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^.BSTRACT 

Although Louis Moreau Gottschalk's works are not 

generally recognized as being exceptionally significant in 

the development of musical style, they do serve as a link 

between the music of Frederic Chopin and that of Charles 

Ives. Certain stylistic characteristics of Chopin are seen 

in many of Gottschalk's works, especially those which 

incorporate "Scherzo" and "Mazurka" passages. 

Simultaneously, Gottschalk's concept of using popular tunes 

as prominent melodies and themes was later expanded by 

Charles Ives. Gottschalk's works include some of 2\merica's 

first experimentations with form through utilization and 

expansion of the basic form of ABA Coda. 

Through his use of varied ABA form with repeated and 

parallel passages, Gottschalk developed his particular 

style of phrasing, texture, and rhythm, all of which figure 

prominently in his works. Four pieces are examined with 

these concepts as the basis for analysis. 
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CHAPTER I 

INTRODUCTION 

Perhaps it is due to his premature death at age forty 

that Louis Moreau Gottschalk's works for piano are not more 

common in the pianist's repertoire. Nevertheless, if for 

no other reason, Gottschalk's music should be retained and 

performed for its historical significance, since Gottschalk 

was one of the first "serious" composers of the United 

States. As a predecessor of Charles Ives, Gottschalk was 

one who "trembled on the verge of a breakthrough but who 

never fully lived up to his potential."^ 

Gottschalk's piano works are a link between Chopin 

(especially his mazurkas and scherzos) and Ives (who 

utilized typically "nationalistic" themes of his day within 

many of his works). With this connection in mind, 

Gottschalk's works deserve to be studied to see how they 

form this important link, as well as for their significance 

to nineteenth-century American music. 

Gottschalk's works are musically innovative in three 

areas; 1) his phrasing of original and traditional themes 

from the early 1800s; 2) his concept of texture, either 

^Harold C. Schonberg, The Lives of Great Composers, W. 
W. Norton, (New York, 1981) p. 564 



within a specific section or throughout an entire work; 3) 

his perception and development of rhythm. (Harmonies did 

not tend to be a particularly noteworthy aspect of 

Gottschalk's composition; therefore an indepth study is 

excluded.) 

Phrasing 

A Phrase is "the shortest passage of music which, 

having reached a point of relative repose, has expressed a 

more or less complete musical thought.This definition 

is taken one step further in the present analysis of 

Gottschalk's works. His specific notations regarding 

performance (dynamics, accents, staccato markings, and 

slurs) are clues to his concept of phrasing. To say that 

Gottschalk's phrases end only when the "repose" is felt 

(almost predictably every eight measures) contributes 

little to an understanding of his music. With Gottschalk, 

phrasing is also influenced by the character of the piece 

itself. 

Texture 

"Much like woven fabric, music consists of horizontal 

and vertical elements . . . forming melodies . . . and 

^Douglass M. Green, Form in Tonal Music, (Holt, 
Rinehart, and Winston, Inc., 1965) New York, p. 7. 



h a r m o n i e s . I n  G o t t s c h a l k ' s  p i e c e s ,  t e x t u r e  i s  w o v e n  b o t h  

horizontally through the utilization of note values within 

a melodic passage or section, as well as vertically where 

chordal density plays the major part. Depending upon the 

v/ork in question^ one direction of texture may play a more 

significant role than the other. 

Rhythm 

Rhythm is Gottschalk's most prominent stylistic 

feature. Within each of his works, it is the rhythm that 

is the underlying connection from the first measure to the 

last. 

"In its primary sense [rhythm is] the whole feeling of 

movement in music with a strong implication of both 

regularity and differentiation. in isometric rhythm, every 

time value is a multiple (or fraction) of a beat, and the 

measures are equal and are normally accented on the first 

beat. "4 

It is through these musical concepts (phrasing, 

texture, and rhythm) that the author will study four of 

Gottschalk's works for piano. These four selections were 

chosen by the author because Gottschalk often performed 

^willi Apel, Harvard Dictionary of Music, (Balknap 
Press of Harvard University Press, 1972) Cambridge, 
Massachusetts, p. 842. 

