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Chopin’s Wildest Children: The Piano Sonatas

The sonata as a genre, and as the soloistic antipode to the orchestral symphony, suffered a similar 
fate to the symphony in the early nineteenth-century. With an archetypal design established 
by Haydn, Mozart and Beethoven, and a vast array of already sonatas composed, succeeding 
composers were faced with a fundamental crisis in the genre; this was coupled with a similar crisis 
in the symphony. Considering Mozart’s seventy sonatas and Beethoven’s own fifty-five sonatas, 
Chopin’s three outputs in the genre (and one must dutifully also add his single cello sonata) might 
indicate the struggles faced by Romantic composers. In contrast to the sonatas of rather Classical 
composers at the beginning of the nineteenth-century, namely Mendelssohn’s fourteen and 
Schumann’s eight sonatas, including the latter’s C major Fantasy, Chopin’s and Liszt’s three and 
two sonatas respectively, lay claim to their position as the lone wolfs in their composers’ oeuvres. 
The uniqueness of these latter sonatas can, on the other hand, be understood as well-elaborated 
attempts for these composers to prove their ability to handle such complex structures, while also 
reinventing a form that had been around for many decades; in Chopin’s case, this allowed him to 
make the form more spontaneous and less predictable.

Frédéric Chopin’s first serious contact with the genre had been at the age of eighteen when 
he composed his sonata Op.4 in C minor, which was not published until two years after the 
composer’s death. This work should be considered as a work of a student, as Chopin composed 
it during his time at the Warsaw conservatory. His teacher, Józef Elsner, encouraged him to bring 
his new conception to fruition and did not enforce compositions rules on him. The Classical 
sonata form, as it has come to be understood, was fully developed during the middle to late 
styles of Mozart and Beethoven’s works. This form did not form part of the curriculum when 
Chopin attended the conservatory, with counterpoint and the work of J.S. Bach comprising the 
main body of work studied; it is not surprising therefore, that the opening bar of the Op.4 sonata 
corresponds to the beginning of Bach’s two-part invention in the same key, C minor. While this 
principal theme does not employ the same lyrical qualities widely associated with pre-existing 
Viennese sonatas, it does fulfil most of the formal requirements of a principal sonata theme, as 
there is eight-bar-symmetry and a characteristic motif that is heard after the Bach-quotation in 
the second bar. This motif has been developed out of the opening line and comprises three and 
later four ascending notes, with the last note pronounced by a dotted rhythm. This ascending line 
will reappear throughout the whole movement and conveys the propulsive, but also somehow 
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uncanny force of the quiet and subdued opening that seems to go against the movement’s tempo 
indication, Allegro maestoso. Even at the movement’s notably maestoso ending, after a catenation 
of these four-note lines with an ascending run in octaves towards its summit, a bombastic C-minor 
chord in triple-forte, the atmosphere of the movement’s opening is recalled; Chopin could easily 
have made this decisive and impressive gesture as the conclusion of the movement, but he adds 
one more bar with, surprisingly, four ascending quavers reminding us of the weak and mysterious 
opening. As a whole, the listener could detect some quintessentially Chopinesque wave motions 
and cantilenas in the middle sections of this movement. However, in its overall character the 
movement appears less in the romantic idiom than we are used to in Chopin’s later works. This 
movement may be understood as a more juvenile, yet determined attempt to rejuvenate the genre. 

One of the progressive ideas heard in the movement, occurs at the beginning of the 
recapitulation, which can easily be distinguished as the aforementioned Bach-citation, following 
two forte-strikes. But oddly enough, this motif is heard a pitch lower than before, now in B-flat 
minor instead of the original C minor. Aside from these exceptions, Chopin’s style is quite out 
of sync with the traditional rules and expectations of a sonata and may explain why many of his 
contemporaries were uncomfortable with this work. Even Franz Liszt, a passionate promoter 
of new musical forms and tonality in the early nineteenth century, said about Chopin’s sonata 
works—and he could very well have meant this first sonata in particular—that on the narrow, 
rigid form, Chopin could not apply the floating, indefinite contour which constitutes the appeal of 
his fashion (Er konnte der engen, starren Form das Schwebende, Unbestimmte der Umrisse nicht 
anpassen, was den Reiz seiner Weise ausmacht).

This statement could readily be used to describe the sonata’s third movement, Larghetto, 
which proves itself to be equally bulky and cumbersome with its five crotchet beats per bar time-
signature; this very unique time signature appears to provoke and disenthrall the expectations of 
a romantically mellifluous, and thus typically Chopinesque slow movement. For a listener in the 
1820s, one can imagine getting lost in time, not by way of nice melodies or gentle rhythms, but 
rather of losing one’s orientation through the irregular time signature. Nonetheless, this movement 
unfolds with a lyrical dialogue between upper and lower voices that is first articulated by the 
continued emphasis of the rhythm and after a block chordal opening, as imitations of each other. 
This may be what Peter Gould examined as the “genuine lyrical poise” of this movement.

