
Alexander Rosenblatt's Piano Sonata
No. 2 and Its Influences: The Blending of
Classical Techniques and Jazz Elements

Item Type text; Electronic Dissertation

Authors Park, Hyeyeon

Publisher The University of Arizona.

Rights Copyright © is held by the author. Digital access to this material
is made possible by the University Libraries, University of Arizona.
Further transmission, reproduction or presentation (such as
public display or performance) of protected items is prohibited
except with permission of the author.

Download date 24/05/2023 20:01:19

Link to Item http://hdl.handle.net/10150/622995

http://hdl.handle.net/10150/622995


 

ALEXANDER ROSENBLATT’S PIANO SONATA NO. 2 AND ITS INFLUENCES: 

THE BLENDING OF CLASSICAL TECHNIQUES AND JAZZ ELEMENTS 

 

by 

Hyeyeon Park 

_______________________________ 

Copyright © Hyeyeon Park 2017 

 

 

 

 

A document Submitted to the Faculty of the  

SCHOOL OF MUSIC 

In Partial Fulfillment of the Requirements  

For the Degree of 

DOCTOR OF MUSICAL ARTS  

In the Graduate College 

THE UNIVERSITY OF ARIZONA 

 

2017 



 2 

THE UNIVERSITY OF ARIZONA 

GRADUATE COLLEGE 

 

As members of the Document Committee, we certify that we have read the document 

prepared by Hyeyeon Park, titled Alexander Rosenblatt’s Piano Sonata No. 2 and Its 

Influences: The Blending of Classical Techniques and Jazz Elements and recommend 

that it be accepted as fulfilling the document requirement for the Degree of Doctor of 

Musical Arts.  

 

_________________________________________________________ Date: 12/05/2016 

Tannis Gibson    

_________________________________________________________ Date: 12/05/2016     

Lisa Zdechlik   

__________________________________________________________Date: 12/05/2016 

Shelly Cooper   

 

Final approval and acceptance of this document is contingent upon the candidate’s 

submission of the final copies of the document to the Graduate College.  

I hereby certify that I have read this document prepared under my direction and 

recommend that it be accepted as fulfilling the document requirement.  

_________________________________________________________ Date: 12/05/2016 

Document Director: Tannis Gibson  

 

 

 

 

 

 

 

 

 



 3 

STATEMENT BY AUTHOR 

This document has been submitted in partial fulfillment of the requirements for an 

advanced degree at the University of Arizona and is deposited in the University Library 

to be made available to borrowers under rules of the Library. 

Brief quotations from this document are allowable without special permission, 

provided that an accurate acknowledgment of the source is made. Requests for 

permission for extended quotation from or reproduction of this manuscript in whole or in 

part may be granted by the head of the major department or the Dean of the Graduate 

College when in his or her judgment the proposed use of the material is in the interests of 

scholarship. In all other instances, however, permission must be obtained from the author.  

 

 

SIGNED: Hyeyeon Park 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 4 

 

ACKNOWLEDGEMENTS 

 

This document has been a collaborative effort on many accounts. I would like to 

express my gratitude to Professor Gibson, Dr. Zdechlik, and Dr. Cooper. Their 

constructive support helped me to establish and develop my document more precisely and 

to create a well-focused final paper.  

I would like to greatly thank Professor Gibson, my major professor and advisor, 

for her dedication, patience, and tremendous amount of help and inspiration for this 

document. She guided me in every step of the way with commitment and knowledge. I 

would like to thank Dr. Zdechlik for her thorough advice and insightful thoughts. I thank 

Dr. Cooper for her prompt responses with broader direction, guidance, and 

encouragement. 

I would like to give special thanks to Dr. Alexander Rosenblatt for his kindness in 

responding to my questions and for sharing not only important information about his life 

but also insights into his music with me.  

Finally, I give sincere thanks to my parents, Kwang-hee Park and Kyung-ja Yoo 

for their love and support. Without it, I could not complete my degree in America. 

 

 



 5 

DEDICATION 

 

To my loving parents, 

Without whose love and support 

This degree would not have been possible. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 6 

TABLE OF CONTENTS 

 

LIST OF MUSICAL EXAMPLES.................................................................................... 8 

ABSTRACT.......................................................................................................................11 

CHAPTER I: INTRODUTION………………………………………………………….12 

A. Brief biography…………………………………………………………………...12 

B. Review of scholarly literature………………………………………………….…14 

CHAPTER II: AN ANALYSIS OF CLASSICAL COMPOSITIONAL TECHNIQUES 

AND DEVICES………………………………………………………..…………….…..18  

 

A. Influence of Chopin …………………………………………………...………….18 

1. Treatment of development and recapitulation in Movement I………….……18 

            2.   Monophony and polyphony writing in Movement III……………………….26 

            3.   Developing variation in Movement I………………………………………...32  

 

B. Unifying devices…………………………………………………………………..38  

1. Motivic development in Movement I…………………………………...…...38 

2. Cyclic technique in Movement III……………………………………...........40 

 

CHAPTER III: INFLUENCE OF OTHER COMPOSERS IN PIANO SONATA NO. 2 

……………………………………………………………………………………………42  

A. Sergei Rachmaninoff…………………………………………………………….42 

1. Homophonic writing…………………………………………………………42 

2. Open position chordal writing……………………………………………….44 

 

B. Sergei Prokofiev………………………………………………………………….47 

1. Treatment of chromaticism…………………………………………………..47 

2. Rhythmic groupings………………………………………………………….50 

3. Bitonality……………………………………………………………………..52 

 

CHAPTER IV: ELEMENTS OF JAZZ………………………………………………….56  

A. Quartal harmony………………………………………………………………....57 

1.   Movement I…………………………………………………………………57  

2.   Movement II………………………………………………………………...59 

3.   Movement III……………………………………………………………….60 

 

B. Syncopation………………………………………………………………………62 

1. Accent placement…………………………………………………………...62 

              2.   Harmonic syncopation………………………………...……………………64 

 

C. Idiomatic voicing: Suspended chords……………………………………………65 



 7 

 

D. Swing – Rosenblatt as performer………………………………………………...66 

 

E. Influence of improvisational style.………..........………………………………..68 

 

 

CHAPTER V: SUMMARY AND CONCLUSIONS……………………………………71 

APPENDIX A: PUBLISHED PIANO WORKS BY ALEXANDER ROSENBLATT…74 

APPENDIX B: PERMISSION LETTERS FROM THE PUBLISHERS………………..76 

REFERENCES…………………………………………………………………………..81 

 

 

 

 



 8 

LIST OF MUSICAL EXAMPLES 

 

Musical Example 2.1: Chopin, Ballade in A-flat Major, Op. 47, mm. 1-8.……………..20 

Musical Example 2.2: Chopin, Ballade in A-flat Major, Op. 47, mm. 213-223.………..21 

Musical Example 2.3: Chopin, Piano Sonata in B-flat minor, Op. 35, Movement I, mm.           

37-42.…………………………………………………………………………………….22 

 

Musical Example 2.4: Chopin, Piano Sonata in B-flat minor, Op. 35, Movement I, mm. 

159-176…………………………………………………………………………………..23 

 

Musical Example 2.5: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 17-20………24 

Musical Example 2.6: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 228-23.…….25 

Musical Example 2.7: Chopin, Piano Sonata in B-flat minor, Op. 35, Movement IV, mm. 

1-9.……………………………………………………………………………………….27 

 

Musical Example 2.8: Rosenblatt, Piano Sonata No. 2, Movement III, 1- 15…………..28 

Musical Example 2.9: Chopin, Polonaise in F-sharp minor, Op. 44, mm. 99-115……...30 

Musical Example 2.10: Rosenblatt, Piano Sonata No. 2, Movement III, mm. 55-75…...31 

Musical Example 2.11: Chopin, Ballade in F minor, Op. 52, mm. 7-12………...………32 

Musical Example 2.12: Chopin, Ballade in F minor, Op. 52, mm. 56-61………….…....33 

Musical Example 2.13: Chopin, Ballade in F minor, Op. 52, mm. 68-69…………...…..33 

Musical Example 2.14: Chopin, Ballade in F minor, Op. 52, mm. 135-142……...……..34 

Musical Example 2.15: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 92-95……..35 

Musical Example 2.16: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 80-82……..35 

Musical Example 2.17: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 127-133…..36 

Musical Example 2.18: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 245-248…..37 

Musical Example 2.19: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 260-263…..37 

Musical Example 2.20: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 276-278…..37 



 9 

LIST OF MUSICAL EXAMPLES - Continued 

 

Musical Example 2.21: Rosenblatt, Piano Sonata No. 2, Movement I, m. 1……………38 

Musical Example 2.22: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 147-151…..39 

Musical Example 2.23: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 202-205…..39 

Musical Example 2.24: Rosenblatt, Piano Sonata No. 2, Movement III, mm. 144-151...40 

Musical Example 2.25: Rosenblatt, Piano Sonata No. 2, Movement III, mm. 296-297...41 

Musical Example 2.20: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 276-278…..41 

Musical Example 3.1: Rachmaninoff, Prelude Op. 23 No. 4, mm. 1-7………………….43 

Musical Example 3.2: Rosenblatt, Piano Sonata No. 2, Movement II, mm. 6-13………44 

Musical Example 3.3: Rachmaninoff, Piano Sonata No. 2, mm. 118-123………………46 

Musical Example 3.4: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 115-120……47 