^Ibid. (See^) page 729. 
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them during his concert tours in the late 1850s through the 

1860s. These pieces utilize progressive rhythms, folksongs 

and simple themes, which led Gottschalk to be the rave of 

his day. 

The works are analyzed with the above definitions and 

adapted concepts in mind, although each work will have its 

unique sections, and some aspects will be more significant 

than others. 

Preceding each analysis of the selected pieces will be 

a brief commentary on the work as well as a structural 

chart which shows the basic form and sections. Then the 

four pieces will be discussed in light of the chosen 

musical elements. A summary will draw specific musical 

conclusions. 

Gottschalk's style extends from musical ideas in vogue 

well before his compositional period to new and broader 

concepts which continued after his death. Through this 

paper it is the author's hope that Gottschalk's piano works 

will receive greater recognition for their musical and 

structural significance, and that composers, musicologists, 

and musicians in general will hold them in greater esteem. 



CHAPTER II 

BIOGRAPHICAL INFORMATION 

Louis Moreau Gottschalk was born in New Orleans, 

Louisiana in 1828. His mother, a Creole beauty of French 

aristocratic antecedents, was both temperamentally 

emotional and demonstratively affectionate. Gottschalk's 

Jewish father, a speculative businessman from London, held 

high expectations of his son. "Moreau," as first-born, 

would later help in the raising of his six younger brother 

and sisters. At age eighteen, his mother separated from 

his father, and proceeded to follow Gottschalk to Paris 

with her other children in tow. Gottschalk then served as 

a surrogate parent to his siblings. In view of this early 

"parental" responsibility, it is not too surprising that, 

although he was to have many affairs, Gottschalk never 

marr ied. 

From infancy, Gottschalk showed exceptional musical 

sensitivity. At age three, he could pick out tunes on the 

piano, sung to him by his mother, such as "President's 

March" (also known as "Hail, Columbia"), and some arias 

from Meyerbeer's "Robert le Diable."! Meyerbeer and 

Bellini became youthful idols to Gottschalk, whose works h 

^Robert Offergeld, The Gottschalk Legend (New York: 
Arno Press and The New York Times, 1969), p. xiv. 
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collected avidly. Several of these composers' original 

themes 'yere later to appear in piano compositions of 

Gottschalk. 

Gottschalk liked to extemporize upon operatic themes. 

Supposedly, upon hearing a new Meyerbeer opera, he could 

reconstruct themes from the opera, note for note.^ At 

seven, Gottschalk substituted for his organ teacher at 

church on a moment's notice, thus winning his first 

newspaper notices as a prodigy.^ At twelve, due partly to 

his mother's strong influence upon his life, Gottschalk 

played a "farewell" concert prior to leaving the United 

States for Europe. This performance was somewhat 

premature, for he remained in his city for more than a 

year.^ But at thirteen, and despite his mother's firm 

misgivings, Gottschalk's father succeeded in sending him to 

Paris for training as a piano virtuoso.^ Gottschalk, being 

physically small and underdeveloped, sailed to Le Havre 

under the supervision of a sea captain known to his father. 

It was ten years before Gottschalk was to return to the 

United States. 

^Louis M. Gottschalk, Notes of a Pianist (New York; 
Alfred A. Knopf, 1964), p. xiv. 

3ibid., P- XV . 

4ibid., p. XV . 

^Ibid., p. XV . 
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Through his inherited social status from his mother, 

Gottschalk's general education in Paris from 1842 to 1849 

was thorough and well-bred. Nevertheless, being labeled a 

"barbarian" from America, Gottschalk was not allowed the 

honor of studying under the best of piano teachers at the 

time.^ However, through these secondary teachers, 

Gottschalk became acquainted with Camille Saint-Seans and 

Georges Bizet. 

