 Auguste Franchomme  Individual 

Chord texture 

Thinning of texture. Op. 15, No.1, bars 25-30, 
37-40, 43 Jane Stirling Individual 

Thickening of texture. Op. 32, No. 2, bar 1 Camille Dubois Individual 
Redistribution of notes 
Redistribution of notes. Op. 27, No. 1, bars 27-28 Jane Stirling Individual 
Rhythmic alternations 
Replace a printed note with a 
rest. 

Op. 15, No.1, bars 27, 29, 
39, and 41. 

Jane Stirling, Ludwika 
Jędrzejewicz General 

Create syncopation by rewriting 
a beat. Op. 27, No. 2, bar 28 Auguste Franchomme Individual 

Note value change. Op. 32, No. 1, bar 21 Jane Stirling Individual 
Ambiguous 

Unidentified Op. 9, No. 1, bar 46 Unidentified copy, Jane 
Stirling General 

 

The last column in this table shows that the majority of the annotations observed are 

specific to individual students. These results are consistent with all of the other summary 

tables throughout this chapter. 
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3.2.4 Summary  

This chapter examined annotated variants found in students’ copies that provide 

valuable insights into Chopin’s teaching approaches. We saw that the majority of the variants 

were annotated for each individual student. Table 10 below provides a brief summary of the 

total number of annotations identified in the “Individual/General” column gathered from all 

of the annotation tables (Details and observations are provided in the Appendix). 

 

Table 10: Summary of total number of “Individual/General” annotations observed 
 Embellishments Fingerings Other musical details 

Total number of 
“Individual/General” 
observations   

Individual: 23 
General: 4 

Individual: 47 
General: 15 

Individual: 55 
General: 9 

 

By studying all of the annotated variants observed in the identified students’ copies, 

we saw that Chopin modified the printed text to fit each student and for musical purposes 

continuously. Three main types of variants were found: (1) embellishments; (2) fingerings, 

and (3) other musical details. Each type can be subdivided further into their own subsections. 

We also learned the possible rationales and procedures of Chopin’s annotations. In all, this 

chapter provided an increased awareness of Chopin’s teaching. In the next chapter, I 

endeavor to reconstruct certain passages of Chopin’s posthumous nocturnes. 
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Chapter 4: Possibilities to Reconstruct Certain Passages in Chopin’s Posthumous 

Nocturnes  

As discussed previously, Chopin clearly allowed his creativity to extend beyond the 

printed text.135 He continued to modify the text and provide annotations for his pupils during 

piano lessons. By studying these annotations in Chapter 3, we learned that he provided 

different variants for individual pupils. His variants were also made for musical purposes, 

such as phrasings and respecting the human hand’s natural characteristics.  

Following in Chopin’s footsteps, this chapter demonstrates variants in a number of 

passages in Chopin’s posthumous nocturnes. The purpose here is not to claim to be like 

Chopin himself. I certainly do not possess transcendent knowledge or creativity to create or 

recreate as Chopin would have done. Instead, offering variants is intended to put into practice 

Chopin’s teaching approaches with an awareness of historical information. With this 

research, I hope to encourage modern teachers to take advantage of the possibilities to create 

their own teaching editions.  

 

4.1 Variant Possibilities 

The posthumous nocturnes are ideal pieces with which to explore the way Chopin’s 

teaching approach can be applied to pieces without his annotations. These posthumous 

nocturnes were published after Chopin died, and are free of Chopin’s markings of fingerings 

and embellishments; further, some passages appear to be skeletal and call for more 

elaborations. Second, these works bear stylistic features similar to the other nocturnes, such 

as passages with a cantabile melody supported by a stable accompaniment. These pieces 

provide excellent materials to devise annotations that would be in harmony with Chopin’s 

teaching, as detailed in the previous chapter. Moreover, these posthumous nocturnes 

 
135 See Ekier, “Preface,” in Nocturnes (Schott/Universal Edition: Weiner Urtext Edition, 1980), XI. 
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challenge all pianists to cultivate qualities of Chopin’s style, such as poetic and improvisatory 

elements. 

The next several pages will describe certain potential variant categories for the three 

posthumous nocturnes—embellishments, fingerings, and other musical details. For each 

example, an image of the “original” plain text will be provided first (labeled Figure “a”), 

followed by suggestions (labeled Figure “b”). Such suggestion(s) is(are) based upon studying 

Chopin’s annotations found in the nocturnes of the identified students’ copies (labeled Figure 

“c”). The clearest copy with annotations will be chosen for illustrations that involve more 

than one identified student. 

The “original” plain text excerpts from the E minor and C-sharp minor posthumous 

nocturnes are taken from the first French edition on OCVE. This edition was chosen because 

it is probably the most similar to Chopin’s manuscripts. However, the C minor posthumous 

nocturne is not available on OCVE. Accordingly, excerpts from this nocturne are taken from 

Ekier’s Chopin Nocturnes.136 This edition is probably the best critical edition available to 

date, and the editorial principles reflect a high level of scholarship. Autographs found on 

OCVE and Ewald Zimmermann’s Nocturnes137 have also been consulted for this chapter. Let 

us begin our exploration with different possibilities in embellishments. 

 

4.1.1 Embellishment possibilities 

 
(1) Adding a grace note as a pivot 

The suggestion in Figure 85b here is to add a grace note that leads from G5 to C6. The 

rationale is to create a pivot that allows the right hand to rotate. This could be a technical and 

 
136 Ekier, ed. Frédéric Chopin: Nocturnes (Schott/Universal Edition: Wiener Urtext Edition, 1980).  
 
137 Eward Zimmermann, ed. Frédéric Chopin, Nocturnes (Henle G. Verlag, 1979). 
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musical advantage to release tension naturally. Various students’ copies contain similar types 

of annotations. Figure 85c illustrates one such example. 

 

 

 

 

 

 

(2) Adding patterns as passing notes 

The suggestion in 86b consists of a turn and chromatic pattern that serve as passing 

notes to the next bar. Although this embellishment appears to contain many notes, it may be 

musically compelling. First, the tempo of the context here is lento, and the velocity is easing 

by nature. Second, the building blocks of this suggestion are stepwise chromatic materials, 

which glide seamlessly into the next downbeat.  

Figure 85c. 
Op. 9, No. 2, bar 2, according to Camille Dubois’s 
copy (image taken from OCVE). 
 

Figure 85a. 
Nocturne in C minor, Op. posth., bar 14, (image 
taken from OCVE). 

Figure 85b. 
Nocturne in C minor, Op. posth., bar 14. 
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Figures 87b-i and b-ii below have similar essences as the suggestion mentioned in 

Figure 86b. Both proposals in Figures 87b-i and 87b-ii serve as smooth passing notes that 

lead to the next bar. Figure 87b-i uses arpeggiated materials, and 87b-ii contains a turn with a 

diatonic scalic pattern.  

 

 

 

 

 

Figure 86b. 
Nocturne in C-sharp 
minor, Op. posth., bars 
8-9. 

Figure 86a. 
Nocturne in C-sharp minor, Op. posth., bars 
8-9, from Jan Ekier’s Polish National Edition 
of Nokturny Op. 9-62 (2013), 109. 

Figure 87a. 
Nocturne in C-sharp minor, Op. posth., bars 12-13, from 
Jan Ekier’s Polish National Edition of Nokturny Op. 9-
62 (2013), 109. 

Figure 87b-i. 
Nocturne in C-sharp minor, 
Op. posth., bars 12-13. 
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The suggestions in Figures 86b, 87b-i, and 87b-ii above are based upon studying 

annotations found in various students’ copies. Each copy has certain different annotations. 

Figures 87c-i and 87c-ii are chosen to illustrate this inspiration. 

 

 

 

 

 

(3) Adding appoggiaturas 

Figures 88b-i, 88b-ii, and 89b are suggestions to add an appoggiatura before 

commencing a trill. The examples in Figures 88b-i and 88b-ii show the possibilities of having 

two different types of appoggiatura in the same passage.  

Figure 87b-ii. 
Nocturne in C-sharp minor, Op. 
posth., bars 12-13. 

Figure 87c-i. 
Op. 9, No. 2, bars 4-5, according to Jane 
Stirling’s copy (image taken from OCVE). 
 

Figure 87c-ii. 
Op. 9, No. 2, bar 4, according to 
Auguste Franchomme’s copy 
(image taken from OCVE). 
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These suggestions are based upon Chopin’s annotations in Figures 89c and 90c. 

Figure 88a. 
Nocturne in E minor, Op. 
posth., bars 36-37, (image 
taken from OCVE). 

Figure 88b-i. 
Nocturne in E minor, Op. posth., bars 36-37. 

Figure 88b-ii. 
Nocturne in E minor, Op. posth., bars 36-37. 

Figure 89a. 
Nocturne in C-sharp minor, Op. 
posth., bar 5, from Jan Ekier’s 
Polish National Edition of 
Nokturny Op. 9-62 (2013), 109. 

Figure 89b. 
Nocturne in C-sharp minor, Op. posth., bar 5. 
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From studying the annotations in Figures 89c and 90c, it may be possible to extend 

the idea of adding appoggiatura to non-trill passages, as shown in Figure 91b below. 

Although there is no trill in this passage, the musical context here is similar to that in Figure 

90c, where the tempo and dynamic are becoming gradually slower and softer. Adding an 

appoggiatura here may be musically effective and consistent with the nocturnal style. 

 

 

 
 

 

Figure 89c. 
Op. 9, No. 2, bar 7, according to 
Wilhem von Lenz’s copy (image 
taken from OCVE). 
 

Figure 90c. 
Op. 62, No. 2, bar 69, according to 
Camille Dubois’s copy (image taken 
from OCVE). 
 