The other two movements show less originality; the second as a traditional Menuetto-Trio 
form, which is Chopin’s unique minuet he composed, and the Finale with its obvious display of 

virtuosity. The latter’s opening rhythmical motif, comprising one minim and three consecutive 
crochets, recurs throughout the whole movement and one could interpret this as the reversal of 
the famous opening rhythm of Beethoven’s fifth symphony.

Hats off, gentlemen, a genius! (Hut ab, Ihr Herren, ein Genie) With these words, Robert 
Schumann, born in the same year as Chopin, welcomed the young conservatory graduate into 
the realm of published composers in 1831, three years after Frédéric Chopin had completed his 
first sonata. Having left Vienna for Paris in the same year, he seemed to be intimidated by the 
critical reception of his first sonata and so his second was not composed until 1839, more than 
ten years after the first. Opposed to the widespread popularity this piece had gained in Paris 
and beyond, the world of music critics and intellectual appeared to be not ready for Chopin’s 
new conception of the sonata. Confronted with Chopin’s second sonata, Op.35 in B-flat minor, 
Schumann expressed his scepticism: The idea of calling it a sonata is a caprice, if not a jest, for 
he has simply bound together four of his wildest children, to smuggle them under this name into 
a place to which they could not else have penetrated (Daß Chopin es Sonate nannte, möchte 
man eher eine Kaprice heißen, wenn nicht einen Übermut, daß er gerade vier seiner tollsten 
Kinder zusammenkoppelte, sie unter diesem Namen vielleicht an Orte einzuschwärzen, wohin sie 
sonst nicht gedrungen wären). However, compared with Chopin’s first sonata, this mature work 
exhibits a more coherent and sonata-like structure: a first movement recognisably in sonata form, 
a scherzo with trio and the famous slow movement, Marche Funèbre. Remarkably, all the four 
movements are set in a minor key and, according to the length of every movement, are centred 
around the funeral march.

The improvisatory four Grave bars which precede the beginning of the first movement’s 
main theme, are startling. Reading in the programme that the sonata is written in the key of 
B-flat minor, one should be sincerely surprised that it begins in the wrong key: D-flat major! 
Fortunately, this slow introduction quickly leads to the correct minor key. Together with the 
following accompanying figure, eight times repeated in doppio movimento (means double-speed), 
they prepare the listener for a widespread composition. The principle theme of the movement is 
developed out of this accompaniment and thus, sneaks in almost unnoticed until its melodious 
jump to the highest pitch of the piece thus far, eventually coming to be defined the main subject. 
Driven by the force of this running gesture in both the melody and accompaniment, the theme is 
not concluded after a further eight bars as one might expect for a typical main theme of a sonata 
form. Rather it enhances itself in a vicious circle. Reaching another climax after the second 



simply entitled Scherzo, further leverage is given as a description rather than an instruction is used 
to indicate the tempo. However, the decisive character of the upbeat, followed by five repetitions 
of the tonic note, moves single-minded towards the last note by means of crescendo and accent, 
and the tempo should assimilate to this forceful theme, which recurs throughout the whole 
movement. With its quasi-conventional structure and application of traditional fourfold sonata 
form, this Scherzo is evocative of the grand scherzos from Beethoven’s middle and late period 
sonatas rather than Chopin’s idiosyncratic sonata compositions. The “furious insistence of the 
repeated octaves and chords in the scherzo, its explosive rhythmic and dynamic power” place 
it, according to the musicologist Anatole Leikin, right in the midst of a Beethovenian tradition. 
Other Chopinesque elements found in some of his Mazurkas, namely the characteristic jumps, 
stamps and heel clickings on the third or the second beat also appear. Aside from this, the Scherzo 
functions mostly as a transition from the first movement to the third movement. The restlessness 
character and perceived relationship between the themes in the first and second movements 
helps to create this impression. Despite the movement’s conventional scherzo-trio-scherzo form, 
it concludes surprisingly: firstly, it unusually recalls the slow and devotional character of the 
middle-trio-section at the end, and secondly, the final key appears not to be the initial E-flat minor, 
but instead its related major key G-flat, finally confirmed by two timpani-like staccato octaves in 
the bass. This ending could not be more juxtaposed to the beginning of the movement and thus, 
guides the listener gently from the tempestuous first movement towards the deeply dramatic yet 
calming tone of the third, the funeral march.