Gottschalk studied composition with Maledon, whose 

teaching method inspired Saint-Seans to write; 

. . .  a  w o n d e r f u l  t o o l  w i t h  w h i c h  t o  g e t  t o  t h e  
depths of music—a light for the darkest corners. 
In this system the chords are not considered in and 
for themselves—as fifths, sixths, sevenths—but in 
relation to the pitch of the scale on v/hich they 
appear. The chords acquire different 
characteristics according to the place they occupy, 
and, as a result, certain things are explained 
which are, otherwise, inexplicable."^ 

This unorthodox teaching of tonality v/as probably a strong 

influence upon Gottschalk. Its influence is seen in 

Gottschalk's peculiar harmonic coloration, especially in 

his extensive use of chromatic liberties, and in his 

ability at improvisation. 

At eighteen, "Social Status" v/as to become 

®Ibid., p. XV. 

^Offergeld, p. xv. 



Gottschalk's middle name.^ He seemed to know everyone 

everywhere, and it was through this socially elite peer 

group that Gottschalk put the finishing touches on his 

education. 

As Gottschalk traveled, performing for benefits, salon 

appearances and free concerts, he was discovered by Chopin 

and Berlioz. Gottschalk's performances of Chopin's music 

brought praise from the great composer.^ Chopin also 

showed a strong interest in Gottschalk's own compositional 

talent. Berlioz became Gottschalk*s life-iong friend and 

companion throughout much of his remaining life. It was 

through Berlioz that Gottschalk was able to perform both as 

a soloist and with various orchestras. As Berlioz stated, 

Gottschalk possessed "all the different elements of the 

sovereign power of the pianist, all the attributes that 

surround him with an irresistible prestige."^® 

Gottschalk's Parisian debut was at age twenty, when 

much of his repertoire consisted of his "Creole" 

compositions which were the fad of the salons he 

frequented. His pianistic style was compared by the 

critics to chat of Chopin.- By concensus, Gottschalk was 

^Gottschalk, p. xvi. 

^Offergeld, p. xv. 

l^Offergeld, p. xvi. 
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labeled as the new world's authentic voice in music, and it 

was France that first acknowledged and insisted on the 

importance of Gottschalk's "Americanism."H 

Gottschalk's piano style was viewed as a new, fresh, 

gay approach, which was able to reach out to his audiences' 

sensitivities. Many of his works at the time--"Bamboula," 

"Le Bananier," "La Savane," and "Le Mancenillier" (which 

are virtuoso piano pieces) emerged from childhood memories 

of Nev7 Orleans songs and Afro-American dances. The jazz

like phrase forms, the rhythmic vitality, and the exotic 

coloration of these works was the most interesting concert 

"novelty" heard in Paris since Chopin's mazurkas and 

polonaises. Although Gottschalk's piano compositions were 

expanding into other styles, it was through these Creole 

pieces that he captivated his European audiences from 

Germany to Spain to Russia. The most popular of these 

pieces, and the one that launched Gottschalk's successful 

career, was "Le Bananier." According to Robert Offergeld, 

it may be questioned whether any piece has ever 
been so much played or so much applauded. 
Gottschalk alone has played it at fifteen hundred 
concerts in Europe. Goria, Ravina, Prudent, Madama 
Pleyei, etc., etc., adopted it in their programmes. 
Transcribed for the violin by Leon Reynier, and for 
the violoncello by Offenbach, it became proverbial 
in the music trade for its enormous and universal 
sale. A single publisher in Paris realized 250,000 
francs with this little piece alone, and at the end 

^-Gottschalk, p, xvii. 
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of two years sold the copyright to another 
publisher for 25,000 francs more.^^ 

Gottschalk had performed more than fifty concerts on 

piano by his twenty-first birthday. He entertained 

nobility—the Grand Duchess Anna of Russia, the Imperial 

Highness of Sardinia who, in return for the dedication of 

several of his works, presented Gottschalk with precious 

jewels in fantastic settings of real gold, and the Vice-

Queen of Poland and the Prince of Prussia. 

It was after a concert in Switzerland that his 

reputation as a ladies' man evolved. At the end of a 

concert in Geneva, he was abducted by an "Amazonian" young 

woman, who, before witnesses, picked Gottschalk up bodily 

and placed him in her carriage. She drove off, and neither 

were heard from for five weeks! Geneva was shocked while 

Paris clucked. His romantic escapades were compared to 

those of Jenny Lind, who was defended by a critic, who 

stated, "At least she was never carried off bodily 1"^3 

During the next two years, Gottschalk performed often 

in the Spanish provincas and privately for Queen Isabella 

II, to whom ne was an honored guest. His concerts, 

especially the ones which includes his Spanish rausic, 

caused quite a stir in Spain. His music was 

^^offergeld, p. xvii. 