Figure 90a. 
Nocturne in C-sharp minor, Op. posth., bars 39-45, from Jan Ekier’s Polish National 
Edition of Nokturny Op. 9-62 (2013), 110. 
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(4) Extension 

Figure 91b below suggests delaying the final downbeat by extending the last chord. 

This may be suitable for students who tend to rush. This is the last bar of the piece. 

Prolonging the last chord with a redistribution of hands, together with the whole note in the 

final bar, may allow or help hasty students in putting on the brake naturally. Chopin’s 

annotations on Zofia Rosengardt-Zaleska’s copy in Figure 91c illustrated this embellishment 

technique. 

 

           

 

 

 

Figure 90b. 
Nocturne in C-sharp minor, Op. posth., bars 42-45. 

Figure 91b. 
Nocturne in C minor, Op. posth., bar 44. 

Figure 91a. 
Nocturne in C minor, Op. 
posth., bar 44, (image taken 
from OCVE). 
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(5) Adding Fill-in notes 

Figure 92b illustrates adding fill-in to capture tastes of fioritura. Perhaps the turn here 

confers some improvisatory expressions to the quarter note. Chopin’s annotations in 

Franchomme’s copy (Figure 92c) demonstrate the way he would add turns as a fill-in to 

imitate the fioritura quality. 

   

 

Figure 91c. 
Op. 9, No. 2, bar 34, according to Zofia Rosengardt-
Zaleska’s copy (image taken from OCVE). 
 

Figure 92a. 
Nocturne in E minor, Op. 
posth., bar 5, (image taken 
from OCVE). 

Figure 92b. 
Nocturne in E minor, Op. posth., bar 5. 
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The suggestions made in Figure 93b follow Chopin’s treatment in Jane Stirling’s copy 

of Op. 9, No. 2, bar 22, as shown in Figure 93c. In this example, a series of ascending 

alternating seconds and a descending seventh arpeggio have replaced part of the ascending 

and descending stepwise pattern. The D#6 remains the high point of this passage. The 

rationale of this is to break a similar rising and falling scalic pattern that occurs four times 

within the final eight bars of the piece. This particular portion was chosen because this phrase 

is the height of the last section. 

 

Figure 92c. 
Op. 27, No. 2, bar 21, according to Auguste 
Franchomme’s copy (image taken from OCVE). 
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The fill-in in Figure 94b below is similar to the suggestions in Figure 92b. An upper 

turn replaced the two eighths on the fourth beat. Rather than adding fill-in in a single line, the 

fill-in is in octaves. Chopin’s annotations on Lenz’s copy in Figure 94c illustrate a similar 

type of embellishment. 

 

Figure 93a. 
Nocturne in C-sharp minor, Op. 
posth., bars 58-59, from Jan 
Ekier’s Polish National Edition 
of Nokturny Op. 9-62 (2013), 
111. 

Figure 93b. 
Nocturne in C-sharp minor, Op. posth., bars 58-59. 

Figure 93c. 
Op. 9, No. 2, bar 22, according to 
Jane Stirling’s copy (image taken 
from OCVE). 
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(6) Rewriting existing materials 

In the following example, three suggestions are offered to demonstrate various 

possibilities to rewrite or modify within the same bars. All of the suggestions here use 

chromatic materials as a fill-in. These suggestions can be used to cater to students with 

different levels of musicality. Chopin’s annotations in Figure 96c demonstrate the rewriting 

technique using upper turns and chromatic patterns. 

Figure 94c. 
Op. 9, No. 1, bar 45, according to Wilhem von Lenz’s copy 
(image taken from OCVE). 
 

Figure 94a. 
Nocturne in E minor, Op. posth., bars 39-40 (image 
taken from OCVE). 

Figure 94b. 
Nocturne in E minor, Op. posth., bars 39-
40. 
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Figure 96b is another rewriting suggestion. Here, an inverted turn with a chromatic 

ascending line replaced the fourth quarter beat to serve as a passing note to the next bar. As a 

result of the chromatic ascending line, the landing chord of bar 50 has been modified from A 

Figure 95a. 
Nocturne in C-sharp minor, Op. posth., bars 52-
53, from Jan Ekier’s Polish National Edition of 
Nokturny Op. 9-62 (2013), 111. 

Figure 95b-i. 
Nocturne in C-
sharp minor, Op. 
posth., bars 52-53. 

Figure 95b-ii. 
Nocturne in C-sharp 
minor, Op. posth., 
bars 52-53. 

Figure 95b-iii. 
Nocturne in C-
sharp minor, Op. 
posth., bars 52-53. 
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minor to E major. Although the suggestion here does not entail an extensive amount of 

rewriting, this harmony change is significant to the musical context.  

 

 

 

 

 

 

 

 

In the following example, rather than playing more notes, my suggestion in Figure 

97b is to play fewer. I have retained the inverted turn and replaced a dotted rhythm over the 

Figure 96a. 
Nocturne in E minor, Op. posth., bars 
49-50 (image taken from OCVE). 

Figure 96b. 
Nocturne in E minor, Op. posth., bars 49-50. 

Figure 96c. 
Op. 27, No. 2, bar 30, according to 
Auguste Franchomme’s copy (image 
taken from OCVE). 
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ascending chromatic materials. This phrase is the first and introductory phrase; perhaps it 

would be refreshing to keep things clean at the beginning.  

            

 

 

 

4.1.2  Fingering suggestions  

(1) Middle finger (“3”) as a pivot 

In addition to the rewriting aspect in Figure 97b above, I also inserted fingerings that 

Chopin may have arranged, as shown in Rosangardt’s copy of Op. 9, No. 2, bar 2 (Figure 

97c). Here, the third finger is used as a pivot at the beginning of a turn, then pivots again with 

the thumb for a leap. Regardless, these fingerings are musically suitable here, which initiates 

a smooth rotation. 

 

 

 

 

Figure 97a. 
Nocturne in C minor, Op. 
posth., bar 4 (image taken 
from OCVE). 

Figure 97b. 
Nocturne in C minor, Op. posth., bar 4. 

Figure 97c. 
Op. 9, No. 2, bar 2, according to Zofia Rosengardt-
Zaleska’s copy (image taken from OCVE). 
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(2) Thumb (“1”) as a pivot 

The examples in Figures 98b and 99b below illustrate the use of the thumb as a pivot 

in arpeggiated patterns. Having the thumb as a pivot in these wide arpeggiated gaps allows a 

smooth transition from the bottom note to the top note. This fingering would avoid an accent 

caused by a heavy thumb because of the hand’s non-stop movements naturally. This 

fingering may also accommodate the majority of the hand spans. Several students’ copies 

have a similar treatment of fingering markings. Figures 99c-i and 99c-ii illustrate this idea. 

 

           

 

 

 

    

 

 

Figure 98a. 
Nocturne in E minor, Op. posth., bar 6 
(image taken from OCVE). 

Figure 98b. 
Nocturne in E minor, Op. posth., bar 6. 

Figure 99a. 
Nocturne in E minor, Op. posth., bar 
24 (image taken from OCVE). 

Figure 99b. 
Nocturne in E minor, Op. posth., bar 
24. 
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By studying Chopin’s annotations in Figures 99c-i and c-ii, we also learn that the 

middle finger (“3”) or the index (“2”) finger can serve as a pivot for different hand sizes or 

hand spans, which leads to the following suggestions for connections between a wide gap. 

 

         

 

 

Figure 99c-i. 
Op. 15, No. 1, bar 26, according to 
Ludwika Jędrzejewicz’s copy (image 
taken from OCVE). 
 

Figure 99c-ii. 
Op. 15, No. 1, bar 28, 
according to Jane Stirling’s 
copy (image taken from 
OCVE). 
 

Figure 100a. 
Nocturne in E minor, Op. posth., bar 1 
(image taken from OCVE). 

Figure 100b. 
Nocturne in E minor, Op. posth., bar 1 
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The (“2”) or (“3”) suggested in Figure 100b follows Chopin’s advice to different 

students, as seen in Figures 99c-i and c-ii. The third finger (“3”) may fit a slightly larger or 

more flexible hand, while the index finger (“2”) may suit students with smaller hands better. 

 

(3) Same fingering on consecutive notes 

Although the musical context in Figure 101a is similar to the examples we just saw in 

Figures 98a, 99a, and 100a, using the same fingering (“5-5”) here may be more appropriate 

because of the larger leap. Employing “5-5” fingering on the left hand may allow a slight 

emphasis on B2 that produces better shaping control. As shown in Figure 100c, Chopin’s “5-

5” prescriptions allow a firm and controlled left hand to ascend naturally. 

 

     

 

 

 

 

Figure 101c. 
Op. 9, No. 2, bar 32, according to Camille Dubois’s 
copy (image taken from OCVE). 
 

Figure 101a. 
Nocturne in E minor, Op. posth., 
bar 5, (image taken from OCVE). 

Figure 101b. 
Nocturne in E minor, Op. posth., 
bar 5. 
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(4) Fourth finger on two-note slur 

The fingerings suggested in Figure 102b are similar to the way Chopin assigned his students 

“4-2” on two-note slurs. Figure 102c illustrates one such example. The advantage of this 

fingering is that the fourth finger allows a more mellow onset naturally. 

 

 

 

 

 

Figure 102a. 
Nocturne in E minor, Op. posth., bar 3, (image taken 
from OCVE). 

Figure 102b. 
Nocturne in E 
minor, Op. posth., 
bar 3. 

Figure 102c. 
Op. 9, No. 2, bar 33, according to Zofia Rosengardt-
Zaleska’s copy (image taken from OCVE). 
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4.1.3  Other musical details 

(1) Phrasings 

The phrase in Figures 103a and 103b is the second phrase of the piece. I have 

modified the rhythm from two straight quarter notes to a dotted quarter plus an eighth note. I 

have also changed the phrasing by modifying the slur. This rhythm corresponds to the 

opening rhythm of the piece. 