The third movement, Chopin’s now infamous Marche Funèbre, was composed two years 
prior to the rest of the sonata. It is hardly surprising therefore, that the main theme of the funeral 
march combines aspects of the sonata’s two preceding movements; this can be seen as a further 
repudiation of Schumann’s accusation of compositional inconsistency. The repeated tonic, which 
forms the primary motivic cell of the main theme, can be found in the Scherzo and the interval 
of a minor third characterises also the first movement’s main figure and at the beginning of the 
main theme itself. Furthermore, the first section of the funeral march melody mirrors the opening 
of the first movement’s principal theme, as analysist Alan Walker has shown. This enigmatic 
main melody, characterised by the fateful dotted rhythm on the second beat, is underlaid by a 
constant funeral bell ringing in the left hand, seemingly unchangeable as fate itself. Once again, 
the references to Beethoven as the grandfather of the funeral march are undeniable. One need only 
recall the second movement of the Eroica symphony, also entitled Marcia funebre or the piano 

repetition of this theme, a barely audible descending inner-voice is heard in the midst of this 
vicious and propulsive section. This voice immediately leads to the lyrical second theme, which 
could hardly be more different from its predecessor. It conveys a solemn, sostenuto character 
with larger note durations and elongated melodic lines. After this contrasting section, the tempo 
returns to that of the opening by means of a gradual diminution of the note values. This continues 
until a threefold expressive gesture with an ascending bass line concludes the exposition, guiding 
it to the final key D-flat major. The first part of this sonata, the exposition, could without doubt 
be considered traditional in its treatment of the form. So conservative was the exposition, that 
one of the earliest German editions of Chopin’s sonatas includes a repeat sign at the beginning 
of the exposition, after the Grave introduction; the practice of repeating the exposition was 
commonplace in Classical sonata forms, particularly following a slow introduction such as the 
one present here. The addition of a repeat sign after this introduction in the publications of 
Chopin’s works continues even in the latest editions, with one only nineteenth-century critical 
edition following the composer’s intention. This edition was revised by Johannes Brahms who, 
as Charles Rosen notes, ‘was too intelligent to perpetuate the error’. He claims that if a repeat 
is played it should include the first four bars as they are an integral part of the composition as 
well as a new retransition from D-flat major at the end of the exposition back to B-flat minor. 
The development section continues with the well-established technique of varying dynamics and 
increasing and decreasing dramatic level. Following an impressive progression which recalls the 
opening’s initial accompaniment, the main theme merges arrestingly above spectacular triplet 
wave motions in the left hand. As a result, Chopin not only recapitulates the main melodic theme 
and the preceding accompaniment which began eight bars previously, but also the very first motif 
of the Grave-introduction, if one listens to the bass movement carefully. Consequently, this theme 
passes spectacularly through breakneck harmonic progressions, recalling the inescapable force 
of this theme in the exposition. After sufficient treatment of the main theme, Chopin naturally 
introduces the recapitulation by means of the lyrical second theme, as he similarly does in his 
second piano concerto. The movement finally ends in a decisive chord sequence over a thunderous 
version of the main theme in the left hand, concluding with triumphant fff-chords in B-flat major.

To recall Schumann’s criticism of incoherence between the movements, the first confutation of 
this can be seen in the lack of tempo instructions for both the first and second movements. While 
there is an indication in the first movement that it should be played at double the speed of the 
initial Grave-bars, this awards considerable rooms for interpretation. In the second movement, 



funeral march is too apt to require any material detail for support. The power comes from the 
density of the writing, the refusal of Chopin to make any compromise for the comfort of the 
listener, to afford any relief from the continuous pianissimo, the extreme velocity, the swift 
changes of harmony that must be caught by the ear through the movement of a single line. The 
intensity, the extraordinary demands made on the listener’s concentration, are hypnotic.

Here, Rosen shows that Chopin achieves the perfect balance and relation between the 
consecutive movements, as the composer gives the listener a continued sense of funereal realism 
by confronting him with an unforgiving and fleeting last movement. To return to the words of 
Schumann, who had quite the opposite opinion, this is not music. Thus, the sonata concludes as it 
began, cryptically, like a sphinx with a sneering smile (Musik ist das nicht. So schließt die Sonate 
wie sie angefangen, räthselhaft, einer Sphinx gleich mit spöttischem Lächeln).

Some five years after completing the Op.35 sonata, Chopin finished his trilogy of piano 
sonatas, although one Cello sonata was still to follow, with the slightly less popular relative of 
the B-flat minor sonata, his piano sonata Op.58 in B minor. Chopin dedicated the work to his 
friend and student Comtesse Élise de Perthuis and it was composed in a relatively short time 
frame in the autumn of 1844 at the country estate of his wife, George Sand, in Nohant. This was 
three years prior to the couple’s break up in 1847, the time when Chopin was working on his last 
sonata, Op.65 for cello and piano. This cello sonata, as Anatole Leikin has observed, shows many 
thematic references to a work cycle whose main subject refers to being separated of the beloved: 
Franz Schubert’s Winterreise. The relationship, however, is already visible in the ascending figure 
at the beginning of the piano sonata Op.58 as it contains a striking similarity to the first notes of 
Gute Nacht, the first song of Schubert’s song cycle. As this resemblance cannot be overstated, we 
shall undertake a closer examination of Chopin’s last sonata.