Musical Example 3.5: Prokofiev, Piano Sonata No. 3, Movement I, mm. 105-109…….48 

Musical Example 3.6: Prokofiev, Piano Sonata No. 4, Movement II, mm. 1-9…………49 

Musical Example 3.7: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 50-52………50 

Musical Example 3.8: Prokofiev, Piano Sonata No. 7, Movement III, mm. 50-57……..51 

Musical Example 3.9: Rosenblatt, Piano Sonata No. 2, Movement III, mm. 52-59…….52 

Musical Example 3.10: Prokofiev, Piano Sonata No. 6, Movement II, mm. 30-32…….54 

Musical Example 3.11: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 230……….54 

Musical Example 3.12: Rosenblatt, Piano Sonata No. 2, Movement II, m. 7…………...54 

Musical Example 4.1: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 178-179……58 

Musical Example 4.2: Rosenblatt, Piano Sonata No. 2, Movement I, m. 229…………..59 

Musical Example 4.3: Rosenblatt, Piano Sonata No. 2, Movement II, m. 7…………….60 

Musical Example 4.4: Rosenblatt, Piano Sonata No. 2, Movement III, mm. 1-5……….61 



 10

LIST OF MUSICAL EXAMPLES - Continued 

 

Musical Example 4.5: Rosenblatt, Piano Sonata No. 2, Movement III, mm. 140-151….61 

Musical Example 4.6: Peterson, Improvisation on “Autumn Leaves,” mm. 1-8………...63 

Musical Example 4.7: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 1-8…………63 

Musical Example 4.8: Rosenblatt, Piano Sonata No. 2, Movement II, mm. 65-70……..64 

Musical Example 4.9: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 221-226……66 

Musical Example 4.10: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 224-226…..68 

Musical Example 4.11: Peterson, “Days of Wine and Roses,” mm. 44-47……………...69 

Musical Example 4.12: Rosenblatt, Piano Sonata No. 2, Movement II, mm. 71-76........70 

 

 

 

 



 11

ABSTRACT 

 

Alexander Rosenblatt (b. 1956), a Russian composer, pianist and conductor, is an 

outstanding contemporary composer. He has composed more than forty works in diverse 

genres, with almost half of his output devoted to piano compositions, including piano 

solo, duets, concerti, and chamber music. In this study, I discuss Rosenblatt’s background 

as a musician and composer and provide an analysis of his compositional styles as found 

in Piano Sonata No. 2 (1988).  

Rosenblatt’s music integrates classical form with a variety of other influences 

creating a style that brings together diverse elements from those of precedent composers, 

such as Chopin, Rachmaninoff, and Prokofiev and their compositional techniques, to the 

stylistic trends of jazz, including quartal harmony, syncopation, suspended chords, swing, 

and improvisational style.  

With his fusion of classical and jazz compositional techniques, Rosenblatt 

occupies an important place in contemporary piano literature. My research sheds light on 

Rosenblatt’s compositional techniques, contributing to the scholarship on contemporary 

piano literature in general and providing insight for performers and scholars with specific 

interest in Rosenblatt. It is my hope that my work will stimulate further research on 

Rosenblatt and his contemporaries, and that his compositions may assume a prominent 

place in the standard repertory.   
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CHAPTER I: INTRODUCTION 

 

Brief Biography 

Russian composer, pianist, and conductor, Alexander Rosenblatt (b. 1956), has 

composed more than forty works in a wide variety of genres, with almost half of his 

output devoted to solo piano compositions. Since 1988, Rosenblatt’s music has gained 

international recognition and popularity,1 and has been performed by such well-known 

artists as Nikolai Lugansky (piano), Marc-Andre Hamelin (piano), Yo-Yo Ma (cello), and 

Nikolai Tokarev (piano). Deutsche Grammophon, Sony Music Germany and Solo 

Musica, among other labels, have released compact discs (CDs) of his music, and several 

CDs have received prizes in European and Asian countries. Rosenblatt has recorded ten 

CDs of original music and currently holds an exclusive contract with Schott Music, a 

renowned publisher in Europe.2  

Rosenblatt was born in Moscow into a musical family. His mother is a classical 

pianist, and his father—a violinist in the Kaspiy Navy Symphony Orchestra during World 

War II—introduced young Alexander to jazz. Through his father’s influence, Alexander 

was exposed to a large variety of jazz artists throughout his childhood.3  

                                                        
1 For a partial listing of Rosenblatt’s compositions see Classicalarchives – “Alexander 

Rosenblatt,” Classicalarchives, last modified December 24, 2016, accessed October 25, 2014, 

http://www.classicalarchives.com/composer/3248.html. A sampling of Rosenblatt’s compositional output 

includes: “Kamarinskaya” for orchestra; “Waltzing with Hartmann (after Mussorgsky)” for Piano, Electric 

Bass, Drums and Orchestra; Beatles Symphony; Mass for Choir and Orchestra; numerous concertos for 

solo instruments and orchestra;  “Psalm” for choir and brass; a Sextet for Winds and Piano; three piano 

sonatas; Sonata for Cello and Piano; the ballet “Alice’s Adventures in Wonderland,” the musical; and “A 

Small House in Kolomna.”  

 
2 Schott music is a preeminent publisher of composers of the 20th and 21st centuries. 

 
3 Alexander Rosenblatt, E-mail interview by Hyeyeon Park, Tucson, Arizona, November 4, 2014. 
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Even though Rosenblatt studied at a music conservatory from an early age, he did 

not wish to be a pianist; it was ultimately a performance by Horowitz of Moszkowski’s 

“Etincelles,” that changed his mind. From 1975 to 1982, Rosenblatt attended the Moscow 

State Conservatory and studied piano with Pavel Messner4 as well as musicology and 

theory. While receiving a rigorous classical music training at the Moscow Conservatory, 

recordings by Louis Armstrong, Ella Fitzgerald, Duke Ellington, and Coleman Hawkins 

provided equally strong influences.5 Rosenblatt was the first Moscow Conservatory 

student to write about jazz. In his academic dissertation, “American Jazz and Performing 

Artists of the 1950-60s,” he researched and analyzed various jazz performers’ styles, 

including the pianists Art Tatum, Teddy Wilson, and Oscar Peterson.6 Later, Rosenblatt 

recorded his “Beatles Symphony” with the Oleg Lundstrem Orchestra, one of the earliest 

and longest standing jazz bands in Russia.7 He was appointed to the piano faculty of the 

famed Gnessin Russian Academy of Music in Moscow where he taught from 1983-90. 

The years 1987-88 marked the beginning of Rosenblatt’s compositional career, when at 

age 31 he composed Piano Sonatas 1 and 2, “Variations on a Theme of Paganini,” and 

“Etude in Blue.”  

In this paper, I analyze Piano Sonata No. 2 in order to examine Rosenblatt’s 

compositional style of blending classical forms with jazz idioms. Rosenblatt identified 

specific composers as particularly influential for his piano compositions; therefore, I 

                                                        
4 Pavel Messner studied piano with renowned pianist, Emil Gilels (1916-1985). 

 
5 Alexander Rosenblatt, E-mail interview by Hyeyeon Park, Tucson, Arizona, November 4, 2014. 

 
6 Alexander Rosenblatt, E-mail interview by Hyeyeon Park, Tucson, Arizona, March 25, 2015. 

 
7 “Alexander Rosenblatt,” Classicalarchives, last modified December 24, 2016, accessed October 

25, 2014, http://www.classicalarchives.com/composer/3248.html.  



 14

examine and demonstrate the influence of composers within this sonata, namely Frédéric 

Chopin (1810-1849), Sergei Rachmaninoff (1873-1943), and Sergei Prokofiev (1891-

1953). Jazz elements found in Piano Sonata No. 2 will be identified through analysis and 

statements provided by the composer in several email interviews between October 2014 

and April 2016.  

 

Review of Scholarly Literature 

No scholarly literature currently exists on the piano music of Alexander 

Rosenblatt in North America. There exist only CD liner notes that provide brief 

biographical information and commentary on his compositional and performance styles. 

Nikolai Tokarev provided liner notes for the “Variations on a Theme of Paganini” in the 

CD Tokarev plays Rosenblatt. He also offered a minimal number of suggestions for 

performance: “The pianist must have a distinct, precise feeling for rhythm when playing 

this work, even in the slow variation, for example, where a degree of free phrasing is 

allowed.”8 Hans Hachmann, in the same liner notes, discussed Rosenblatt’s 

compositional approach. He provided background information for each piece and 

observed that Rosenblatt’s piano music is a combination of classical and jazz elements; 

however, he did not provide rationale for his observations or isolate specific 

occurrences.9    

                                                        
8 Hans Hachmann, Liner Notes, Tokarev plays Rosenblatt, Nikolai Tokarev (piano) and Alexander 

Rosenblatt (piano), Solo Musica SM137, Compact disk, 2010.  

 
9 Piano Sonata No. 2 is not included in this CD. 
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Noting a lack of scholarly work on Rosenblatt’s music, I contacted the composer 

to request information about his piano works. The email correspondence that followed 

served as the primary source material for my study. 