    

 

 

 

Similarly, the suggestions made in Figure 104b below involve modification to 

phrasings. The slur has been shortened slightly, and a staccato has been placed on the highest 

note of this phrase. These suggestions may add a slightly more playful touch to the phrase. 

Figure 104c shows the way Chopin shortened a marked slur by modifying the rhythm and 

slur slightly.   

 

             

Figure 103a. 
Nocturne in C minor, Op. 
posth., bar 5, (image taken from 
OCVE). 

Figure 103b. 
Nocturne in C minor, Op. posth., bar 5. 

Figure 104a. 
Nocturne in C minor, Op. posth., 
bar 24, (image taken from 
OCVE). 

Figure 104b. 
Nocturne in C minor, Op. posth., bar 24. 
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(2) Rhythmic alterations 

The suggestions in Figure 105b involve altering the rhythmic pattern. By adding a rest 

on the first downbeat, I have changed the first group of triplets in Figure 105a into a 

syncopated phrase. Further, the rhythm has been modified from a triplet into three straight 

sixteenth notes. Chopin prescribed similar annotations on student Jane Stirling’s copy, as 

illustrated in Figure 105c. 

 

  

 

 

Figure 104c. 
Op. 9, No. 2, bar 21, according to Wilhem von 
Lenz’s copy (image taken from OCVE). 
 

Figure 105a. 
Nocturne in C minor, Op. posth., bar 19, (image taken 
from OCVE). 

Figure 105b. 
Nocturne in C minor, Op. posth., bar 19. 
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4.2 Summary 

This chapter reconstructed certain passages selected from three of Chopin’s posthumous 

nocturnes to illustrate the possibilities of modifying text to achieve particular musical 

purposes. Each passage, or even each bar, offers endless possibilities. Rather than providing 

an extensive list of examples, this study focused on criteria that are consistent with Chopin’s 

teaching approaches. All that I have demonstrated is a starting point with the hope to inspire 

modern teachers to be more daring and develop their own teaching editions for pupils of 

different hands and abilities.  

 

 

 

 

 

  

Figure 105c. 
Op. 15, No. 1, bar 27, according to Jane 
Stirling’s copy (image taken from OCVE). 
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Chapter 5: Discussion 

Suggestions for revising Chopin’s passages in the previous chapter are some possible 

responses to an awareness of Chopin’s teaching approaches, which were documented in 

primary and secondary sources, including annotations that have survived in his nocturnes. 

The results are discussed in section 5.1.  

 However, before moving on to the next section, we should be aware of several 

potential glitches or limitations in revising Chopin’s text. First, there may be factors 

attributable to human errors when studying the annotations. Although I worked as carefully 

as possible, I may have overlooked certain information copied by hand or in the margins. 

Further, there could be bias or misinterpretations when examining the data. I have done my 

best to eliminate these by collecting, categorizing, and describing the data objectively. 

Second, limited students’ nocturnes are available. As Holland revealed in her articles and 

excellent dissertation, Chopin taught over a hundred students. However, copies of far fewer 

have been preserved and passed down to today’s libraries, museums, and online resources. 

Although we do not have access to all of the copies of students known to have studied under 

Chopin, the surviving copies, together with documented evidence, may already provide 

plentiful ways to establish the basics of Chopin’s teaching approaches. Third, Chopin himself 

may not have penciled all of the annotations, as it is impossible to ascertain the identity of 

every marking, such as fingering. The name “Chopin” appeared only twice, on the back of 

Rosengardt’s copy of Op. 9, no. 3, and Franchomme’s copy of Op. 9, no. 2. The remainder of 

the annotations found in nocturnes were used purely for teaching and bear no initials or 

signatures. However, the markings and handwriting appear to be consistent in the many 

different students’ copies. Unless there is evidence that all of the annotations are invalid or do 

not derive from Chopin, they provide precious information about Chopin’s teaching attitudes 
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and strategies. The risk of questioning the annotations’ validity is likely very slight, as 

scholars generally have agreed that Chopin himself provided the variants.138 

 

5.1  How Can HIT Contribute to Teaching and Learning?  

In her article “On teaching performance”, Janet Ritterman stated that musicians generally 

performed and learned with more flexibility before establishment of formal music 

conservatories.139 As conservatories continue to develop, although “… teaching of 

instruments with extensive nineteenth-century solo repertoires has increasingly embraced the 

move towards a more historically informed approach to performance… it has tended to 

encourage the belief that the score should be interpreted literally.”140 By revisiting the past or 

adopting a HIT approach, both teachers and learners can be revitalized intellectually by 

increasing their awareness of the original sources as well as the latest scholarship.  

This research looks into Chopin’s teaching approaches and his surviving annotations in 

students’ nocturnes. The study showed that Chopin modified the text constantly to suit his 

students’ musical needs. It is hoped that the findings will inspire teachers to take lessons from 

Chopin himself and then develop their own teaching editions to address individual students’ 

musical needs.  

Today, technology has made the concept of HIT much more feasible than a decade 

ago. There is an increasing number of scholarly websites available for public access. These 

include the Online Chopin Variorum Edition (http://www.chopinonline.ac.uk/ocve/), 

Schubert Online (https://schubert-online.at/),  Brahms Digital  (https://www.brahms-

 
138 See Ekier, “The Final Text of Chopin? The Problem of Variants. II. Roundtable Discussion.” Chopin Studies 
4 (1994): 144-67. 
 
139 Janet Ritterman, “On teaching performance.” Musical Performance and Guide to Understanding, ed. John 
Rink (Cambridge: Cambridge University Press, 2002), 77-79. 
 
140 Ibid, 83. 
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institut.de/index.php/en/forschung/brahms-digital), Bach Digital (https://www.bach-

digital.de/), Bibliothéque Nationale de France (http://bnf.fr.fr), and many other free online 

resources. These include the Online Chopin Variorum Edition 

(http://www.chopinonline.ac.uk/ocve/), Schubert Online (https://schubert-online.at/),  Brahms 

Digital  (https://www.brahms-institut.de/index.php/en/forschung/brahms-digital), Bach 

Digital (https://www.bach-digital.de/), Bibliothéque Nationale de France (http://bnf.fr.fr), 

and many other free online resources. These websites provide updated scholarly information 

as well as original sources that allow the public to access and consult manuscripts, first 

editions, autographs, and other original sources readily. These resources provide modern 

teachers with the latest research and information, including original materials such as 

manuscripts and first editions, as well as letters and other relevant information. 

 Overall, the process of exploring and discovering the past can transform and revitalize 

students’ experience on the journey of learning music. Such a journey would undoubtedly be 

musically more beneficial than merely reproducing the notes printed on the music score. 

 

5.2  Additional Reflections 

As a composer and teacher of his own music, Chopin would of course be free to 

revise his music as many times as he liked. It is possible that many modern musicians would 

object to my suggestion to revise Chopin’s music. Nevertheless, my research on Chopin’s 

teaching reflects the composer’s sincere desire to revise his music for artistic reasons. It is 

clear that he was eager to adapt his music to his individual students’ physical and musical 

traits and talents. In this context, my study’s primary goal was to demonstrate the way that 

modern teachers can embrace Chopin’s teaching approaches and incorporate those attitudes 

into their own teachings. This research has not addressed discussions and/or arguments that 

may arise from any context related to examinations or competitions, as preparing students for 
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them was never a concern for Chopin. Balancing historical considerations (e.g., evidence of 

Chopin’s teaching) and modern concerns (i.e., factors that could increase the probability of 

winning competitions) would be a matter for individual teachers to evaluate. In addition, this 

research did not investigate the types of pianos that Chopin may have used in his teaching, as 

this is another extensive area of research that would stray from the focus of this study. 

As Mikuli confirmed in the preface of his edition, Chopin used the nocturnes 

frequently as teaching pieces. Accordingly, this study focused on the nocturnes as a starting 

point to illustrate Chopin’s adaptive teaching approaches while achieving musical aspirations. 

Whether or not such a flexible attitude can be extended to other genres of his compositions 

(such as waltzes and scherzi) is a topic for future research. 

 My approach is not a prescription or a method to teach Chopin’s nocturnes, and it 

does not reflect a rediscovery of an ‘authentic’ or ‘historically informed’ manner of creating 

variants in Chopin’s style. This study’s objective was to inspire teachers to guide students to 

learn more fruitfully and creatively with increased historical awareness. 

 

5.3  Recommendations for Piano Teachers 

At the same time that this dissertation explored Chopin’s teaching approaches, it also 

hopes to promote the use of critical editions as the initial step in connecting the past with the 

present to recreate meaningful teaching and learning experiences. 

Although a performer’s edition may contain helpful information, teachers should 

choose a critical edition over a performer’s edition. However, choosing a critical edition is 

only the first step for reasons discussed previously. For Chopin’s nocturnes, it is nearly 

impossible to arrive at one final version. The teacher should be aware of the fact that many 

elements of the music, including notes, embellishments, and fingerings, among others, vary 

quite widely across different Urtext editions.  
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 Exposure to the historical context of the composer’s time, such as the teaching and 

performance practices, can enhance the learning experience and understanding of a piece of 

music significantly. Today, technology has provided teachers and musicians worldwide with 

access to original source materials and related information about Chopin’s music, and much 

of this information is freely available on the internet. Any music teacher or learner with a 

curious and historically informed mind, can do their own research to enhance their music 

learning much more than before when music research was primarily an area for 

conservatories and scholars. 