1^Gottschalk, p. xvi. 
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enthusiastically received. The queen soon bestowed upon 

Gottschalk the first of two knighthoods, and many other 

glamorous honors were conferred upon him. 

It was during this time that Gottschalk was very free 

with his abundant money supply. He became acquainted with 

a young peddler named Ramo'n, whom he housed and clothed. 

Since the boy's father was in jail for murder, Gottschalk 

legally adopted him—thus at the age of twenty-two becoming 

an instant father with none of the limitations of marriage. 

Kamon was then sent to the United States for education, 

where he lived somewhere in the South, since it was later 

noted that he fought on the South's side in the Civil War. 

Upon Gottschalk's return to the United States in 1852, 

his Spanish success, "El Sitio," which contains many 

original tunes and fold excerpts, was modified and called 

"National Glory," or "American Reminiscences," 

incorporating such tunes as Stephen Foster's "Old Folks at 

Home" and "Oh! Susanna." 

Despite Gottschalk's fame throughout Europe, his debut 

in New York v?as not the success he had grown to expect. 

However, his second performance brought v;ith it a more 

thunderous reaction. It is said that upon hearing of a 

Gottschalk performance next door, forr.ier President Martin 

Van Buren and his son left a performance of "La Sonnambula" 

to hear the pianist who was American born, yet European 
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acclaimed Millard Fillmore and Abraham Lincoln were 

also at one time or another in attendance at a Gottschalk 

performance. Offergeld says that "Gottschalk could 

congratulate him.self on the most impressive Presidential 

fan club until the days of Paderewskii 

Although Gottschalk's audiences were normally 

receptive to his compositions, the critics seemed to praise 

his lesser works, or so it seemed to Gottschalk. In 

addition, the critics did not perceive the originality of 

his works, and were not concerned about their Americanism. 

They preferred his Spanish and French pieces, those which 

Gottschalk felt had already served their purposes. It was 

his new, Americanized music he wanted to be discovered. 

Around this time, Gottschalk developed what might be 

called "Style Pianola." This was a totally American style 

which, according to Offergeld, "liked sad titles, 'vox 

angelica' melodies, pathetic barbershop harmony, thrilly 

tremolosj- sweepy harp effects, and lots of runs on cue."^® 

The pieces of this style are what many have in mind when 

they refer to Gottschalk's "salon music." Its success was 

outrageous;, flooding the nation's parlors for a generation 

14offe rgeld, p. xxii. 

^^Offergeld, p. xxii. 

l^Offergeld, p. xxii. 
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to come. These mazurkas, caprices, galops and polkas are 

intense and force an emotional response of one feeling or 

another. 

In addition to these nationalistic pieces composed for 

the American home, much of Gottschalk's music composed 

around this time derives from influences assimilated on his 

West Indian visits to places like Puerto Rico and Cuba. 

His one-act opera, "Escenas Campestres," is comparable to 

Rossini in its musical style and in the sheer enjoyment it 

affords the singers. Gottschalk's first symphony, "A Night 

in the Tropics," is unquestionably an example of what 

Offergeld calls "America's participation in the real, not 

the counterfeited. Romantic tradition. 

Within two years of Gottschalk's debut in New York 

(February of 1853), his virtuosic fame was challenged only 

by Sigismond Thalberg, who had shared honors with Liszt 

himself in Europe. Gottschalk and Thalberg teamed up to 

perform two-piano recitals, which supposedly produced the 

"greatest volume of tone ever heard from a piano" to date. 

A "Grand Duo di Bravura" on "II Trovatore" was their 

greatest showpiece. 