In the critically acclaimed book, The Romantic Generation (1995), Charles Rosen 

describes the musical language, forms, and styles of the Romantic period. He addresses 

the ways in which Romantic musical language differs from previous periods. Rosen 

focuses on analyses of the music of Schubert, Schumann, Mendelssohn, Chopin, Bellini, 

Liszt, and Berlioz. He discusses Chopin’s compositional techniques, contrapuntal 

writing, innovation of time organization (rubato), and extended harmonic language. The 

Romantic Generation is helpful in understanding the sonata form as found in Rosenblatt’s 

Piano Sonata No. 2, primarily because of the similarity in the treatment of 

recapitulation.10 

Rebecca Gena Martin’s dissertation, The Nine Piano Sonatas of Sergei Prokofiev 

(The University of Kentucky, 1982), provides historical background information on 

Russia that directly affected Prokofiev’s compositional styles, including discussion of 

external circumstances such as health, location, and personal crises. Martin addresses 

characteristics of each of Prokofiev’s sonatas with a formal analytical chart for all 

movements. This dissertation, and in particular, the charting of the formal analysis, 

served as a valuable source for my study. 

The Cambridge Companion to Chopin, edited by Jim Samson (1992) is a useful 

resource. It is divided into three sections: early musical style; mature musical language; 

and afterlife of Chopin’s music. In the first section, Samson describes the music of 

                                                        
10 Alexander Rosenblatt, E-mail interview by Hyeyeon Park, Tucson, Arizona, March 25, 2015. 
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Chopin’s antecedents and depicts the development of new compositional styles, such as 

the nocturne. The second section details various forms, from small to extended, including 

preludes and fantasies, and briefly addresses new points of structure in Chopin’s sonata 

form. The last section, titled “Reception,” comprises the overall reception of Chopin, 

including that of his performance, music, and compositional influence on composers in 

other countries, especially France. Particularly helpful was the description of the 

development of the romance/nocturne style, which bears influence on Rosenblatt’s basic 

compositional philosophy. Additionally, one chapter addresses sonata form and describes 

Chopin’s compositional techniques, including thematic unity, blending of sonata and 

variation principles, and treatment of development and recapitulation that Rosenblatt 

directly applied to his Piano Sonata No. 2.  

Rosenblatt was also strongly influenced by jazz styles and performers. William 

Edward Swann, in his dissertation, An Aural Approach to Teaching the Fundamentals of 

Jazz Theory, outlines a combination of jazz theory and ear training to improve 

improvisation skills. Basic jazz theory is explained and examples are provided. This 

resource provided a foundation for understanding jazz harmony and its potential 

applications to Rosenblatt’s Piano Sonata No. 2. 

A first complete listing of Rosenblatt’s piano works with dates of composition, 

including his solo pieces, arrangements, duets, piano chamber music, and concerti forms 

is included (see Appendix A). This listing will serve as a beneficial resource for further 

research.  
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It should be noted that the score of Rosenblatt’s Piano Sonata No. 2 contains a 

misprint. The ends of Movements I and II have double bar lines instead of final bar lines, 

which performers might mistake as indicative of attaca.11 

                                                        
11 Alexander Rosenblatt, E-mail interview by Hyeyeon Park, Tucson, Arizona, March 25, 2015. 
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CHAPTER II: AN ANALYSIS OF CLASSICAL COMPOSITIONAL TECHNIQUES 

AND DEVICES 

 

 

 Rosenblatt conceived his Piano Sonata No. 2 as a three-movement sonata in a 

quasi-romantic style with jazz features.12 He describes the piano sonata as "romantic, 

emotional music with a huge range of moods: from diabolic fast fragments to tender, 

clear, calm, and even religious moments with jazz elements.”13 In the following chapter, I 

address Rosenblatt’s application of classical compositional techniques within Piano 

Sonata No. 2, and identify Chopin’s significant influence on Rosenblatt’s treatment of 

development and recapitulation, the monophonic and polyphonic writing found in the 

final movement, and the use of developing variation form. For the purposes of this 

discussion, the term “classical” will refer to the tradition of Western music rather than the 

Classical period. 

 

Influence of Chopin 

 

Treatment of development and recapitulation in Movement I 

 

Alexander Rosenblatt adopts traditional forms throughout his Piano Sonata No. 2 

in various ways. Movement I is based on a modified Sonata-Allegro form; Movement II 

is in ternary form; and Movement III is in simple Rondo form with a coda (A-B-A′-C-A″-

coda). Rosenblatt uses the traditional progression of “fast-slow-fast” for the overall 

sequence of sonata movements.  

                                                        
12 Alexander Rosenblatt, E-mail interview by Hyeyeon Park, Tucson, Arizona, November 4, 

2014. 

 
13 Ibid. 
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Movement I follows a modified Sonata-Allegro form through a non-traditional 

treatment of the recapitulation. Rather than the primary theme restated at the beginning of 

the recapitulation, as found in traditional Sonata-Allegro form, Rosenblatt places the 

reprise at the climax of the development section. Chopin also used this approach to the 

return of the main theme in several of his large one-movement piano works.14 Rosenblatt 

notes, “For the first movement of Piano Sonata No. 2, I was trying to compose in very 

clear classical form like the first movement of Chopin’s Piano Sonata in B-flat minor, Op. 

35 where the reprise and climax of the development appear at the same place.”15 

Prior to Chopin’s Piano Sonata in B-flat minor, Op. 35, written in 1839, the 

preference for most composers had been to emphasize harmonic resolution at the moment 

of the recapitulation; retransition materials in the dominant harmony resolved completely 

to the tonic and the return of theme I brought a sense of stability and resolution to the 

tensions built during the development. However, the role of the recapitulation changed 

for some composers in the decades following the Classical period as they continued to 

write for the piano. Charles Rosen, noted pianist and musicologist, identified specific 

works of Frédéric Chopin as striking examples of this shift, and wrote that within 

Chopin’s larger forms, “we must realize that neither development nor return has the same 

function as in Classical sonata style. Chopin’s return, or recapitulation, does not resolve 

previous tension or reconcile harmonic and melodic oppositions; the original material 

                                                        
14 Charles Rosen, The Romantic Generation (Cambridge, Mass.: Harvard University Press, 1995), 

335. 

 
15 Alexander Rosenblatt, E-mail interview by Hyeyeon Park, Tucson, Arizona, November 4, 

2014. 
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returns with greater intensity and concentration.”16 In several of Chopin’s piano works, 

especially larger one-movement works, the development section builds over a long time 

period and the original material, when restated, is often presented with enhanced 

brilliance and a strong sense of heightened arrival.17 This approach to the return is present 

in his Ballade in A-flat Major, Op. 47. The opening melodic theme is stated simply with 

clear accompanying contrapuntal lines (see Musical Example 2.1).  

 

Musical Example 2.1: Chopin, Ballade in A-flat Major, Op. 47, mm. 1-8     

  

Published 1976 by G. Henle Verlag.  

Used with permission. 

 

 

In this Ballade, the return of theme I assumes a new role. Musical Example 2.2 

shows Chopin’s treatment of theme I in the return. It arrives at measure 213 at the height 

                                                        
16 Charles Rosen, Romantic Generation, 335. 

 
17 Ibid. 
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of an extended development. Unlike the opening, the melodic material here is doubled at 

the octave and appears two octaves higher than the theme’s original statement. The thick 

chordal writing found in both the right hand and the left hand eighth notes is texturally 

dense. Compared to the theme’s opening statement, Chopin’s use of the wider keyboard 

range also expands the sonority. Overall, the resulting transformed character of theme I in 

the recapitulation statement is more majestic, dramatic, and energetic; it stands as the 

climax of the development as well as the entire piece. 

 

Musical Example 2.2: Chopin, Ballade in A-flat Major, Op. 47, mm. 213-223 

  

Published 1976 by G. Henle Verlag.  

Used with permission. 
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Chopin, within his Piano Sonata in B-flat minor, Op. 35, also uses an unusual 

approach to the recapitulation—especially for the time period. Movement I is in modified 

Sonata-Allegro form, though it is sometimes analyzed as a compound binary form with a 

flexible approach to the ABAB sections and the developmental episodes that are found in 

each.18 In the exposition, the first presentation of theme II (measure 41) is marked as p 

and the chorale-like theme is dramatically tranquil in contrast to the ff preceding material 

four measures prior (see Musical Example 2.3). 

 

Musical Example 2.3: Chopin, Piano Sonata in B-flat minor, Op. 35, Movement I, mm. 

37-42 

 

Published 1976 by G. Henle Verlag.  

Used with permission. 

 

The return of the second theme in measure 169 may be considered the 

recapitulation when viewing this movement in Sonata-Allegro form (see Musical 

Example 2.4). Unlike the exposition statement of theme II, the second treatment of theme 

II is notable for its absence of the p dynamic marking. Instead of a contrast, the moment 

of recapitulation becomes one of condensed tension.  Prior to measure 169, stretto and ff 

are marked at measure 161 followed by an extended bridge of chromatic triplets over a 

pedal point on F in the bass, which creates a dramatic effect in the recapitulation.  This 

                                                        
18 Jim Samson, The Cambridge Companion to Chopin (Cambridge [England]: Cambridge 

University Press, 1992), 165. 
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time the second theme, now in B-flat major, does not shift into a tranquil character, rather 

there is a sustained intensity for eight measures into the B-flat major sostenuto section.  

 

 

Musical Example 2.4: Chopin, Piano Sonata in B-flat minor, Op. 35, Movement I, mm. 

159-176 

 

 

Published 1976 by G. Henle Verlag.  

Used with permission. 
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Musical Example 2.5 shows theme I of Rosenblatt’s Piano Sonata No. 2. The non-

legato theme moves in step-wise motion with a leaping syncopated final eighth-note 

chord in measure 17. The harmonies are a mixture of quartal, root position, and second 

inversion triadic structures in the right hand.  The running eighth notes of the left hand 

move predominantly in intervals of fourths and seconds, creating jagged movement. 