 A historically informed teacher should consult original source materials and develop 

experience in editing and modifying the musical text according to each pupil’s abilities and 

musical traits in the spirit of Chopin. For pieces that have survived in multiple versions, such 

as Op. 9, no. 2 in E-flat major, the teacher can prescribe simpler embellishments for pupils 

with limited skills and challenge more competent pupils to master the more virtuosic 

flourishes. The teacher can also take Chopin’s own embellishments as a model and create 

embellishments tailored to his/her pupil, similar to the few examples I offered in the previous 

chapter. On the issue of fingering, the teacher should pay attention to the unique size and 

span of each student’s hand and be prepared to suggest fingerings accordingly. Present-day 

teaching should not focus entirely on the printed score. Instead, it entails a considerable 

amount of imagination backed by historical context. As Neal Peres De Costa stated in the 

conclusion of his book, “… a willingness to push the boundaries of accepted taste, coupled 

with guidance from historical sources, will undoubtedly lead to fresh insightful, and inspired 

interpretations of music of the old masters.”141 

 
141 Neal Peres Da Costa, Off the Record: Performing Practices in Romantic Piano Playing (New York: Oxford 
University Press, 2012), 310. 
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 One crucial emphasis of this study was to revive the enrichment of teaching and 

learning music, and demonstrate that this inspiration stems from exploring the music itself, 

not examinations or competitions, which were outside of Chopin’s consideration in his 

teaching practice. 
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Conclusion 

 Historically Informed Teaching (HIT), as defined in this research, refers to the way an 

awareness of the historical and original context of teaching and performance can inspire the 

modern teacher to develop his/her teaching practice. It is unrelated to recreating ‘authentic’ 

situations, using Urtext editions, or making random choices. It is also not related to 

prescribing a particular method. This research delved into Chopin’s own teaching in this HIT 

context by examining historical evidence and original sources. Chopin’s annotations that 

survived in students’ copies of his nocturnes made excellent materials for this research. These 

variants demonstrated clearly that Chopin’s continued creativity did not cease after his music 

was published. He continued to modify and prescribe suitable musical remedies depending 

upon each student’s musicality and potential. In a similar spirit, this research encourages 

modern teachers to assimilate his flexible teaching approach into their studios and, 

ultimately, develop their own teaching editions based upon each pupil’s musical needs. 

This research serves as a starting point to revive Chopin’s teaching practices. Further study 

along the same lines may be conducted on Chopin’s other genres, as well as the way an 

awareness of Chopin’s original instruments could benefit teaching and learning his music. 

Another interesting research topic may be the prospect of adopting this flexible approach for 

conservatories and organizers to determine the way to adjudicate examinations and 

competitions to encourage a higher level of creativity. After all, music learning should be 

“Play[ed] from the soul, not like [a] trained bird!”142  

  

 
142 See Ritterman, “On teaching performance.” Musical Performance and Guide to Understanding, ed. John 
Rink (Cambridge: Cambridge University Press, 2002), 75, quote from C. P. E. Bach. 
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Appendix: Annotations Observed in Identified Students’ Copies 

The tables in this appendix summarize Chopin’s teaching annotations that have survived in 

identified students’ copies in various areas: (1) embellishments; (2) fingerings, and (3) 

musical details. The “Notes/ Remarks/ Observations” column are purely my own 

observations. 

 

Annotations on Embellishments 

 
Techniques Embellishments 

added 
Notes / Remarks/ 
Observations Work/bar(s) Related 

person(s) 
Individual/ 
General 

Add grace 
note before 
an 
arpeggiated 
pattern or a 
trill. 

Lower auxiliary 
added as grace 
note.  

A lower auxiliary 
note added as grace 
note before a trill.   

Op. 9, No. 2, 
bar 7 

Auguste 
Franchomme Individual 

Op. 9, No. 2, 
bar 15 

Auguste 
Franchomme Individual 

Op. 9, No. 2, 
bar 23 

Camille 
Dubois, 
Auguste 
Franchomme, 
Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

Same note as 
grace note added.  

A grace note (of the 
same note of printed 
text) is added before 
upward arpeggiated 
pattern on the right 
hand.  

Op. 9, No. 2, 
bar 13 

Jane Stirling, 
Auguste 
Franchomme, 
Ludwika 
Jędrzejewicz 

General 

Op. 9, No. 2, 
bar 21 

Jane Stirling, 
Auguste 
Franchomme  

Individual 

Op. 15, No. 2, 
bar 8 

Camille 
Dubois Individual 

Add grace 
note as a 
pivot. 

A grace note is 
added as a pivot 
on the right hand. 

There may be several 
implications here.  (1) 
This grace note 
serves as a pivot from 
C5 to C6 that allows a 
smooth transition 
between the first and 
second beat. (2)  This 
added grace note 
could add a slight 
shimmer as part of 
the movement of the 
musical line. (3) This 
pivotal grace note 
could lessen tension 

Op. 9, No. 2, 
bar 2 

Jane Stirling, 
Camille 
Dubois, Zofia 
Rosengardt-
Zaleska 

General 
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by promoting a 
rotation. 

Add a pivot 
within an 
existing 
ornament. 

An extra note is 
added within an 
existing 
ornament. 

An A4 is added to 
existing ornaments. 
This creates a pivot. 
This annotation is 
perhaps for a smaller 
hand span or Chopin 
may have believed it 
was musically more 
suitable for this 
student. 

Op. 62, No. 1, 
bar 70 

Camille 
Dubois Individual 

Add patterns 
as passing 
note.  

Arpeggios. 

Elaboration of the 
last eighth-note beat 
in ascending 
arpeggios. This 
embellishment 
appears to serve as a 
smooth pick-up into 
the next bar. 

Op. 9, No. 2, 
bar 4 

Zofia 
Rosengardt-
Zaleska 

Individual 

Inverted turn and 
chromatic/ 
diatonic scales. 

This embellishment 
was written out 
clearly in 
Franchomme’s 
copies. It is unclear 
whether the exact 
notes are pencil-
written for Dubois, 
Stirling, and 
Jędrzejewicz, 
although there are 
pencil scribble 
markings on these 
women’s 
manuscripts. 
According to Ekier’s 
National Edition, this 
embellishment is an 
inverted turn 
followed by 
ascending chromatic 
or diatonic scales. 
This embellishment 
appears to serve as a 
smooth pick-up into 
the next bar. It 
appears to be 
somewhat different 
from some of the 
sources.  

Op. 9, No. 2, 
bar 4 

Jane Stirling, 
Camille 
Dubois, 
Ludwika 
Jędrzejewicz, 
Auguste 
Franchomme 

Concept of 
adding 
embellishment 
here is 
general. 
 
Prescription 
for each 
student is 
individual. 

Add 
appoggiatura 
before a trill.  

Lower auxiliary 
note as 
appoggiatura.  

An appoggiatura 
(lower auxiliary) is 
added before a trill. 
The trill commences 
on the note added. 

Op. 15, No. 2, 
bars 7, 15, 55 

Camille 
Dubois Individual 

Op. 27, No. 2, 
bar 51 

Camille 
Dubois Individual 

Upper auxiliary 
note as 
appoggiatura. 

An appoggiatura 
(upper auxiliary) is 
added before trill.  

Op. 62, No. 2, 
bar 69 

Camille 
Dubois Individual 
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Two-note 
appoggiatura. 

Appoggiatura of two-
note (E5-F5) are 
added before trill that 
commences on F5.  

Op. 9, No. 2, 
bar 7 

Wilhem von 
Lenz Individual 

Extension of 
the last bar 
(arpeggios).  

Arpeggios or 
alternating 
chords.  

It prolongs the 
harmony of the last 
chord. Although the 
concept of extending 
the last bar appears to 
be consistent between 
Jane Stirling, Zofia 
Rosengardt-Zaleska, 
and Wilhem von 
Lenz, the pitches are 
offered differently for 
each of these 
students. 

Op. 9, No. 2, 
bar 34 Jane Stirling Concept of 

extending the 
last bar is 
general. 
 
Prescription 
for each 
student is 
individual.  

Op. 9, No. 2, 
bar 34 

Zofia 
Rosengardt-
Zaleska 

Op. 9, No. 2, 
bar 34 

Wilhem von 
Lenz 

It prolongs the 
harmony of the last 
chord. 

Op. 15, No. 2, 
bar 62 

Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

Add Fill-
in(s) 
between 
bars.  

Inverted turn 
followed by 
chromatic 
materials. 

Chromatic fill-ins are 
added to the existing 
turn. This is probably 
intended to imitate 
the fioritura quality. 

Op. 27, No. 2, 
bar 21 

Auguste 
Franchomme Individual 

Series of 
dominant seventh 
arpeggios and 
inverted turns. 

This may have tried 
to imitate the 
character of an 
improvisational 
fioritura. Chopin may 
have wanted this 
student to capture this 
improvisational 
essence, or he may 
have believed that 
this student was able 
to bring out such 
essence already.  

Op. 9, No. 2, 
bar 22 Jane Stirling Individual 

Chromatic fill-in 
with pivot and 
turns. 

Chromatic fill-in 
ascending line with 
pivot and turn. 

Op. 9, No. 2, 
bar 31 Jane Stirling Individual 

Diatonic fillers in 
octaves with a 
turn. 

This student may 
have had a strong and 
rapid hand 
movement, or Chopin 
may have wanted this 
student to challenge 
himself. 

Op. 9, No. 1, 
bar 45 

Wilhem von 
Lenz Individual 

Chromatic fill-in 
with a pivot, a 
descending scalic 
patterns. and a 
turn. 

Ascending chromatic 
fill-in, then pivot up a 
leap, followed by a 
descending scalic 
pattern and a turn. 
This is possibly 
intended to imitate 
the fioritura quality. 

Op. 9, No. 2, 
bar 23 

Wilhem von 
Lenz Individual 

Add an 
extensive 

Alternating 
broken thirds.  

An extra passage is 
added. The exact 

Op. 9, No. 2, 
bar 32 

Wilhem von 
Lenz 

Concept of 
adding 
embellishment 
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extra 
passage.  

pitches of this 
passage are unclear.  