Gottschalk's physical appearance was often described 

in his performance reviews. His narrow face, contrasting 

-"^Offergeld, p. xxiii. 
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with his black hair, had delicately sharp features. The 

most fascinating feature of Gottschalk was his large, 

strangely-hooded and brooding eyes, which, in further 

contrast to his features, were a bright blue, giving a 

"hypnotic" effect. 

Masterful usage of Cuban percussion effects in his 

concert music highlighted many of Gottschalk's works. His 

aforementioned symphony, "A Night in the Tropics," is not 

only scored for a large orchestra, but in addition, a wind 

band (including the trumpet and ophicleide) 

drums, or "bamboulas." The King of Cabildo of French 

Negroes once participated in a performance of the 

Symphony's second movement. He traveled from Santiago de 

Cuba for the premiere, to personally play the bamboulas as 

well as other native percussion instruments. 

In 1860, an odd turn occurred in Gottschalk's career 

as well as with his personal life. Just at the peak of his 

renown in the West Indies, Gottschalk reduced his public 

performances considerably, and devoted the next three years 

to idleness-especially towards the piano. 

His journal gives evidence that he was overwhelmed by 

the "sins of the flesh" during this period. According to 

Offergeld, Gottschalk 

began to live according to the customs of those 
primitive countries, which, if they are not 
strictly virtuous, are nonetheless terribly 



attractive. I saw again those beautiful 
"Triguenas," with red lips and brown bosoms, 
ignorant of evil, sinning with frankness, without 
fearing the bitterness of remorse . . 

The end of the war brought Gottschalk to California. 

His concerts in San Francisco saw gold and silver coins 

being hurled at the stage. While branching out 

geographically, he reached Virginia City, Nevada. Here the 

tide turned from the praise and wealth of the West Coast; 

for here in Nevada, as Offergeld reports, "his audiences 

heard him with a curious and vacant air, exactly as if he 

were speaking Chinese.This reaction affected 

Gottschalk's opinion of America to be "the country of 

money—not the one of artists." 

A terrible scandal broke out upon Gottschalk's return 

to San Francisco. A girl of a well-known family and a 

student of the Oakland Female Seminary, spoke slanderously 

of him, after spending "several hours with him— 

unchaperoned, and upon returning late to her seminary." 

This led to a most damaging result--Gottschalk left the 

country by the next boat. In view of Gottschalk's previous 

liaisons, it seems that one more would go unnoticed. This 

one, however, brought about a quite different reaction. 

^^Offergeld, p. xxv. 

^^Offergeld, p. xxvii. 



Gottschalk settled in South America, where he kept in 

close contact with his American friends. Although he was 

urged to sue for slander, Gottschalk declined to do so. 

Amazingly, the media at the time defended Gottschalk, and 

it seemed clear that his return to the United States would 

be welcomed. 

Nonetheless, Gottschalk stayed in South America and 

toured Peru, Chile, Argentina, and Uruguay, receiving 

favorable responses, not unlike his earlier career. 

However, Gottschalk was eventually obsessed by bouts of 

depression and developed an indifference to life. Despite 

failing health, he made a late effort to resume his 

European career by planning a return trip to Paris, Italy 

and England. He prepared for this trip by rehearsing 

incessantly and writing several new works, including his 

second symphony. Prior to his intended return to Europe, 

Gottschalk reaffirmed his reputation throughout South 

America by dedicating pieces to countries and their 

leaders--pieces which intertwined folk melodies of the 

chosen country of commemoration. The press referred to him 

as "0 divino Pianista" or "the Great Artist." 

In 1869, fighting off a series of illnesses, 

Gottschalk unknowingly committed a kind of suicide by a 

combination of overwork and "sexual intemperance." 

(Several rejections of sexual advancement were recorded 
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throughout his journal during his stay in South America.) 

Gottschalk's body was brought to the Green-Wood Cemetery in 

Brooklyn, where his family erected a monument of marble, 

consisting of a white angel bearing a lyre and book. 

Inscribed within the book were the names of six of 

Gottschalk's more successful works: 

Bananier M< rche de Nuit 

Last Hope Dernier Amour 

Murmures Eoliens MorteJ! 

Today the angel, the book and the lyre have disappeared 

from Gottschalk's grave. Only a vaguely discernable name 

on a marble pedestal remains. 