  

Musical Example 2.5: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 17-2019 

 

 

Similar to Chopin’s approach to the return of theme I, Rosenblatt places the 

recapitulation at the climax of the development section within Movement I of Piano 

Sonata No. 2 (see Musical Example 2.6). In an email correspondence, Rosenblatt writes, 

“The reprise of theme I is in augmentation in measure 229. This is the climax of the first 

                                                        
19Alexander Rosenblatt, Piano Sonata No. 2 (Mainz: Schott Music GmbH & Co., KG.                 

2011). “All music examples of the Sonata are from this source.” 
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movement as well as of the development.”20 Before Rosenblatt restates theme I, he uses 

the four opening notes from theme I, in inversion and augmentation, to build tension 

through repetition of this fragment. Rosenblatt defines this moment as a “dynamited” 

reprise. The ways in which Rosenblatt approaches the recapitulation bear clear 

similarities in treatment to Chopin’s B-flat minor sonata.  

 

Musical Example 2.6: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 228-232 

 

  

                                                        
20 Alexander Rosenblatt, E-mail interview by Hyeyeon Park, Tucson, Arizona, April 11, 2015. 
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Monophony and polyphony writing in Movement III 

Movement III is in simple rondo form with a coda: A – B – A′ – C – A″ – coda. 

By using the rondo form for the last movement in a multi-movement work,21 Rosenblatt 

follows the typical structure of classical instrumental works. 

Rosenblatt again turns to Chopin’s Piano Sonata in B-flat minor, Op. 35 as a 

source of inspiration for his sonata;22 both composers write monophonically for their 

concluding movements. The musical examples demonstrate the comparison between the 

final movements of the two sonatas (see Musical Example 2.7 and 2.8). Both final 

movements consist of running eighth notes configured in ascending and descending 

patterns, and both share similar contours in their opening measures. Whereas Chopin uses 

continuous and unrelenting eighth notes throughout, Rosenblatt employs contrasting B 

and C sections.  

The major difference is found in their approach to phrase lengths. Whereas 

Rosenblatt adds a variety of slur lengths, Chopin provides only the simple marking of 

“legato” at the movement’s opening. The varying dynamics throughout Rosenblatt’s 

sonata movement imply a controlled shaping of sound in the A section with clear arrivals 

and contrasts, while Chopin—with the exception of the last two chords—provides the 

singular dynamic marking of sotto voce for the entire movement. Rosenblatt employs a 

two-octave span between the hands, which results in a greater spatial sonority in 

comparison to Chopin’s one-octave span. While the Chopin movement remains mostly in 

                                                        
21 G. M. Tucker and Nicholas Temperley, "Rondo form," Grove Music Online, accessed 

November 22, 2014, Oxford University Press. 

http://www.oxfordmusiconline.com.ezproxy2.library.arizona.edu/subscriber/article/opr/t114/e5740. 

 

 
22 Alexander Rosenblatt, E-mail interview by Hyeyeon Park, Tucson, Arizona, April 11, 2015. 
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the lower registers, Rosenblatt uses a wider keyboard range to produce varied timbres. 

The effect for both of these monophonic final movements results in an unusual sense of 

instability for the listener. However, the monophonic texture combined with the fast-

moving, incessant eighth notes lends a tremendous power to the music.  

 

Musical Example 2.7: Chopin, Piano Sonata in B-flat minor, Op. 35, Movement IV, mm.  

1-9 

 

 

Published 1976 by G. Henle Verlag.  

Used with permission. 
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Musical Example 2.8: Rosenblatt, Piano Sonata No. 2, Movement III, 1- 15 

 

 

Unlike the fourth movement of Chopin’s second sonata, Rosenblatt writes a 

contrasting polyphonic texture for the B section, which creates a mixture of monophony 

and polyphony not unlike the alternation of monophony and polyphony in Chopin’s 

Polonaise in F-sharp minor, Op. 44. The polyphonic passage in Chopin’s Polonaise 

appears between monophonic passages, and he restates the second theme of the opening 

section with the same forte and sostenuto as marked earlier (see Musical Example 2.9). 

Even though sostenuto is indicated, the passage conveys a cantabile tone color that 
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contrasts with the drum roll of thirty-second notes in the monophonic section.23 By 

comparison, Rosenblatt builds the polyphonic passage from a minimal to maximal texture 

in Movement III, elevating the tension to a ff dynamic (see Musical Example 2.10). The 

beginning of the B section is indicated with the markings Con Ped. and dolce, resulting in 

an opposing tone color to the monophonic passage. The polyphonic passages for both 

composers offer a strong timbral color contrast with the monophonic sections that 

proceed and follow it. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                        
23 Charles Rosen, Romantic Generation, 289. 

 



 30

Musical Example 2.9: Chopin, Polonaise in F-sharp minor, Op. 44, mm. 99-115 

 

Published 1976 by G. Henle Verlag.  

Used with permission. 
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Musical Example 2.10: Rosenblatt, Piano Sonata No. 2, Movement III, mm. 55-75 
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Developing variation in Movement I 

  The term “developing variation” is used to indicate when a basic music idea or 

theme and its features are progressively modified.24 Chopin and Rosenblatt employ 

developing variation technique in their works. In Ballade in F minor, Op. 52 of Chopin, 

the opening of theme I appears in measures 7-12 (see Musical Example 2.11). Chopin 

develops the variations in several masterful ways: melody with counterpoint in the inner 

voice accompanied by octave left hand chords with added harmonic notes (see Musical 

Example 2.12); repetitive descending octaves of varying intervals with a chordal melody 

(see Musical Example 2.13); and an imitative counterpoint canon (see Musical Example 

2.14). 

 

Musical Example 2.11: Chopin, Ballade in F minor, Op. 52, mm. 7-12 

 

Published 1976 by G. Henle Verlag.  

Used with permission. 

 

                                                        
24 Arnold Schoenberg first identified the term “developing variation.” Examples of developing 

variation are found in the music of J. S. Bach, Beethoven, Chopin and Brahms, to name a few. 
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Musical Example 2.12: Chopin, Ballade in F minor, Op. 52, mm. 56-61 

 

Published 1976 by G. Henle Verlag.  

Used with permission. 

 

 

Musical Example 2.13: Chopin, Ballade in F minor, Op. 52, mm. 68-69 

 

Published 1976 by G. Henle Verlag.  

Used with permission. 
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Musical Example 2.14: Chopin, Ballade in F minor, Op. 52, mm. 135-142 

 

Published 1976 by G. Henle Verlag.  

Used with permission. 

 

 

Rosenblatt makes extensive use of the developing variation technique in 

Movement I of his Piano Sonata No. 2. In the exposition, theme II in measure 92 (see 

Musical Example 2.15) appears four times, each with varied treatments. Before 

Rosenblatt introduces theme II (measure 92), he reveals a fragment of theme II in 

measure 80 (see Musical Example 2.16). During theme II’s full statement (see Musical 

Example 2.15), the melodic intervals are modified slightly from the fragment while still 

retaining the melodic shape. Rosenblatt alters the rhythm by adding syncopation in the 

inner voices and changes the second half of the measure to quarter-note triplets. The left 

hand continues its harmonic role, while the phrase structure expands to two-measure 

phrases. This theme, and the variations that follow, are approached not as a formal set of 

variations, but as a continuous flow of music with unmarked variations that appear 
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interspersed with other material. This treatment results in a movement that is expanded 

and unified through sophisticated use of developing variation form.  

 

Musical Example 2.15: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 92-95 

 

 

Musical Example 2.16: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 80-82 

 

 

In the first variation (see Musical Example 2.17), Rosenblatt makes changes to the 

rhythms and the time signature. The 5/4 time signature—divided into a 3+2 pattern—

stays close to the 3+1 pattern in 4/4 demonstrated in Musical Example 2.16. The quarter 

notes remain constant, providing a stable pulse with the pianissimo dolcissimo 

dynamic/mood marking. The melodic intervals in this variation are similar to theme II’s 

melody. The second variation (see Musical Example 2.18) is remarkably similar to theme 

II. The obvious change is found in the absence of syncopation and 6/8 time signature, 
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resulting in more of a barcarolle feel than theme II. Variation 3 (see Musical Example 

2.19) is significantly different from previous treatments of the melody. Rosenblatt 

maintains the 6/8 pulse, but increases the energy and drama with virtuosic scale passages 

and driving chords. The theme, appearing in octaves and combined with syncopated 

accented notes, adds rhythmic intensity. It is also the first time this theme appears with a 

fortissimo dynamic marking. Variation 4 (see Musical Example 2.20) immediately 

follows variation 3 (see Musical Example 2.19) with a highly contrasting mood, and 

return to pianissimo. It is a shortened statement of variation 1 (see Musical Example 

2.17), but now with a wide intervallic leap inserted in the middle of the measure and an 

inverted melodic interval at the measure’s close. Variations 2-4 continue within the 

recapitulation following the “dynamited” reprise of theme I. 

 

 

Musical Example 2.17: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 127-133 
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Musical Example 2.18: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 245-248 

 

Musical Example 2.19: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 260-263 

 

Musical Example 2.20: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 276-278 
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Unifying Devices: Motivic Development and Cyclic Technique 

 
Motivic development in Movement I 

 

Many Baroque and Classical era composers have used motivic development 

techniques.25 Rosenblatt treats the opening introductory material in Movement I in a 

variety of ways, with motivic development serving as the primary unifying technique. 