Op. 9, No. 2, 
bar 32 

Zofia 
Rosengardt-
Zaleska 

here is 
general. 
 
Prescription 
for each 
student is 
individual. 

Pivot. 

A note added 
within an existing 
ornament as a 
pivot. 

Upon the printed 
arpeggiated 
appoggiatura (D#4-
A4-F#5), an extra A4 
is added between this 
ornament as a pivot 
and becomes D#4-A4-
A4-F#5. This may 
have advantages for 
people with relatively 
small hands. 

Op. 62, No. 1, 
bars 70, 74 

Camille 
Dubois Individual 

Rewrite 
existing 
printed 
score.  

A series of written 
out inverted turns, 
dominant seventh 
patterns, followed 
by chromatic 
patterns in 
triplets. 

This embellishment 
was written out 
clearly in Lenz’s 
copy. This 
embellishment 
contains a series of 
inverted turns and 
descending dominant 
seventh patterns. 

Op. 9, No. 2, 
bar 22 

Wilhem von 
Lenz Individual 

Inverted turns 
added to the right 
hand. 

Two complete 
inverted turns added 
on the right hand. 
This probably serves 
to imitate the fioritura 
quality. 

Op. 27, No. 2, 
bar 30 

Auguste 
Franchomme Individual 

The beginning of 
the trill is 
replaced by 
another note.  

The beginning of the 
trill (C#5) has been 
replaced by another 
note (D#5). 

Op. 62, No. 1, 
bar 72 

Camille 
Dubois Individual 

The beginning of the 
trill (C#5) has been 
replaced by another 
note (D#5). A C#5 
quaver beat is added 
on the second beat. 

Op. 62, No. 1, 
bar 72 

Auguste 
Franchomme Individual 
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Annotations on Fingerings 

Based upon hand anatomy 
 

Technique Descriptions Notes/ Remarks/ 
Observations Work/ Bar(s) Related 

person(s) 
Individual/ 
General 

Awareness of 
hand anatomy  
 
(Long fingers 
on black keys 
and short 
fingers on 
white keys)  

Cross fingers on 
the left hand. On 
the left hand, “4-5-
4-5” upon a 
descending line in 
the bass. 

This produces a 
legato touch while 
inducing a natural 
arm movement.  

Op. 9, No. 2, 
bar 12 Jane Stirling Individual 

On the right hand, 
fourth finger 
penciled into a 
double-sixth that is 
a black key on the 
top. 

This fingering 
helps promote 
smoothness of the 
musical line as well 
as hand gesture.  

Op. 27, No. 2, 
bar 33 Jane Stirling Individual 

On the right hand, 
“4-5” on G#5-B5. 
Long fingers on 
black keys and 
short fingers on 
white keys. 

This fingering 
allows a natural 
body gesture for 
the musical line.  

Op. 27, No. 2, 
bars 34-35 Jane Stirling Individual 

On the right hand, 
ascending double 
sixth with thumb 
playing the lower 
voice, and “5-2-3-
4-5” playing the 
top voice of F5-
Gb5-Ab5-Bb5-C6. 

In addition to 
awareness of the 
hand’s anatomy, 
these fingerings 
also allow an even 
control. 

Op. 27, No. 2, 
bar 75 

Camille 
Dubois Individual 

On the right hand, 
“5-4” on C5 to Db5. 

Op. 32, No. 2, 
bar 29 

Camille 
Dubois Individual 

Long fingers on 
black keys and 
short fingers on 
white keys. 

Op. 27, No. 2, 
bar 45 Jane Stirling Individual 

On right hand, “5-
4-5” on G5-Gb5-F4. 

Op. 27, No. 2, 
bar 71 

Camille 
Dubois Individual 

Keyboard 
topography  

Two fifth fingers 
are annotated. 
Each marking 
indicates the 
beginning of a 
five-note 
descending group. 

This fingering fits 
the keyboard’s 
topography. 

Op. 15, No. 2, 
bar 54 Jane Stirling Individual 

Fifth finger 
annotated at the 
beginning of some 
double third 
patterns. 

The notes 
concerned here fit 
nicely into a 5-
finger pattern.  

Op. 27, No. 2, 
bar 14 Jane Stirling Individual 
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Combinations of more than one fingering technique 
 

Combined 
fingering 
considerations 

Descriptions Notes/ Remarks/ 
Observations Work/ Bar(s) Related 

person(s) 
Individual/ 
General 

Relations of 
hand anatomy 
and keyboard 
topography. 

A series of 6 turns 
with the same 
fingerings (“3-2-5-
1”) are annotated 
here.  

Fingerings given 
here fit the 
keyboard’s 
topography, and 
respect the hand 
shape as well. This 
fingering allows 
smooth rotation. 

Op. 27, No. 2, 
bar 52 

Camille 
Dubois Individual 

Thumb as a 
pivot; 
Fingering 
adapts to the 
keyboard 
topography. 

On the right hand, 
“4-3” on grace 
note G#4-F#4 then 
thumb on E#4 
where the thumb 
serves as a pivot to 
the rest of the 
phrase. 

This allows a 
rotation naturally. 

Op. 32, No. 1, 
bar 27 

Jane 
Stirling, 
Ludwika 
Jędrzejewicz 

General 

Thumb and the 
third finger as 
a pivot. 

On the right hand, 
upper turn begins 
on the third finger. 
A grace note (C5) 
is added as a pivot. 

Fingering 
suggestions here 
allow a smooth 
melodic movement 
and rotation of the 
wrist. 

Op. 9, No. 2, 
bar 2 

Zofia 
Rosengardt-
Zaleska 

Individual 

Thumb and 
index finger as 
a pivot 

Thumb as a pivot 
upon a descending 
arpeggiated 
embellishment. 
Then it turns back 
upward 
chromatically with 
index finger as 
another pivot. 

These pivots 
induce a smooth 
musical line with 
smooth rotation. 

Op. 27, No. 2, 
bar 8 

Camille 
Dubois Individual 

Same fingering 
in a series of 
consecutive 
notes;  
finger slide; 
finger 
substitution. 

On the right hand, 
the third finger 
(“3”) in a series of 
the same notes 
(C#4); then the 
same fingering 
(“3”) on C#4  slides 
to D4, and 
substitutes silently 
to “5” (“3-5”). 

This combines tone 
control, smooth 
legato touch, and a 
smooth movement 
to be ready to play 
the next upcoming 
chords.  

Op. 32, No. 1, 
bars 63-65 

Jane 
Stirling, 
Ludwika 
Jędrzejewicz 

General 

Fingering fits 
the keyboard 
topography as 
well as having 
thumb as a 
pivot. 

Descending double 
sixth with top 
fingering in “5-4-
5-4”. 

This fingering not 
only fits the 
keyboard 
topography, but 
also promotes a 
smooth legato 
descending line. 

Op. 27, No. 2, 
bar 15 Jane Stirling Individual 
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Based upon individual finger characteristics: The thumb 
 

Techniques Descriptions Notes / Remarks/ 
Observations Work/bar(s) Related 

person(s) 
Individual/ 
General 

Thumb as a 
pivot.  

Arpeggiated 
pattern with 
thumb as a pivot 
on the left hand.  

Having the thumb as 
a pivot over an 
arpeggiated pattern 
promotes a smooth 
movement. This 
probably reflects 
Chopin’s awareness 
of having long 
fingers on black keys 
and short fingers on 
white keys. 

Op. 15, No. 1, 
bars 26, 28 

Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

 Op. 27, No. 2, 
bar 32 Jane Stirling Individual 

Finger crossing. 
Thumb used as 
a pivot on the 
left hand.  

Maintains hand 
position for the main 
chord while 
sustaining a fluid, 
undisrupted legato 
line on the left hand. 

Op. 9, No. 1, 
bars 67-69 

Jane Stirling, 
Camille 
Dubois 

General 

Thumb as a 
pivot of a turn. 

Thumb on Cb5 
(passing note) as a 
pivot of a turn. This 
allows a smooth turn. 

Op. 9, No. 2, 
bar 16 Jane Stirling Individual 

“2-1-3-1” on D#5-E5-
F#5-E5. This produces 
a smooth musical 
gesture. 

Op. 32, No. 1, 
bar 3 

Camille 
Dubois Individual 

On the right 
hand, thumb 
marked as a 
pivot in the 
middle of a 
phrase, which is 
also a dissonant. 

On the right hand, 
thumb marked as a 
pivot in the middle of 
a phrase, which is 
also a dissonant. This 
fingering probably 
shows Chopin’s 
preference for 
emphasizing or 
bringing out the 
dissonant. 

Op. 9, No. 2, 
bar 13 

Ludwika 
Jędrzejewicz, 
Jane Stirling 

General 

Thumb at 
the end of a 
phrase. 

On the right 
hand, thumb is 
assigned to the 
end of the 
phrase.  

This probably 
attempts to suggest 
the importance or 
firmness of this 
phrase’s end. 

Op. 9, No. 2, 
bar 24 

Camille 
Dubois Individual 

Fingering was given 
according to the 
phrase rather than 
convenience of hand 
position. “4-1” on 
Eb5-C5. This could 
have been played 
with “3-1”. Fourth 
finger is a relatively 
weak finger and thus 
it allows a relatively 
gentle tone on the 
down beat. Probably 

Op. 9, No. 2, 
bar 15 Jane Stirling Individual 
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suggests a weaker 
descend, as this is the 
end of a phrase. 

Thumb as a 
pivot, and 
then fall on 
the next 
downbeat.  

Thumb used as 
a pivot over an 
arpeggiated 
pattern. At the 
end of this 
pattern, thumb 
then fell onto 
the next 
downbeat  

Fingering observed 
from annotations 
read: “(5)-2-1-3-2-1-
1” on  F1-Db2-F2-Bb2-
Db3-F3-F3, where the 
last F3 is the next 
downbeat with 
accent. Chopin 
assigned the thumb to 
fall on the next 
downbeat perhaps 
because of its natural 
strong quality.  