CHAPTER III 

ANALYSIS 

"Tournament Galop" 

Gottschalk probably performed his "Tournament Galop" 

more often than any of his other works, since he always 

included it as the first or second encore on his concert 

programs.1 It became one of his personal favorites as well 

as a delight to his audiences. The long fanfare-like 

introduction of repeated octaves and chords (ten percent of 

the piece) catches the listener's attention immediately. 

The listener is unaware, however, that the changing, 

constantly resounding B-flats of the introduction have been 

stressing the dominant key, only to give way to the tonic 

(E-flat major) just before the entrance of the first 

section. 

Upon arriving in the tonic, the galloping of horses 

and the intrigue of a polo match are suggested by various 

note patterns—for example, two sixteenths and an eighth 

note as in measure 23, or the prancing triplet figures of 

measure 55. Virtuosity of technique is required, 

especially toward the end where the hands cover both ranges 

^Louis M. Gottschalk, Notes of a Pianist (New York: 
Alfred A. Knopf, 1964), p. 411. 
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of tha keyboard in a matter of seconds. "Tournament Galop" 

is a "salon" piece for the piano which explores color, 

brilliant dynamics,- and extensive range with virtuosic 

flair. 



structural Chart No. 1 ("Tournament Galop") 

Form: introduction, ABA 

Introduct ion 
1-22 

con bravura; 
presto 

1 .  
2 .  

f f 
V key 

21 

A 23-89 
a 23-38 
con spirito 

Jfj 
1. Motive X 
2. Parallel Double 

Per i od 
3. Very loud 
4. Most articulate 
5. Gr-m. 35 
6. PAC-m. 38 

gb 
Bt»;35 

Repeated 
39-54 

b'̂ : 51 

b 55-70 
con grazia;leggiere 

1 .  
2 .  

3. 
4. 
5. 

6 .  

Motive y 
Parallel Doubl 
Peri od 

P 
lightly, dancing 
descending scale; 
brilliante 67-70 
PAC-m. 7B 
Eb 
g: 63 
3^:67 

)le J 

Retransition B 90-132 Repeated 
70-72 a 74-89 a 90-105 8 va 

con f uoco 106 -121 

1. From Intro 1. Motive X 1. inverted X 1. Elaborated 
duction, m. 2. Articulate as motive 2. ff f 
19-22 before 2 . Double parallel 3 . con molto fuoco 

2, Inverted X 3. NS, 84-85 per iod 4, "Three vs. Two" 
motive 4. PAC in Tonic, 89 3. mf 120 

4, accented, broad 5. PAC-m. 121 
B^ Eb melody 
Eb;71 5. PAC-m. 121 Pp 



structural Chart No. 1 ("Tournament Galop") (Continued) 

b 121-13 2 
strepitoso 

•| ff 
running 
chromat i c 
octaves in 
both hands 

a 133-148 
con molto fuoco 

1, fff 
2. repeat of 106-

121 
3. Stressed accents 
4. Elaborated 
5. PAC-ra. 148 

A"-

A 149-199 
a 149-164 
animate con spirito 

1. Modified 
2. ff 
3.. Parallel Double 

Period 
4. Gr-m. 161 
5. PAC-m. 164 

6^:176 

b 165-180 
leggi ere 

1. Motive Y 
2. repetition of 55-70 
3. piano, light 
4. contrary scales at 

"brilliatite" 177-180 
5. PAC-m. 180 

fib 
8^:1715 

Retransition 
180-183 

1. As from m. 
121-132, 
running 
chromatic 
octaves in 
both hands 

2. strepitoso, 
182 

a 184-199 
marcato il canto 
tutta la forza 
possible; molto 
animate grandioso 

1. Parallel Double 
Period 

2. PAC-m. 199 

fib 

Coda 199-219 

ff 
descending chordal 
octaves in both hands 
from retransition-mm. 
121-128 
PAC's-mm, 
203-205, 
DC's-mm. 
I AC * s-mm. 