Through the two suggested harmonies, A major and A-flat major, the right-hand 

figuration can easily be divided into two motives: Motive I consists of an ascending sixth 

and descending third, while Motive II comprises descending intervals of a third, fourth, 

and second (see Musical Example 2.21). 

 

Musical Example 2.21: Rosenblatt, Piano Sonata No. 2, Movement I, m. 1 

                   

 

The motive appears again in the recapitulation raised by a half step, and 

Rosenblatt develops the material in a myriad of ways (see Musical Example 2.22). In 

measures 147 and 148, he uses only Motive I in an ascending pattern. In measure 149, he 

                                                        
   25 “Motivic development that uses a distinct musical figure is subsequently altered, repeated, or 

sequenced throughout a piece or section of a piece of music, guaranteeing its unity.” John David White, 

The Analysis of Music (Englewood Cliffs, N.J.: Prentice-Hall, 1976), 31. 
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expands Motive II by adding two notes. In measures 150 and 151, he combines Motive I 

and II, which results in continuously-shifting beat patterns, defined by the highest notes 

in each set of eighth notes in the right hand. At the same time, the highest notes create 

interaction with the left hand octaves.  

 

 

Musical Example 2.22: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 147-151 

 

Within measures 202-205, Rosenblatt repeats Motive II in a continuously descending 

pattern (see Musical Example 2.23). 

 

Musical Example 2.23: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 202-205 
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Cyclic technique in Movement III 

 Similar to many composers of the Classical and Romantic eras, Rosenblatt utilizes 

cyclic techniques26 to create structural unity in his sonata.27 In Movement III, he presents 

another variation drawn from theme II of Movement I (see Musical Example 2.15), this 

time in a 5/4 time signature and with a thinner two-voice texture (see Musical Example 

2.24).  

 

Musical Example 2.24: Rosenblatt, Piano Sonata No. 2, Movement III, mm. 144-151 

 

  

In the closing of Movement III (see Musical Example 2.25), Rosenblatt restates 

Movement I material (see Musical Example 2.20) for the last time. In this treatment, he 

                                                        
26 “Music in which a later movement reintroduces thematic material of an earlier movement is 

cyclic technique.” – Hugh Macdonald, "Cyclic form," Grove Music Online, accessed November 22, 2014, 

Oxford Music Online.  

 
27 Alexander Rosenblatt, E-mail interview by Hyeyeon Park, Tucson, Arizona, November 27, 

2014. 
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inverts the C9 major chord in second inversion in the left hand, rather than root position, 

as found in Movement I. Anticipating the ending, he also adds a fermata on beat five. 

 

Musical Example 2.25: Rosenblatt, Piano Sonata No. 2, Movement III, mm. 296-297 

      

 

Musical Example 2.20: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 276-278 

 

  

In an email interview, Rosenblatt cited Chopin’s Piano Sonata in B-flat minor, Op. 

35 as the model for his Piano Sonata No. 2, and the inspiration is clearly evident. 

Rosenblatt, when writing this sonata, adopted three important compositional tools from 

Chopin: the return of the main theme with extended development, the use of monophonic 

and contrasting polyphonic writing, and the developing variation technique. He also 

utilized other classical compositional techniques—motivic development and cyclic 

treatment. Each of these elements is woven into the overall texture of the sonata and 

contributes to Rosenblatt’s unique voice. 
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CHAPTER III: INFLUENCE OF COMPOSERS IN PIANO SONATA NO. 2 

 

Besides the distinct influence of Chopin, Rosenblatt named several other 

composers as inspirational to his work, including: Rachmaninoff, Prokofiev, Liszt, and 

Tchaikovsky. George Gershwin and Chick Corea, as well as other jazz musicians, are 

also cited as important influences for Rosenblatt. Through his extensive and eclectic 

musical studies, it is not surprising that Rosenblatt would absorb the styles of other 

composers and internalize them into his own musical language. An examination of 

Rosenblatt’s Piano Sonata No. 2 reveals the influence of two prominent Russian 

composers: Rachmaninoff and Prokofiev. In this chapter, I explore the compositional 

techniques that connect these composers. 

 

Sergei Rachmaninoff 

Rosenblatt is clearly inspired by music from the Romantic era.28 Rachmaninoff, 

identified by Rosenblatt as influential to his compositions, is one of the representatives of 

Russian late Romanticism. Rachmaninoff employs singing melodies and rich sonorities 

within a homophonic style of writing for the piano.29 He uses the melody and broken-

chord accompaniment as found in many of his short character pieces, including Preludes 

Op. 23 No. 1, No. 4, and Op. 32 No. 5 and larger works, such as his sonatas, variations, 

                                                        
28 Alexander Rosenblatt, e-mail interviewed by Hyeyeon Park, Tucson, Arizona, October 24, 

2015. 

 
29 Yueh-ju Chou, "From Resemblance to Divergence: Style Characteristics and Pianism as Seen 

in Selected Piano Sonatas of Alexander Scriabin and Sergei Rachmaninoff" (DMA Diss., University of 

Cincinnati, 1999), 51. 
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and concerti (see Musical Examples 3.1).30 Rosenblatt takes a similar approach in the 

second movement of his Piano Sonata No. 2; a singing melody in the treble clef is 

supported by broken-chord patterns in the bass clef (see Musical Example 3.2). 

 

Musical Example 3.1: Rachmaninoff, Prelude Op. 23 No. 4, mm. 1-7 

 

Prelude, Op. 24 No. 4 by Sergei Rachmaninoff 

© 1904 by Hawkes & Son (London) LTD. 

Reprinted by permission of Boosey & Hawkes, Inc. 

 

 

 

 

 

 

 

                                                        
30 Anastassia Ivanova, "Sergei Rachmaninoff's Piano Concertos: The Odyssey of a Stylistic 

Evolution" (DMA Diss., University of Maryland, 2006), 93. 
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Musical Example 3.2: Rosenblatt, Piano Sonata No. 2, Movement II, mm. 6-13 

 

 

One aspect of Rachmaninoff’s pianistic writing that resembles Chopin’s is the use 

of open-position chordal writing, with a widely-spaced approach to the distribution of 

notes within a harmony.31 Chopin uses the interval of a tenth frequently as his basic 

harmonic figuration.32 Similarly, Rachmaninoff’s piano accompanimental patterns often 

cover wide distances and intervals with one hand. Extended accompanimental figures are 

one of his compositional traits, often requiring movement across several octaves with 

                                                        
31 Yueh-ju Chou, "From Resemblance to Divergence,” 87. 

 
32 Stewart Gordon, A History of Keyboard Literature: Music for the Piano and Its Forerunners 

(New York: Schirmer Books, 1996), 279. 
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arpeggiated broken chords in both directions.33 An example is found in the first 

movement of Rachmaninoff’s Sonata No. 2, with an accompanying arpeggiated figure 

that spans more than two octaves at certain points (see Musical Example 3.3). The E-flat 

in m. 119, the E-natural in m. 120, and the F in mm. 121-123 in the left hand 

continuously vibrate through the application of the damper pedal, inducing sympathetic 

vibration, and allowing the melody to sing.34 The melody and accompaniment blend 

together, generating a rich well-balanced sonority. Rosenblatt employs a similar 

technique in the first movement of his Piano Sonata No. 2 (see Musical Example 3.4). In 

this example, the accompaniment resembles Rachmaninoff’s writing, especially in regard 

to the clear outlining of the broken-chord patterns. The syncopations of the 

accompaniment is remarkably similar to Rachmaninoff’s; however, Rosenblatt adds his 

own voice by placing “jazz-flavored” chords at the highest point of the arpeggio, 

enriching the sonority and further emphasizing the syncopation. 

 

 

 

 

 

 

 

 

                                                        
33 Yueh-ju Chou, "From Resemblance to Divergence,” 87. 

 
34 Charles Rosen, Romantic Generation, 22. 
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Musical Example 3.3: Rachmaninoff, Piano Sonata No. 2, mm. 118-123 

 

Piano Sonata No. 2, Op. 36 by Sergei Rachmaninoff 

© 1914, 1931 by Hawkes & Son (London) LTD. 

Reprinted by permission of Boosey & Hawkes, Inc. 
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Musical Example 3.4: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 115-119 

 

 

 

Sergei Prokofiev 

Along with Chopin and Rachmaninoff, Rosenblatt claims to have been inspired 

by several aspects of Sergei Prokofiev’s piano works.35 The use of accompanimental 

chromatic thirds is one such element. Specific examples are found in Prokofiev’s piano 

sonatas and his Visions Fugitives, Op. 22. Musical Example 3.5 shows a passage from 

Piano Sonata No. 3 with chromatic thirds traveling across the lower registers of the piano, 

                                                        
35 Alexander Rosenblatt, e-mail interviewed by Hyeyeon Park, Tucson, Arizona, October 24, 

2016. 
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creating a contrapuntal bass line against the right hand flourishes, marked precipitato and 

rhythmic motives.  

 

Musical Example 3.5: Prokofiev, Piano Sonata No. 3, Movement I, mm. 105-109 

 

 

Published 1988 by Dover Publications, Inc.  

Used with permission. 
 