Op. 15, No. 1, 
bars 26 

Jane Stirling, 
Ludwika 
Jędrzejewicz, 
Camille 
Dubois 

General 

Fingering from 
annotations observed: 
“(5)-2-1-3-2-1-1” on 
F1-Gb2-C3-Eb3-Gb3-
C4-C4. This student 
may have had a 
slightly smaller hand 
span than the pupils 
in the box below. Op. 15, No. 1, 

bar 28  

Camille 
Dubois Individual 

Fingering from 
annotations observed: 
“(5)-3-1-3-2-1-1” on 
F1-Gb2-C3-Eb3-Gb3-
C4-C4. These pupils 
may have had a more 
flexible left hand or 
possibly larger hand 
span than Camille 
Dubois. 

Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

On the right hand, “1-
2-1” on D4-C#4-C#4, 
where the thumb acts 
as a pivot, followed 
by thumb on 
downbeat. These 
indications may 
intend to produce a 
smooth flowing line, 
as well as use the 
characteristics of the 
thumb. 

Op. 15, No. 2, 
bar 3 Jane Stirling Individual 
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Based upon individual finger characteristics: The index finger 
 

Techniques Descriptions Notes / Remarks/ 
Observations Work/bar(s) Related 

person(s) 
Individual/ 
General 

Index finger 
on the next 
down beat.  

On the right 
hand, index 
finger falls on a 
down beat.  

Index finger induces 
a forward movement 
here. 

Op. 9, No. 2, 
bar 25 Jane Stirling Individual 

Op. 9, No. 2, 
bar 10 Jane Stirling Individual 

An embellishment 
descends to a 
downbeat with index 
finger. 

Op. 32, No. 2, 
bar 14 

Camille 
Dubois Individual 

Index finger 
as phrase 
end. 

Index finger as 
the phrase end. 

“4-2” on two-note 
slur, where the index 
finger serves as 
phrase end. 

Op. 9, No. 2, 
bar 3 

Zofia 
Rosengardt-
Zaleska 

Individual 
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Based upon individual finger characteristics: The third finger 
 

Techniques Descriptions Notes / Remarks/ 
Observations Work/bar(s) Related 

person(s) 
Individual/ 
General 

Third finger 
as a pivot.  

“5-3” 
annotated on 
left hand leap.  

“5-3-2-1” over D#2-F#3-
A#3-D#4. On the left 
hand, third finger placed 
on the second note of a 
wide arpeggiated bass. 
This induces a flowing 
arm movement. 

Op. 32, No. 1, 
bar 6 Jane Stirling Individual 

On the left hand, a leap 
of an octave with (“5-3”) 
fingering, followed by an 
ascending arpeggio 
beginning from F#3-A#3-
E4. This probably 
assumes the hand is quite 
flexible and agile.  

Op. 32, No. 1, 
bar 38 

Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

Third finger as a pivot on 
the left hand. “5-3-1” on 
D#2-A#2-A#3. 

Op. 32, No. 1, 
bar 25 Jane Stirling Individual 

Third finger as 
a pivot 
between two 
chords. 

There may be two 
purposes here: (1) Fit the 
keyboard topography, 
and (2) the third finger 
could be a strong option 
to bring out the LH top 
voice. 

Op. 15, No. 3, 
bar 8 Jane Stirling Individual 

The pivot here 
induces 
movements. 

As the third finger is the 
middle of the hand, the 
pivotal purpose here 
allows a natural arm 
movement.  

Op. 32, No. 1 
bars 65 

Camille 
Dubois, 
Ludwika 
Jędrzejewicz 

General 

Third finger 
on down 
beat, or long 
note. 

Third finger 
on down beat, 
or long note, 
on the right 
hand. 

Using third finger here 
may serve two purposes: 
(1) It may allow more 
control by nature, and (2) 
The last note of the 
previous phrase appears 
to be the third finger too. 
Applying the third finger 
here leads the performer 
to take a small breath 
between the last phrase 
and this one. 

Op. 9, No. 2, 
bar 9 

Ludwika 
Jędrzejewicz Individual 

  
The third finger on long 
note here not only elicits 
movement, but also 
serves as a pivot. 

Op. 32, No. 1 
bars 65 

Camille 
Dubois, 
Ludwika 
Jędrzejewicz 

General 

Third finger 
on the 
beginning of 
a turn 

Third finger 
on the 
beginning of 
an upper turn 

This fingering allows 
natural flow and rotation 
of the right hand. 

Op. 9, No. 2 
bar 2 

Zofia 
Rosengardt-
Zaleska 

Individual 
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Based upon individual finger characteristics: The ring/fourth finger 
 

Techniques Descriptions Notes / Remarks/ 
Observations Work/bar(s) Related 

person(s) 
Individual/ 
General 

Fourth 
finger 
annotated on 
the 
downbeat of 
a two-note 
slur.  

Fourth finger 
on a two-note 
slur (G5-D5) as 
well as on the 
strong beat, 
followed by 
second finger 
on the fourth 
beat (Eb5-C5). 

Fingering was given 
according to the phrase 
rather than convenience 
of hand position. This 
could have been played 
with “5-2” (G5-D5), “3-
1”(Eb5-C5). The fourth 
finger is a relatively 
weak finger and thus it 
allows a relatively gentle 
tone on the down beat. 
This fingering probably 
suggests a weaker 
descend, as this is the 
end of a phrase. 

Op. 9, No. 2, 
bar 3 

Jane Stirling, 
Camille 
Dubois, 
Ludwika 
Jędrzejewicz, 
Zofia 
Rosengardt-
Zaleska 

General 

Fourth finger 
on down beat 
of a two-note 
phrase on the 
right hand.  

Similar musical effect as 
the remark in the box 
above. “4-1” on Eb5-C5. 
This could have been 
played with “3-1”.  

Op. 9, No. 2, 
bar 15 Jane Stirling Individual 

Similar musical effect as 
the remark in the box 
above. “4-2” on Eb5-C5. 
This could have been 
played with “3-1”. 

Op. 9, No. 2, 
bar 23 Jane Stirling Individual 

Op. 9, No. 2, 
bar 7 Jane Stirling Individual 

Fourth 
finger at the 
beginning of 
a phrase 

Fourth finger 
annotated at 
the beginning 
of a phrase. 

On the right hand, the 
phrase begins on F5 with 
fourth finger, followed 
by Eb5-Db5-F4-Ab4. This 
phrase could have begun 
with the fifth finger 
because of the pattern. 
The fourth finger here 
may fit the context better 
because it may produce a 
gentler touch for this 
dolce passage. 

Op. 27, No. 2, 
bar 2 

Camille 
Dubois Individual 
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Based upon individual finger characteristics: The pinkie/fifth finger 
 

Techniques Descriptions Notes / Remarks/ 
Observations Work/bar(s) Related 

person(s) 
Individual/ 
General 

Fifth finger 
on down 
beat 

Fifth finger 
lands on the 
down beat 

Possibly a suggestion to 
support weight of the 
entire hand.  

Op. 9, No. 2, 
bar 30 Jane Stirling Individual 
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Based upon musical phrasings 
 

Techniques Descriptions Notes / Remarks/ 
Observations Work/bar(s) Related 

person(s) 
Individual
/ General 

Different 
fingering on the 
same 
consecutive 
notes.  

Different 
fingering on a 
series of the 
same   

This produces a 
natural arm 
movement on the 
right hand. 

Op. 9, No. 2, 
bar 10 Jane Stirling Individual 

This fingering 
induces a natural 
arm movement. 
Further, this is the 
end of the phrase. 
This fingering 
probably helps 
achieve a gentle 
phrase-end. 

Op. 9, No. 2, 
bar 18 Jane Stirling Individual 

This allows a 
smooth movement 
to the next set of 
notes. 

Op. 15, No. 1, 
bar 14 

Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

Right hand “2-1” on 
Bb4-Bb4. This 
fingering is given 
according to the 
continuation of 
phrasings. 

Op. 27, No. 2, 
bar 53 

Camille 
Dubois Individual 

Finger 
substitution  

Finger 
substitution on 
the left hand. 

This allows a 
smooth legato from 
the first chord to the 
next note by 
creating a pivot. 

Op. 15, No. 1, 
bar 8 

Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

Finger 
substitution on 
the right hand 
downbeat. 

Finger substitution 
of “3-1” on G#4 on 
the right hand. This 
finger substitution 
gives movement to 
the phrase. 

Op. 15, No. 2, 
bar 17 

Camille 
Dubois Individual 

Finger slide  
Finger slides 
from a black key 
to a white key.  

Sliding third finger 
from A65 to G5 on 
the right hand. 
Finger slide allows 
smooth legato with 
control. 

Op. 9, No. 2, 
bar 2 Jane Stirling Individual 

Finger slide with 
fourth finger from 
F#5 to E#5. Finger 
slide allows smooth 
legato with control.  

Op. 32, No. 1, 
bar 58 

Camille 
Dubois Individual 

“4-4” sliding from 
Db6 to C6. This 
sliding of fingers 
probably produces a 
legato tone on these 
two notes. Placing 
the fourth finger 
here may produce a 

Op. 9, No. 2, 
bars 6, 22 

Camille 
Dubois Individual 
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gentle tone rather 
than a harsh tone. 
Sliding third finger 
from A#4 to B4 on 
the right hand. 
Finger slide allows 
smooth legato with 
control. 

Op. 32, No. 1, 
bar 29 Jane Stirling Individual 

Sliding thumb from 
A#3 to B3 on the left 
hand. This fingering 
produces a smooth 
legato. 

Op. 32, No. 1, 
bar 12 Jane Stirling Individual 

The thumb of the 
left hand chord 
slides down a 
whole tone.  