204, 219 
repeat of 194-201 
207, 215 
211, 217 

3. 

tsj 
a\ 



Phrasing 

Periodic phrasing is an important structural element 

in "Tournament Galop." A  typical "phrase," or section, 

consists of a parsllel double period--sixteen measures in 

length. Articulated and accentuated sections are more 

common than legato or rubato sections. 

Introduction (meas. 1-22) 

No phrase markings or articulations are indicated in 

the Introduction. The texture of the music suggests a 

stately and precise execution. The sustaining pedal could 

be used for slight coloring provided both downbeats and 

offbeats are clearly heard. 

A-a (meas. 23-54, 74-89, 149-164, 184-199) 

Rigid accents occur on the first, second, third and 

fourth eighths of each measure. These accented notes 

should resound clearly and loudly with pedaling used only 

slightly for effect. 

A-b (meas. 55-70, 165-180) 

Section A-b offers the closest resemblance to a legato 

section in the entire piece. Although the triplet figures 

are slurred (followed in each case by an accented eighth 

note) , each note of the slur must be clearly articulated 

since the dynamics are soft and the treble part works its 

way quite high. The notes of the triplets would have been 



better served by a slurred staccato marking to ensure their 

audibi1ity. 

B-a (meas. 90-121, 133-148) 

The melody is strengthened by accenting the quarter 

notes in the treble. As in section A, phrases are parallel 

double periods. 

B-b (meas. 121-132) 

This entire section consists of sixteenth-note octaves 

alternating between the hands. Although none have accent 

marks, the octaves must be stressed so that the beat is 

clearly felt. The section serves as a bridge between the 

two B-a sections. Nevertheless, it should be played with 

the same energetic spirit as the rest of the piece. The 

alternating octaves give the impression of legato, even 

without pedal. 

Coda (meas. 199-219) 

The coda uiues the same alternating octave technique as 

section B-b; the phrasing is also alike. Since this is the 

final section- the "Grandioso" (meas, 208) and the cadence 

chords create a feeling of definite finality. 

The coda consists of five four-measure phrases. 

Through exploration of range, accents, and stressed 

patterns, these phrases suggest the feeling of a true 

tournament. 



Texture Chart No. 1 ("Tournament Galop") 

MEASURE 5 10 15 20 25 30 35 40 45 
xxxxxxxxxxxxxxxXXXXXXXXXXXXXXXXX###################################### 
Introduction A a repeated 

50 55 60 65 70 75 80 85 90 

# # # # # # # # # # # # x x x x x x x x x x x x x x x x x x x x x x x x x x x x x # # # # # # # # # # # # # # # # # # # # # # # # # # # # #  
b a B a 

95 100 105 110 115 120 125 130 135 

repeated b BRIDGE— a --

140 145 150 155 160 165 170 175 180 
*********«*******! !!!!!!! I !!!!!!!!! 5!!!!!!!XXXXXXXXXXXXXXXXXXXXXXXXX** 

A a modified b 

185 190 195 200 

-- A elaboraged Coda-

205 210 215 219 
########XXXX**XXXX************'  

Code: x thin # medium ! thick 
X moderately thin * moderately thick 



30 

Texture 

Perhaps the clearest method of viewing the various 

textures of this piece (as well as the other works 

discussed in this theses) is from a chart in which standard 

type symbols are used to represent varying densities of 

textures (see accompanying texture charts). The texture 

within "Tournament Galop" varies from a single note in each 

hand to large chord clusters of up to eight notes. Certain 

sections of the work, as delineated in Structural Chart No. 

1, may include more than one texture. However, it is 

reasonable to view the various textures themselves as 

sections. These sections may be repeated in a modified 

style, thus altering the original texture. 

The key to the texture charts is as follows: 

Symbol Texture 

x Thin; single notes to simple triads 

X Moderately thin; decrescendo 
rhythmically in octaves 

# Medium; passages with one to two notes 
played in right hand with chordal 
accompaniment in left hand 

Moderately thick; octaves with one 
chordal tone in betv.'een in the 
melody; crescendo rhythmically 

Thick; octaves with two or more chordal 
tones in between melody, rhythmic 
crescendo; chord clusters in both 
hands 
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The type symbols of the texture charts are 

superimposed over the structural plan of the work, so that 

one can see how texture varies from section to section. 