 

Another example is found in the opening of the second movement of Piano 

Sonata No. 4 by Prokofiev. The movement begins with an ascending accompaniment of 

steady thirds in the bass register against interval canons in the melodic line, resulting in a 

stately sedate quality (see Musical Example 3.6).36 

 

 

                                                        
  36 Rebecca G Martin, “The Nine Piano Sonatas of Sergei Prokofiev” (DMA diss., University of 

Kentucky, 1982), 28.  
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Musical Example 3.6: Prokofiev, Piano Sonata No. 4, Movement II, mm. 1-9 

 

 

Published 1988 by Dover Publications, Inc.  

Used with permission. 
 

 

In the first movement of Piano Sonata No. 2, Rosenblatt writes a descending 

chromatic scale in tenths, creating a similar effect to Prokofiev’s use of thirds to 

embellish and enrich the melodic lines while building texture (see Musical Example 3.7). 

He divides the chromatic scale between the hands and writes a descending bass line. The 

contrapuntal chromatic lines of thirds or tenths, combined with the chordal melody, 

contribute to the heightened drama of these compositions. 
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Musical Example 3.7: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 50-52 

 
 

 

 

Many composers employ irregular rhythmic patterns to create instability while at 

the same time maintaining an ongoing regular rhythmic pattern that provides stable 

organization.37 Irregular repeated rhythmic groupings are evident in the works of both 

Prokofiev and Rosenblatt. In the opening of the third movement of Piano Sonata No. 7, 

Prokofiev designates a single rhythmic pattern to be repeated;   (see Musical 

Example 3.8).  

 

 

 

 

 

 

 

 

 

                                                        
37 Ya-Liang Chang, "A Study and Performer's Analysis of Piano Sonatas by Béla Bartók and 

Serge Prokofiev" (DMA Diss., University of Cincinnati, 2000), 61.  
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Musical Example 3.8: Prokofiev, Piano Sonata No. 7, Movement III, mm. 50-57 

 

Published 1988 by Dover Publications, Inc.  

Used with permission. 
 

 

Within the 7/8 time signature, the grouping consists of a two-three-two pattern. 

Similarly, the B section in the third movement of Rosenblatt’s Piano Sonata No. 2 

displays clear groupings in a 7/8 time signature. Rosenblatt divides the rhythm into a 

two-two-three arrangement for each measure of the section (see Musical Example 3.9). 

The effect that Prokofiev creates with a driving and unrelenting 7/8 pulse is one of 

virtuosity. Rosenblatt handles the 7/8 pulse in a different manner. He approaches the 

repeating two-two-three groupings with a flexibility between the chordal accompaniment 

and the melody that creates lyrical and passionate passages. Prokofiev’s rhythmic 

grouping acts as accompaniment for the melodic lines while Rosenblatt’s rhythmic 

grouping directly integrates into the chordal melodic line. Differing from Prokofiev’s 

unrelenting rhythmic pattern, Rosenblatt introduces a slight modification of the left hand 
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grouping to a repeated four-three pattern. Regardless of the differences, both examples of 

specific repeated grouping of rhythms serve as an important compositional tool for each 

composer.  

 

Musical Example 3.9: Rosenblatt, Piano Sonata No. 2, Movement III, mm. 52-59 

 

 

Many composers in the first half of the twentieth century turned to writing piano 

sonatas. For many composers, the harmonic language became highly chromatic, with 

expanded harmonic devices that included expanded tonality, bitonality and polytonality.38 

Prokofiev employed such harmonic devices in his piano sonatas, especially Sonatas No. 5, 

6, and 7. In Piano Sonata No. 6, Movement II, Prokofiev juxtaposed C major triads in the 

treble clef with a scalar passage of E-flat minor and G-flat major in the bass clef (see 

                                                        
38 Ya-Liang Chang, "A Study and Performer's Analysis of Piano Sonatas,” 9. 
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Musical Example 3.10).39 In Musical Example 3.10, this bitonality produces dissonance 

between the hands that weakens the individual key centers of C major and E-flat minor. 

However, at the same time, the overall effect is one of enhanced color and vibrancy. 

Bitonality is also found in the first and second movements of Rosenblatt’s Piano Sonata 

No. 2. In the first movement, he uses C minor and C-flat major chords simultaneously 

with inverted chords. The second inversion of the C minor chord is placed against the C-

flat major chord, building quartal harmony with an E-flat octave at the downbeat (see 

Musical Example 3.11). Another example of bitonality is found in m. 7 of Movement II 

(see Musical Example 3.12). A G-sharp major chord (D#=Eb) in the right hand arranged 

by quartal harmony is accompanied by an arpeggiated B7 chord. While Prokofiev 

arranges bitonal chords within traditional harmonic structures, Rosenblatt utilizes them 

within a jazz harmonic framework, especially in quartal arrangements. In the Rosenblatt 

examples, the bitonality creates distinctive sonorities, and while the chords express their 

colors independently, there is a culminating harshness that emerges as a result of the 

dissonance.  

 

 

 

 

 

 

 

                                                        
39 Stephen C. E. Fiess, The Piano Works of Serge Prokofiev (Metuchen, NJ: Scarecrow Press, 

1994), 80.  
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Musical Example 3.10: Prokofiev, Piano Sonata No. 6, Movement II, mm. 30-32 

               

Published 1988 by Dover Publications, Inc.  

Used with permission. 
 

Musical Example 3.11: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 230 

              

           

Musical Example 3.12: Rosenblatt, Piano Sonata No. 2, Movement II, m. 7 
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 Every composer must decide how to deal with the precedents set by the musical 

leaders of generations past, and while some choose to abandon any sense of historical 

lineage, Rosenblatt accepts the treasures of previous composers, particularly 

Rachmaninoff and Prokofiev, adapting their techniques into his own unique style. 

Borrowing features such as homophonic writing, chromaticism, groupings of rhythms, 

and bitonality, Rosenblatt expands these earlier methods and shapes them into his distinct 

musical language. 

 



 56

CHAPTER IV: ELEMENTS OF JAZZ 

 

The development of jazz began in the 1890s in New Orleans, and by the 1920s 

had become a fully-formed and recognizable genre, heard in Paris, London, New York, 

and other cities.40 Several prominent European and American composers became 

fascinated with jazz and integrated specific elements into a classical style.41 Notable jazz-

influenced classical composers include Maurice Ravel (Violin Sonata No. 2), Igor 

Stravinsky (Piano-Rag-Time), Darius Milhaud (La Creation du Monde), and Aaron 

Copland (Piano Concerto). Other composers such as George Gershwin brought classical 

techniques to their jazz backgrounds.42 The cross-fertilization was active in both 

directions for many twentieth and twenty-first-century composers, resulting in a blending 

of the two styles that differed from composer to composer.43 Alexander Rosenblatt found 

inspiration in jazz music and incorporated many of its techniques and idioms into his 

piano pieces.  

 

 

 

 

 

 

                                                        
40 Mark C Gridley, Jazz Styles: History & Analysis, 2nd ed. (Englewood Cliffs, N.J.: Prentice-

Hall, 1985), 157. 

 

    41 Randall J Creighton, "A Man of Two Worlds: Classical and Jazz Influences in Nikolai 

Kapustin's Twenty-Four Preludes, Op. 53" (DMA Diss., The University of Arizona, 2009), 23.  

 

   42 Liesa Karen Norman, "The Respective Influence of Jazz and Classical Music on Each Other, 

the Evolution of Third Stream and Fusion and the Effects Thereof into the 21st Century" (DMA Diss., 

The University of British Columbia (Canada), 2002), 37.  

 
43 Ibid. 
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Quartal Harmony 

 
Movement I 

 

 Quartal harmony, which builds on intervals of the fourth, appeared in jazz music 

in the 1960s, with McCoy Tyner (b. 1938) generally recognized as the first jazz musician 

to use quartal harmonies in his performances.44 This introduction of an expanded 

harmonic language influenced many of the jazz pianists who followed, and quartal 

harmony quickly became a distinctive sound closely linked to jazz.45 Rosenblatt 

specifically notes the influence of the quartal harmony of Chick Corea (b.1941-), a jazz 

pianist known for his extensive use of quartal harmony.46 Rosenblatt’s strong preference 

for quartal harmonies in Piano Sonata No. 2 is evident, and he utilizes them in a variety 

of interesting ways.  

In the first movement of Piano Sonata No, 2, Rosenblatt builds chords of fourths 

and places a third in the top voice (see Musical Example 4.1). In this passage, the 

intervals of a fourth prevail, and the harmony is generally perceived as quartal.  

Rosenblatt links the two chords in each measure with step-wise parallel motion in perfect 

fourths. The bass and tenor, on pitches G and C, respectively, outline the interval of a 

fourth. Open sonority is another characteristic commonly found in quartal jazz 

harmony,47 and through moving the bass line one octave lower, Rosenblatt creates a 

                                                        
44 Mark C Gridley, Jazz Styles, 260. 

 
45  Ibid. 

 
46 Alexander Rosenblatt, E-mail interview by Hyeyeon Park, Tucson, Arizona, March 23, 2015. 

 
47 Miles Davis, Liner Notes, Kind of Blue, Miles Davis (trumpeter), Columbia Records CK40579, 

Compact disc, 1959. 
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wider, more open sonority. The sequence of perfect fourth spaced chords climbs upward 

to a fortissimo dynamic. 