The thumb of a left 
hand chord slide 
down a whole tone 
from E#4 to D#4 in 
bar 28 and D#4 to 
C#4 in bar 30. 
Possibly allows a 
smooth swift of the 
tenor voice. 

Op. 32, No. 1, 
bars 28, 30 Jane Stirling Individual 

Same fingering 
on consecutive 
notes.  

On the left hand, 
same fingering 
(“4-4”) on two 
consecutive notes 
that has a spread 
of an octave. 
Then it 
arpeggiated 
upward with the 
second finger as a 
pivot to the 
following set of 
notes. 

On the left hand, 
same fingering (“5-
5”) that hovers over 
a leap of an octave, 
then arpeggiates a 
chord of an interval 
of a 10th. This 
induces a smooth 
arm movement as 
well as facilitates 
tone control. 

Op. 32, No. 1, 
bar 37  

Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

On the left hand, 
same fingering 
(“4-4”) on two 
consecutive notes 
that has a spread 
of an octave. 
Then it 
arpeggiated 
upward with the 
second finger as a 
pivot to the 
following set of 
notes. 

This fingering may 
be intended for 
slightly larger hands 
because the span 
from Bb2 to F3 could 
be difficult for 
smaller hands. 
Another explanation 
may be intended for 
interpretation 
purposes where the 
weak fourth finger 
may produce a 
relatively gentle 
tone. In this case, 
this passage is 
marked fff; perhaps 
this pupil’s approach 
was not gentle 
enough for the 
character of the 
piece. 

Op. 9, No. 2, 
bar 32 

Ludwika 
Jędrzejewicz Individual 
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On the LH, same 
fingering (“5-5”) 
on two 
consecutive notes 
that has a spread 
of an octave, 
followed by 
second finger as a 
pivot. 

“5-5” that hovers 
over a black key 
octave (Bb1-Bb2) 
then arpeggiated 
upward, and with 2 
on D4 to pivot 
ascendingly.  This 
person may have 
greater agility as the 
hand span could be 
large for smaller 
hands. Further, this 
may avoid a  bump 
that could result 
from finger 
crossing. 

Op. 9, No. 2, 
bar 32 

Jane Stirling, 
Camille 
Dubois 

General 

Same fingering 
on a series of 
consecutive 
descending thirds 
on the right hand.  

Same fingering on a 
series of consecutive 
descending thirds. 
This fingering 
ensures tone control 
as well as promotes 
a free flowing arm 
movement. 

Op. 9, No. 1, 
bars 83-84 

Camille 
Dubois Individual 

Same fingering on 
descending 
consecutive 6th. 
Using the same 
fingering promotes 
an even tone while it 
offers a natural 
gesture lifting for 
the slur. 

Op. 27, No. 2, 
bar 11 Jane Stirling Individual 

“5-5” descending 
from D6 to C6  on the 
right hand. This 
fingering produces 
an even tone. 
Further, the fall of 
the second fifth 
finger serves as the 
beginning of the 
phrase. 

Op. 9, No. 2, 
bar 04 

Jane Stirling, 
Camille 
Dubois, 
Zofia 
Rosengardt-
Zaleska 

General 

This produces an 
even tone as well as 
flowing arm 
movements (“3-3” 
on Ab5-G5 on the 
right hand). 

Op. 9, No. 2, 
bar 2 Jane Stirling Individual 

“5-5” descending 
from D#5 to C#5. 
This fingering 
probably produces 
an even tone. 
Further, the second 
fifth finger on C#5 
fits the topography 
of the notes that 
follow. 

Op. 15, No. 2, 
bar 13 

Camille 
Dubois Individual 
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Annotations on Musical Details 

 
Dynamics 
 

Techniques Descriptions Notes/ Remarks/ 
Observations Work/Bar(s) Related 

person(s) 
Individual/ 
General 

Dynamic 
marking 
crossed out. 

Diminuendo symbol 
is crossed out. 

Possibly a 
correction or an 
interpretation for 
this student. 

Op. 15, No. 2, 
bar 57 Jane Stirling Individual 

Dynamic 
markings 
added and 
altered.  

fz is added to bar 45 
and f is added to bar 
46. 

This may be a 
correction or 
interpretation 
alterations. This 
new dynamic 
marking likely 
attempts to 
maintain 
intensity.  

Op. 27, No. 2, 
bars 44-46  

Auguste 
Franchomme Individual 

A crescendo sign is 
added from bars 44-
46 and fff is added to 
bar 46. The printed 
diminuendo is 
crossed out. 

Jane Stirling Individual 

The printed 
diminuendo is 
crossed out and it 
continues to lead to 
an added fff in the 
next bar. 

Ludwika 
Jędrzejewicz Individual 

The printed 
diminuendo is 
crossed out. A wiggle 
line that may indicate 
slowing down is 
added at the end of 
bar 45 that leads to 
the added fff in bar 
46.  

Camille 
Dubois Individual 

Dynamic 
markings 
added.  

 f is added in beat 1, 
followed by a 
diminuendo 
immediately and then 
crescendo again.  

These all occur in 
one bar, and may 
be an 
experimenting 
subito effect. 

Op. 32, No. 1, 
bar 27, 29 Jane Stirling Individual 

A pair of crescendo 
and decrescendo 
marks are added. 

 Op. 32, No. 1, 
bars 8-9 Jane Stirling Individual 

Crescendo sign is 
added to the second 
beat. 

 Op. 9, No. 2, 
bar 24 

Auguste 
Franchomme  Individual 

Decrescendo added 
to the fourth beat, 
which is the 
beginning of the next 
phrase.  

The fourth beat 
here is the 
beginning of the 
next phrase.  

Op. 32, No. 1, 
bar 30 Jane Stirling Individual 

Decrescendo sign is 
added. 

 Op. 9, No. 2, 
bar 12 Jane Stirling Individual 

Diminuendo sign is 
added to the first 

Chopin probably 
believed that this 

Op. 27, No. 2, 
bar 60 

Camille 
Dubois Individual 
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chord of the right 
hand.  

student would 
sound better with 
diminuendo here. 

Diminuendo and p 
are added. 

 Op. 27, No. 2, 
bar 62 

Auguste 
Franchomme Individual 

Diminuendo sign 
added to the third and 
fourth beat.  

This dynamic 
marking probably 
is designed to 
taper off a phrase-
end.  

Op. 32, No. 1, 
bar 12  

Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

Diminuendo sign and 
pp are added. 

 Op. 27, No. 2, 
bars 49-50 

Ludwika 
Jędrzejewicz, 
Auguste 
Franchomme, 
Jane Stirling, 
Camille 
Dubois 

General 

Diminuendo sign is 
added in the second 
right hand beat. 

 Op. 27, No. 2, 
bar 25 

Auguste 
Franchomme Individual 

Diminuendo sign is 
added. 

 Op. 9 No. 2, 
bar 12 

Zofia 
Rosengardt-
Zaleska 

Individual 

f is added.  

This dynamic 
marking probably 
attempts to 
maintain 
intensity. 

Op. 27, No. 2, 
bar 45 

Jane Stirling, 
Auguste 
Franchomme, 
Camille 
Dubois 

General 

ff is added.  Op. 9, No. 2, 
bar 24 Jane Stirling Individual 

On the right hand, f is 
added to the 
arpeggiated 
embellishment 
immediately after the 
passage with p.  

Possibly to create 
a contrast. 

Op. 32, No. 1, 
bar 63 

Camille 
Dubois Individual 

p is added.  

 Op. 15, No. 2, 
bar 11 

Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

With a crescendo 
in the previous 
bar, p is added at 
the beginning of 
this bar, possibly 
to produce an 
effect of subito. 

Op. 32, No. 1, 
bars 28, 49 Jane Stirling Individual 

pp is added.  

 Op. 27, No. 2, 
bar 50 

Ludwika 
Jędrzejewicz, 
Auguste 
Franchomme, 
Jane Stirling, 
Camille 
Dubois 

General 

 Op. 32, No. 1, 
bar 62 Jane Stirling Individual 

pp is rewritten and 
added. 

 Op. 27, No. 2, 
bar 28 

Auguste 
Franchomme Individual 
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ppp is added.   Op. 9, No. 2, 
bar 8 Jane Stirling Individual 
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 Tempo 
 

Techniques Descriptions Notes/ Remarks/ 
Observations Work/Bar(s) Related 

person(s) 
Individual/ 
General 

Performance 
direction 
markings 
crossed out. 

“languido e rubato” 
has been crossed out. 

Possibly a 
correction, or 
Chopin may have 
thought that this 
tempo marking 
was more suitable 
to this student. 

Op. 15, No. 3, 
bar 1 Jane Stirling Individual 

Tempo 
marking 
added.  

“a tempo” is added 
to this bar. 

Op. 27, No. 1, 
bar 65 

Auguste 
Franchomme  Individual 

Metronome marking 
added. 

Quarter note = 84. 
This metronome 
marking may 
intend to ensure 
lento would not 
be too slow for 
this student. 

Op. 32, No. 2, 
bar 3 

Camille 
Dubois Individual 
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Pitch 
 

Techniques Descriptions Notes/ Remarks/ 
Observations Work/Bar Related 

person(s) 
Individual/ 
General 

Accidentals 
added. 
 
 

A flat sign is added to 
Db6 on the right hand. 

Possibly a 
reminder to pupil 
to pay attention or 
to emphasize a 
particular note 

Op. 9, No. 2, 
bar 6 Jane Stirling Individual 

A flat sign is added to 
B5 on the third beat 
of right hand. 

Possibly a 
reminder to stress 
the Bb5 on the 
third downbeat of 
the right hand. 

Op. 9, No. 2, 
bar 28 

Auguste 
Franchomme  Individual 

Natural signs are 
added on the C5-C6 

octave. 