Rhythm 

The rhythmic drive of "Tournament Galop" is 

unrelenting and continuou'-> almost monotonous) . Performers 

must keep the rhythmic patterns even, since they suggest 

trotting of horses. This pictorial suggestion is effected 

through three basic rhythmic patterns. 

The first is a figure with two sixteenth notes on the 

downbeat and an eighth note on the upbeat ( ). This 

pattern (Motive X) is seen only in the A sections and the 

Coda. 
n,i. 

Example 1: Measures 23-26 from section A. 



Example 2: Measure 202 from Coda. 

The second basic rhythmic pattern is an inversion of 

the first ( )• It is first heard in the introduction 

and bridge passages before it is developed in section B. 

Example 3: Measures 14-17 from the 
introduction. 

Example 4; Measures 70-73 from Bridge. 



Miiifato. 
C'tm f'liooo. 
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Example 5; Measures 90-91. 

Measures 90-93, from Section B. 

The third rhythmic pattern is the triplet/eighth note 

figure used exclusively in section A-b ( ̂  ). 

OiiCtrnTiA 

Example 6; Measures 55-57. 

All of these patterns yield a strong downbeat-upbeat 

feeling within the rhythmic pulse. Although repeated 

excessively within sections, these simple patterns give an 

energetic and eager character to this dynamic work. 
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"The Banjo" 

More times than not, Gottschalk chose "The Banjo" as 

the closing piece on his concerts. This work attempts to 

paint a picture of a carefree musician improvising upon a 

simple melody with his banjo. The work exemplifies 

Gottschalk's love for the South and for his native New 

Orleans by incorporating a plantation theme of the working 

class Creoles. The ostinato-1ike, lilting bass line and 

the bright F-sharp major key give the piece an optimistic, 

lighthearted feeling throughout. 

Gottschalk called this work a "Grotesque Fantasie" for 

two reasons: the insistent occurrence of F-sharp, and the 

jagged left-hand accompaniment with sudden accents and 

atypical syncopation unusual for that time. 

Long after its composition and audiences' approval of 

the piece, Gottschalk noted that "'Banjo' (is) a melody for 

the Negroes! Poohl Lacks execution without taking into 

account the old tricks,"^ indicating that the melody didn't 

lead anywhere, and that his form was not followed as 

closely as piano works prior to that time. 

^Louis M. Gottschalk, Notes of a Pianist (New York: Alfred 
Knopf, 1964), p. 212. 



STRUCTURAL CHART NO. 1 ("The Banjo") 

Form: ABABA Coda 

Introduct i on 
1-8 

Octaves 
Motive y-
descending 

'^J 

A 9-54 
a 9-38 

Notes to tonic 

a 1. Motive X jo. 
2. Constant L_t=i 

repetitions 
i. 13-16 equals 

9-12 
ii . 21-24 equals 

17-20 
iii. 29-32 equals 

25-28 
iv, 37-38 equals 

33-34 
Motive X' R • . -

b 39-54 

1. Motive Y in 
bass 

2. 43-46 equals 
39-42 

3. Motive X 47-49 
equals 23-25 

4. 50-54 Extensions 
of X and X' 

B 55-82 
a 55-69 

1. Melody In upper 
treble 

3. Repetitions 4-
measure 
segments 

i . 59-52 equals 
55-58 

i i. 67-70 equals 
63-66 

4. X 
5. Motive Y in Bass 

•# 

p # r r  r r  
A 83-122 

b 69-82 a 83-107 b 107-122 B 
1. Sounds 1. Motive X 1. Motive Y a 

improvi satory 2. 83-94 2. 103-114 1 
2. Extensive bass equals 9-20 equals 35-46 

usage and 3 . Extensive use 3, Motive X' 

octave of Motive X 4. 116-121 

doubling equals 92-97 
79-82 Transcend 
back to A 

B 123-151 
123-137 
123-127 
equals 55-69 

b 137-151 
1. 137-151 

equals 
69-82 

2. 147-150 
transcend 
back to A 

p# 