 

Musical Example 4.1: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 178-179 

         

 

Later in the movement, Rosenblatt takes specific notes from the B-flat ninth 

suspended chord (root-B-flat, fourth-E-flat, fifth-F, and ninth-C) and employs quartal 

harmony (C, F, and B-flat) in the left hand (see Musical Example 4.2). He doubles the 

ninth (C and D), which creates a less stable, more ambiguous sound in the unaccented 

part of the macro beat. In the first two chords, a strong quartal quality exists at the 

downbeat with the B-flat to E-flat and C to F relationships. In the following two chords, 

the quartal harmony appears in the right and left hands of the weak beat, but the interval 

at the downbeat changes to a second, producing a sharp dissonance. Rosenblatt builds 

quartal harmony with jazz harmony and suspended chords as a foundation, to create 

unique harmonic sonorities.  
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Musical Example 4.2: Rosenblatt, Piano Sonata No. 2, Movement I, m. 229 

                   

 

Movement II 

 Quartal harmonies are more prevalent in Movement II. In Musical Example 4.3, 

Rosenblatt combines a perfect fourth and a diminished fourth in the right hand chord, 

while the left hand has a B major broken chord in the lower voices. The F-sharp in the 

bass provides yet another interval of an augmented fourth (C- F-sharp) when considering 

the chord above. Rosenblatt lowers the G-sharp in the right hand to a G-natural, and the 

new interval of a perfect fourth then resolves to a major third. This harmonic progression 

is found in almost every measure of the A section. Although Rosenblatt notates this 

section with perfect and diminished fourths, these chords may be alternatively interpreted 

as triads stacked one on top of the other. As earlier noted, this would be enharmonically 

written as an A-flat major triad/B major triad, and is sometimes referred to as bitonality. 
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Musical Example 4.3: Rosenblatt, Piano Sonata No. 2, Movement II, m. 7 

                                   

 

Movement III 

As stated earlier, Rosenblatt begins Movement III with a monophonic running 

eighth-note pattern separated by two octaves (see Musical Example 4.4). He mixes 

melodic intervals of fourths—perfect and augmented—with occasional fifths then 

concludes the phrase with the interval of a third. In section C of the rondo form, similar 

combinations of perfect and diminished fourths and diminished fifths serve as the 

foundation for the chords (mm. 140-143) and melodic material (mm. 144-151) (see 

Musical Example 4.5). The ostinato bass line consists of legato quarter notes in a 5/4 time 

signature that move predominantly in intervals of fourths and fifths, and are sometimes 

joined by a step-wise motion. 
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Musical Example 4.4: Rosenblatt, Piano Sonata No. 2, Movement III, mm. 1-5 

 

 

Musical Example 4.5: Rosenblatt, Piano Sonata No. 2, Movement III, mm. 140-151 
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In conclusion, Rosenblatt’s pervasive use of quartal harmonies illustrates his 

connection to this jazz idiom. Intervals of the fourth are used harmonically and 

melodically, and are at times combined. This approach to harmony effectively brings a 

jazz quality to designated sections of all three movements of the sonata.  

 

Syncopation 

Syncopation, the displacement of rhythm through a weak beat emphasis, is 

fundamental to jazz rhythmic structures.48 Many jazz musicians have employed an 

individualized approach to syncopation.49 Oscar Peterson, identified by Rosenblatt as 

influential to his compositions,50 often finishes the phrase on an off-beat to create 

syncopation,51 as shown in Musical Example 4.6 and indicated by vertical arrows. In 

general performance practice, if the phrase ends on an off-beat followed by rests, jazz 

musicians articulate the last note, generating the accent with a staccato emphasis.52 In the 

opening of Piano Sonata No. 2, Rosenblatt concludes the two-measure eighth-note 

sequence with an off-beat treatment similar to that of Peterson. Moreover, Rosenblatt 

adds the accent marking for further emphasis (see Musical Example 4.7).  

 

 

                                                        
48 Mark C Gridley, Jazz Styles, 6. 

 
49 Ibid. 

 
50 Alexander Rosenblatt, E-mail interview by Hyeyeon Park, Tucson, Arizona, March 23, 2015. 

 
51 Anthony Belfiglio, "Fundamental Rhythmic Characteristics of Improvised Straight-Ahead Jazz" 

(DMA Diss., The University of Texas at Austin, 2008), 73.  

 
52 Christopher Barrick, "Teaching Jazz Articulation and Style," National Association for Music 

Education (NAfME), accessed December 09, 2016, National Association for Music Education (NAfME). 

http://www.nafme.org/teaching-jazz-articulation-style/. 
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Musical Example 4.6: Peterson, Improvisation on “Autumn Leaves,” mm. 1-8 

 

 

Musical Example 4.7: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 1-8 
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A harmonic syncopation is created when a strong harmony such as seventh chord 

is located on a weak beat.53 In the second movement of his sonata, Rosenblatt utilizes 

harmonic syncopation in the left hand writing of the B section (see Musical Example 4.8). 

A variety of half-note seventh chords are placed on the second beat within the 3/4 time 

signature. These half notes include augmented seventh chords, enharmonically 

diminished eighth chords, and suspended seventh chords. As the diminuendo continues, 

the writing thins to a single note syncopation. The syncopations are in contrast to the 

regular flow of right hand triplets. 

 

 

Musical Example 4.8: Rosenblatt, Piano Sonata No. 2, Movement II, mm. 65-70 

 

 

 

 

                                                        
53 Karl Koenig, Jazz in Print: An Anthology of Selected Early Reading in Jazz History, reprint 

from Nov. 1901. (Musician, Pendragon Press, 2002), 67.   
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Idiomatic Voicing: Suspended Chords 

 In jazz, a suspended triad involves a fourth replacing the traditional third; for 

instance, the root triad in C major becomes C-F-G instead of C-E-G. Unlike traditional 

harmony, the suspended triad in jazz is considered a stable harmony, so the fourth does 

not generally resolve to the third.54 Since a suspended chord is difficult to identify as 

major or minor, it offers an open sound while the dissonance between the fourth and fifth 

adds tension.55 The suspended chords in Rosenblatt’s Piano Sonata No. 2 are readily 

identifiable and applied for dramatic moment. Suspended chords are found at the climax 

of the first movement (see Musical Example 4.9). During measures 221-224, the left hand 

plays suspended seventh chords on beats three and four, and Rosenblatt continues his use 

of suspended chords following the arrival point at the downbeat of measure 225. From 

measures 225-226, Rosenblatt uses suspended seventh chords in the left hand in 

combination with the right-hand octaves followed by seconds in the inner voice. 

Suspended chords are used for dramatic build-up and lead to the climatic arrival in this 

example. 

 

 

 

 

 

 

                                                        
54 Robert Rawlins and Nor Eddine Bahha. Jazzology: The Encyclopedia of Jazz Theory for All 

Musicians (Milwaukee, WI: Hal Leonard, 2005), 10. 

 
55 Ibid. 
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Musical Example 4.9: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 221-226 

   

 

Swing 

 Definitions of the term “swing” vary, but it is typically identified as a rhythmic 

phenomenon.56 “Swing,” is also known as “swing eighths,” indicates an uneven triplet-

based subdivision of the quarter note.57 For jazz musicians, even if the score appears as 

                                                        
56

 Mark C Gridley, Jazz Styles, 5.  

 

   57 Randall J Creighton, "A Man of Two Worlds: Classical and Jazz Influences in Nikolai 

Kapustin's Twenty-Four Preludes, Op. 53" (DMA Diss., The University of Arizona, 2009), 54.  
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an even triplet, the general performance practice is to play the pattern unevenly. “To 

understand more complex syncopations and another essential element of jazz feeling, the 

swing eighth note, requires an acquaintance with ways in which beats are divided into 

smaller units.”58  

In measures 225-236, Rosenblatt applies the swing technique in the first 

movement of his Piano Sonata No. 2. In measures 225-226, the rhythmic pattern is 

notated as a dotted half note, representing a one-beat value, followed by two quarter notes 

in a 12/4 time signature (see Musical Example 4.10). He indicates in the score that three 

quarter notes are equal to three triplet-quarter notes, which effectively increases the 

tempo. In performance, the pianist would typically play three quarter notes equally; 

however, in Rosenblatt’s recording, he approaches it as a long-short-short sequence with 

an accelerando at the climax of the first movement.59 Although he employs jazz harmony 

and rhythm throughout this composition, this marks the only place in which Rosenblatt 

utilizes the jazz technique of swing. This noticeable performance practice further 

demonstrates the jazz influence found in Rosenblatt’s compositional style.  

 

 

 

 

 

 

                                                        
58 Mark C Gridley, Jazz Styles, 361. 

 
59 Alexander Rosenblatt, Piano Sonata No. 2, Classical Archives, accessed March 2015, 

http://www.classicalarchives.com/work/23428.html, MP3. 
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Musical Example 4.10: Rosenblatt, Piano Sonata No. 2, Movement I, mm. 224-226 

 

 

Improvisational style 

Improvisation, crucial for composers throughout centuries of musical 

development,60 occurs when a musician plays without written or printed music, 

spontaneously creating a piece of music. Bach, Mozart, Beethoven, Hummel, Clementi, 

and Liszt showed their brilliant displays of improvisational skills in their concerts in the 

eighteenth and nineteenth centuries.61 Jazz also utilizes improvisation; it is considered an 

essential part of the foundation of jazz. The basic concept of jazz improvisation is that a 

given chord progression is initially played by the performer with four- and eight- bar 

                                                        
60 "Improvisation," The Oxford Dictionary of Music, 2nd ed. rev., Oxford Music Online, accessed 

December 11, 2016, Oxford University Press. 

http://www.oxfordmusiconline.com.ezproxy1.library.arizona.edu/subscriber/article/opr/t237/e5140. 

 
61 Ibid. 
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phrases.62  The performer may then develop the melodic line based on the given chord 

progression to his or her taste and creativity. 