Possibly a 
reminder or 
possibly to stress 
this C natural. 

Op. 9, No. 2, 
bar 30 

Auguste 
Franchomme  Individual 

With respect to pitch 
here in these three 
bars, a flat is marked 
on the score (Bb5) 
and on the side of bar 
22; Then in bar 24, a 
sharp is added to C5. 
C5 becomes C#5. 

In bar 22, the flat 
is possibly a 
reminder. In bar 
24, the sharp 
added to C5 is 
possibly a 
correction to the 
printed score to 
produce a 
chromatic 
descending line. 

Op. 9, No. 2, 
bars 22-24 

Auguste 
Franchomme  Individual 

Octave signs 
added. 
 

Octave signs are 
added to the left hand 
bass 
 

Possibly a 
suggestion to 
thicken the color 
of this passage. 
This student may 
not be producing 
sufficient 
resonance in this f 
passage. 

Op. 9, No. 2, 
bars 11-12 

Camille 
Dubois Individual 

Lower octave 
signs are added to 
the bass, possibly 
to create a richer 
bass tone. 

Op. 27, No. 2, 
bar 59 

Jane Stirling, 
Ludwika 
Jędrzejewicz, 
Camille 
Dubois 

General 

Lower octave 
signs are added to 
the bass, possibly 
to create a richer 
bass or to build up 
intensity that 
leads to the 
appassionato in 
bar 51. 

Op. 32, No. 2, 
bar 50 

Camille 
Dubois Individual 
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Phrasings and articulations 
 

Techniques Descriptions Notes/ Remarks/ 
Observations Work/Bar Related 

person(s) 
Individual/ 
General 

A pencil line 
between 
phrases. 
 

A vertical line that 
separates the eighth 
notes on the third 
beat. 

Possibly serves as 
a reminder to 
begin the next 
phrase on a weak 
beat. 

Op. 9, No. 2, 
bars 12, 20 

Ludwika 
Jędrzejewicz, 
Camille 
Dubois 

Individual 

A line that separates 
the phrases. 
 

Possibly a 
reminder to 
release the phrase 
here. 
 

Op. 32, No. 2, 
bar 9 

Camille 
Dubois Individual 

Op. 32, No. 2, 
bar 52 

Camille 
Dubois Individual 

A slur 
penciled in. 

A slur is marked from 
the last beat of bar 13 
to the beginning of 
bar 15. 

Possibly a 
reminder to play 
every small group 
as one large 
phrase. 

Op. 9, No. 2, 
bar 13-15 

Ludwika 
Jędrzejewicz Individual 

Change of 
phrasings/ 
articulations. 

In beat 2, the right 
hand groupings are 
rewritten, resulting in 
different phrasings/ 
articulations.  

Chopin may have 
thought that these 
new phrasings/ 
articulations were 
more suitable for 
this student. 

Op. 9, No. 2, 
bar 21 

Wilhem von 
Lenz Individual 
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Ornaments / embellishments instructions 
 

Techniques Descriptions Notes/ Remarks/ 
Observations Work/Bar Related 

person(s) 
Individual/ 
General 

Trill 
commences on 
written note. 

Trill commences on 
the written note 
(F5). 

Trill commences 
on the written 
note rather than 
on the upper 
auxiliary. 

Op. 9, No. 2, 
bar 7 Jane Stirling Individual 

Grace note 
commences on 
the downbeat. 
 

A vertical line that 
aligns the grace 
note to the 
downbeat of the left 
hand. 

Chopin may have 
preferred 
embellishments to 
be played on the 
beat, not before 
the beat. 
 

Op. 9, No. 2, 
bar 13 

Camille 
Dubois Individual 

Op. 15, No. 2, 
bar 12 

Camille 
Dubois Individual 

Op. 15, No.1, 
bar 49 

Camille 
Dubois Individual 

Op. 27, No. 2, 
bar 12 

Camille 
Dubois Individual 

Appoggiatura 
commences on 
the beat 
 

A vertical line that 
aligns the 
appoggiatura to the 
downbeat of the left 
hand. 

Op. 32, No. 2, 
bars 8, 27, 31 

Camille 
Dubois Individual 

Pencil lines 
that show 
alignment of 
both hands 
 

Two lines 
indicating 
alignments of the 
way the 
embellishment fits 
with the left hand. 

Possibly used this 
as a guide for this 
student to 
visualize the 
alignment. 
 

Op. 27, No. 2, 
bar 8 Jane Stirling Individual 

Pencil lines 
indicating 
alignments of both 
hands. 
 

Op. 27, No. 2, 
bars 36, 38, 
39, 40 

Jane Stirling Individual 

Op. 27, No. 2, 
bar 51 Jane Stirling Individual 
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Interpretations 
 

Techniques Descriptions Notes/ Remarks/ 
Observations Work/Bar Related 

person(s) 
Individual/ 
General 

Crossed out 
musical 
details 
printed. 
 

A mordent is 
crossed out. 

Chopin may have 
thought the mordent 
did not fit the 
musical context 
here. 

Op. 9, No. 2, 
bar 27 

Auguste 
Franchomme, 
Camille Dubois 

General 

“con forza” is 
crossed out. 

This student may 
have exerted too 
much force when 
playing this part. 

Op. 27, No. 2, 
bar 52 

Ludwika 
Jędrzejewicz Individual 

Musical 
gesture 
suggestions. 

A wavy line is 
added. 

Perhaps the wavy 
line shows the way 
this embellishment 
should be played in 
terms of musical 
gestures. 

Op. 15, No. 2, 
bar 18 Jane Stirling Individual 

Highlighted 
musical 
details that 
need 
attention. 
 

A D4 natural is 
written outside 
the music staffs. 

Possibly a reminder 
to emphasize the D4 
natural in this 
picardy third, or 
perhaps it is an 
indication to play 
just the D4 natural 
on the right hand. 

Op. 9, No. 1, 
bar 85 

Auguste 
Franchomme Individual 

Vertical lines 
indicate voicing 
of the alto part. 

Possibly a reminder 
to this student to 
bring out the alto 
part on the right 
hand, or possibly 
draw attention to 
the alto part. 

Op. 15, No. 2, 
bars 47-48 Jane Stirling Individual 

A pedal marking 
is marked. 

Probably Chopin 
was asking or 
reminding this 
student to sustain 
the damper pedal a 
little longer. 

Op. 15, No. 2, 
bar 62 

Zofia 
Rosengardt-
Zaleska 

Individual 

The right hand 
inner voice is 
pencil copied on 
the side. 

Possibly a reminder 
to emphasize the 
inner voice of the 
right hand, or 
perhaps Chopin was 
trying to magnify 
the notes for this 
student. 

Op. 27, No. 2, 
bar 15 

Auguste 
Franchomme  Individual 

Additional 
bars added 
as 
introduction. 

2 extra bars of 
introduction 
added before bar 
1. 

The two extra bars 
of the introduction 
begin in f, then 
diminuendo to p, 
possibly to prolong 
the pedal point or to 
create a richer bass. 

Op. 27, No. 2, 
bar 00 

Auguste 
Franchomme  Individual 
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Chord texture 
 

Techniques Descriptions Notes/ Remarks/ 
Observations Work/Bar(s) Related 

person(s) 
Individual/ 
General 

Thinning of 
texture. 
 

Texture modified 
to thinner chords. 
Double sixth 
eliminated here, 
but a 3rd is added 
to the chord to 
make the right 
hand harmony 
richer. 

This is probably 
intended for smaller 
hands. 

Op. 15, No.1, 
bars 25-30, 
37-40, 43 

Jane Stirling Individual 

Thickening 
of texture. 

Chord thickens by 
adding a third. 

This thickening of 
texture probably 
attempts to produce 
a warmer sound 
with a richer 
harmony. 

Op. 32, No. 2, 
bar 1 Camille Dubois Individual 
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Redistribution of hands 
 

Techniques Descriptions Notes/ Remarks/ 
Observations Work/Bar(s) Related 

person(s) 
Individual/ 
General 

Redistribution 
of hands 

Right hand 
takes some of 
the notes of the 
arpeggios in the 
left hand. 

This is probably 
intended for 
students with a 
relatively small 
hand-span. 

Op. 27, No. 1, 
bars 27-28 Jane Stirling Individual 
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Rhythmic alterations 
 

Techniques Descriptions Notes/ Remarks/ 
Observations Work/Bar(s) Related 

person(s) 
Individual/ 
General 

Replace a 
printed note 
with a rest. 

Replace the first 
sixteenth note 
with a sixteenth 
rest. 

This may serve as a 
release.  Further, 
this may be 
intended to create a 
sense of 
syncopation. 

Op. 15, No.1, 
bars 27, 29, 
39, and 41. 

Jane Stirling, 
Ludwika 
Jędrzejewicz 

General 

Create 
syncopation 
by rewriting 
a beat. 

The dotted quarter 
note (Bb5) has 
been pencil 
rewritten into a 
different rhythm 
below the printed 
music score. 

The same Bb5 

repeated with 
syncopation. This is 
perhaps used to 
indicate a forward 
driving movement. 

Op. 27, No. 2, 
bar 28 

Auguste 
Franchomme Individual 

Note value 
change. 

The quarter note 
is changed to a 
half note. 

Possibly a 
correction. 

Op. 32, No. 1, 
bar 21 Jane Stirling Individual 
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Ambiguous 
 

Techniques Descriptions Notes/ Remarks/ 
Observations Work/Bar(s) Related 

person(s) 
Individual/ 
General 

Unidentified 

Ambiguous 
scribble 
observed on the 
score 

It is possible that 
chromatic scales or 
a diatonic scale 
were intended to be 
inserted in this bar. 

Op. 9, No. 1, 
bar 46 

Unidentified 
copy, Jane 
Stirling 

General 
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