The most consistent rhythmic pattern to emerge out of improvisation is an eighth-

note pattern within a chord progression.63 The melodic line is predominantly made up of 

scalar passages, and the scalar passages are developed through various chords (see 

Musical Example 4.11).64  

 

Musical Example 4.11: Peterson, “Days of Wine and Roses,” mm. 44-47 

 

  

It would appear that this influence of improvisational practice is found in the 

second movement of Rosenblatt’s Piano Sonata No. 2. The slow melody and 

accompaniment passage of the A section is heightened by running scalar passages 

accompanied by chords in the B section (see Musical Example 4.12). After a six-measure 

introduction, the B section begins with an improvisational style that features a melodic 

line of running triplet eighth-notes against a chordal accompaniment. A single melodic 

                                                        
62 Mark C Gridley, Jazz Styles, 385.  

 
  63 Dennis Lee Moorman, "An Analytic Study of Jazz Improvisation with Suggestions for 

Performance” (DMA Diss., New York University, 1984), 36.  

 
64 Ibid, 34. 
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line centers on the scalar passage with chords that punctuate the rhythm of the melody. 

The varied accompaniment figures, including syncopation, broken octaves, seventh 

chords, and seventh suspended chords, create different tone colors against unrelenting 

triplet eighth-notes.  

 

Musical Example 4.12: Rosenblatt, Piano Sonata No. 2, Movement II, mm. 71-76  

 

 

 Rosenblatt, within this composition, combines the effects of preceding classical 

composers with the influences of jazz musicians—especially Oscar Peterson. Despite 

Rosenblatt’s own classification of his music as “classical,” combined with jazz features 

are blended into his writing through quartal harmony, syncopation, suspended chords, 

swing, and improvisational style. These features serve as evidence of his fondness and 

respect for the jazz idiom.



 71

CHAPTER V: SUMMARY AND CONCLUSIONS 

 

 

 
As demonstrated through this analysis, Alexander Rosenblatt’s Piano Sonata No. 

2 is a compelling and fascinating idiomatic fusion of classical and jazz elements.  This 

fusion reveals a mixture of old forms and new styles that bring a fresh interest to the 

sonata—an historic musical form. It is clear from this study of Piano Sonata No. 2 that 

the influence of jazz combined with that of precedent European art composers provided 

Rosenblatt with a unique voice in the arena of contemporary piano music. 

Rosenblatt composed Piano Sonata No. 2 in 1988, at the outset of his 

compositional career. It is designed as a three-movement sonata in a quasi-romantic style. 

Thus far, it is the only sonata for which Rosenblatt has adopted modified Sonata-Allegro 

form, meeting his purposeful goal of composing a sonata with the defined form in mind.  

In email communications, Rosenblatt urged me to seek out the Romantic qualities 

and the numerous compositional influences found in this sonata. Rosenblatt named 

Chopin’s Piano Sonata in B-flat minor, Op. 35 as a specific model for his Piano Sonata 

No. 265 though one may also turn to other major piano works of this composer in order to 

identify important similarities. Borrowing from aspects of Chopin’s innovative 

compositional techniques, Rosenblatt adopted the treatment of development and 

recapitulation, monophonic and polyphonic writing, and developing variation for his 

sonata.  

The influences of Rachmaninoff and Prokofiev also served as major inspirations 

for Rosenblatt. Within the sonata, he appropriated elements of their writing styles, 

                                                        
65 Alexander Rosenblatt, E-mail interview by Hyeyeon Park, Tucson, Arizona, March 23, 2015. 
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including homophonic writing, chromaticism, rhythmic groupings, bitonality, and a 

pianistic approach to open position chordal writing.  

Exotic music from foreign cultures has been of significant interest to many major 

composers of the 20th and 21st centuries, and within American culture, it is perhaps jazz 

that has received the widest and most continuous attention from art composers 

worldwide. Not all art composers have successfully integrated jazz elements into their 

works. However, Rosenblatt’s background as a performing jazz musician, the influence 

of his father’s passion for jazz, and his academic research into American jazz composers 

have given him a unique access to the harmonic language and stylistic trends of 

American jazz. Rather than the simple reproduction of a jazz style in Piano Sonata No. 2, 

Rosenblatt interweaves the jazz elements of quartal harmonies, suspended chords, 

syncopation, swing, and improvisational style into the classical forms that frame them. In 

this sonata, jazz harmonies and rhythms transport the music forward into a contemporary 

style that is both brilliant and passionate.   

Rosenblatt is an active performer and records his own music, which offers 

valuable insight for performers. Though Rosenblatt indicates dynamics, tempo markings, 

and articulations in the score, his recorded performance of Piano Sonata No. 2 reveals 

that he does not necessarily follow these indications. Several passages, though appearing 

in full realization, suggest an improvisatory character, and might invite the performing 

pianist to adopt a freer approach.  Rosenblatt is clearly open to diverse interpretations, 

and to providing performers a degree of freedom and flexibility not usually found within 

the classical performance model.  
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The depth of the jazz influences and features within the sonata required me to 

broaden my own knowledge of jazz, which has influenced my growth as a performer and 

as a teacher, and generated a diverse set of ideas for my own practice and performance 

activities. Moreover, my study of Rosenblatt and his Piano Sonata No. 2 has significantly 

expanded my knowledge of the repertoire that melds classical and jazz elements, and it 

has broadened my approach to the repertoire selections I make for my students. My 

fascination with Rosenblatt’s music has only increased through this study, and given the 

opportunity to explore further research, my next undertaking would be his Piano Sonata 

No. 3, titled “Romantic,” a large, sectionalized single-movement form. 

With his fusion of classical and jazz compositional techniques, Rosenblatt 

occupies an important place in contemporary piano literature. My research sheds light on 

Rosenblatt’s compositional techniques, contributing to the scholarship on contemporary 

piano literature in general and providing insight for performers and scholars with specific 

interest in Rosenblatt. I hope that my work stimulates further research on Rosenblatt and 

his Russian contemporaries, and that his compositions may assume a prominent place in 

the standard repertory. 
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APPENDIX A 

PUBLISHED PIANO WORKS BY ALEXANDER ROSENBLATT 

 

Published Solo Piano Works by Alexander Rosenblatt (1956—) 

Date Title Instrumentation 

1987 Sonata No. 1 Piano 

1988 Sonata No. 2 Piano 

1988 Variations on a Theme of Paganini Piano 

1988 Etude in Blue Piano 

1989 Chopin Variations, 14 Variations and Finale on Chopin’s 

Prelude in C minor 
Piano 

1990 Kamarinskaya-Fantasia on 2 Russian Themes Piano 

1993 Tango Piano 

1994 Sonata No. 3 Piano 

2000 Fantasy on the Theme of Astro Boy Piano 

2004 Christmas Fantasy Piano 

2007 Preludio e Fuga Latina Piano 

2007 If Scarlatti Could Swing, 2 Sonatas for Piano Piano 

2007 Etude- Humoresque Piano 

2008 Swan Lake, Suite from Tchaikovsky’s Fantasy Suite, Op. 20 Piano 

2011 Liszt Fantasy Piano 

2012 Bumble-Bee-Bop, Concert Piece after N. Rimsky-Korsakov Piano 

2013 Wagneriana, Concert Fantasia for Piano Piano 

 

Published Piano Duet Works by Alexander Rosenblatt (1956—) 

Date Title Instrumentation 

1994 Alice in Wonderland, 2 Humoristic Pieces for Piano Duet Piano duet 

1994 Carmen Fantasy for Two Pianos Piano duet 

1994 Fantasy on Theme in Jewish Style Piano duet 

1995 Prelude e Quasi-Ostinato for Orchestra Piano duet 

1996 Concertino on Two Russian Themes for Four Hands Piano duet 

1997 Tango for 2 Pianos Piano duet 

2003 Rimsky-Korsakov’s Fantasy for Two Pianos Piano duet 

2004 Ave Maria for Piano Four Hands Piano duet 

2005 Fantasy on Japanese Themes for 8 Hands on Piano Piano duet 

 

 

Published Concerto Works by Alexander Rosenblatt (1956—) 

Date Title Instrumentation 

1995 Concertino on Two Russian Themes for 4 Hands and Orchestra Two Pianos and 

Orchestra 
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2005 Waltzing with Hartmann (after Mussorgsky) for Piano, Electric 

Bass, Drums and Orchestra 
Piano, Electric 

Bass, Drums and 

Orchestra 

 

 

Published Chamber Music Works by Alexander Rosenblatt (1956—) 

Date Title Instrumentation 

1985 Sextet for Winds and Piano Winds and Piano 

1992 Sonata for Cello and Piano Cello and Piano 

1993 Carmen Fantasy for Clarinet and Piano Clarinet and Piano 

n.d. Carmen Fantasy for Violin and Piano Violin and Piano 

n.d. Carmen Fantasy for Flute and Piano Flute and Piano 

n.d. Carmen Fantasy for Saxophone and Piano Saxophone and piano 

1993 Gloria for French Horn and Voice Horn, Voice, and 

Piano 

1996 “Memory” for Piano and Strings Strings and Piano 

2002 Odeum Fantasy, on Themes by Rimsky-Korsakov for Piano 

and Clarinet 
Clarinet and Piano 

 

*Note: These works are listed in chronological order as identified by Rosenblatt 

through email interviews. 
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APPENDIX B: PERMISSION LETTERS FROM THE PUBLISHERS 
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