As we have discussed, the principal theme of the first sonata and last movement of the second 
sonata contain notably references to Bach. Beginning with Chopin’s study of Bach’s work during 
his time at the conservatory, Chopin’s veneration of and adoration for the Baroque master 
steadily increased throughout his career and plausibly reached an apogee with the sonata in B 
minor. Studying counterpoint treatises and playing Bach’s preludes and fugues before concerts as 
warm-up exercises, Chopin became obsessed with polyphonic principles of the Baroque era. The 
result is probably nowhere better seen than in the first movement of his last piano sonata, and in 
particular, in its main theme and aforementioned descending figure. This powerful and somehow 

sonata Op.26 in A-flat major with its funeral march as third movement. In placing the funeral 
march after the Scherzo and before the final movement, this Beethovenian styled sonata appears to 
serve as the formal model for Chopin’s second. Beethoven, in dedicating his piano sonata funeral 
march sulla morte d’un Eroe, or funeral march for a dead hero, combines dolorous expression 
with heroic features, especially in the middle trio-section of the movement with its timpani- and 
fanfare-like gestures. Chopin, in contrast, shows none of these compromises in his more dreary 
march and trio. Rather than emphasising its heroic aspects, Chopin includes dulcet melodies after 
the macabre and morbid mourning of the march.

The finale of Chopin’s second piano sonata could be understood as the movement which 
caused most bewilderment to his contemporaries as well as to Schumann or Mendelssohn. The 
musicologist Richard Taruskin, referring to Schumann’s famous quote, describes illustratively that 
“the brief final presto, played sotto voce throughout, is indeed a wild child, unique and practically 
indescribable: a moto perpetuo all in octaves except for the last chord.” In a letter to his friend 
Julian Fontana, Chopin described the movement as the left hand in unison with the right, 
gossiping after the march (la main gauche et la main droite bavardent après la Marche). His own 
explanation seems to be far more level-headed than standard receptions of this finale movement. 
Two perceptions exist for this short movement. The first can be traced back to the pianist and 
composer Anton Rubinstein who figuratively described it as night winds sweeping over church-
yard graves, as if the funeral procession of the third movement has just left the cemetery. However, 
the effect of representing wind blowing over the graves has generally been achieved with heavy 
use of the pedal and it is known that Rubinstein’s performance of this movement—resembling 
Rachmaninoff’s interpretation which has been recorded—employed the pedal extensively. 
Chopin, though, is known to indicate pedal usage meticulously and accordingly to the notation 
of this passage only the last chord should be played with pedal, the rest without. This rather dry 
instruction juxtaposes the Romantic ideal and instead harks back to a Baroque tradition notably 
found in the music of Bach, which, as we have seen, Chopin appreciated. In its perpetuum mobile-
like unison it is most reminiscent of Bach’s solo suites for Cello with the most notable comparison 
being in the prelude of Bach’s D-major Cello Suite, BWV1012. Like Bach’s instrumental solo 
suites, this movement, played austerely without pedal until the end, requires much more active 
engagement from the listener. Despite its hurried pace the movement simultaneously corresponds 
to the fading mood of the funeral march. As Charles Rosen concisely points out:

The emotional power of this finale is evident enough: the sense of terror and anguish after the 



The Scherzo, once more placed as the second movement by Chopin, does not provide such 
formal deviations as the Scherzo of the second sonata and rather recalls the solo suite and 
perpetuum-mobile-like character of the latter’s final movement. The trio section employs four-
part counterpoint and so together with aforementioned character Chopin compresses two main 
features of Bach’s compositional principles in one movement. In other respects, compared to 
Chopin’s individual Scherzos, it has a simplistic design but with striking originality. The third 
movement, entitled Largo, has often been compared to Chopin’s famous Nocturnes and certainly 
reveals this relationship in its sostenuto flowing middle part. The framing parts of this movement 
with their slow measure in double metre and assisted by dotted rhythms and melodic restraint, are 
more evocative of funeral march from the second sonata. Whereas the second, lyrical theme from 
the first movements already hints at the melodious trio of the infamous funeral march, the third 
movement maintains it procession-like gesture. Its major mode and the unfolding melody help to 
alleviate the lament. When the Nocturne-like trio generates a hypnotic, serene tranquillity, which 
even the sudden key change to the remote F minor for several bars cannot suppress, the remnants 
of any funereal tones fade. Subsequently, when the march-like section should typically recur the 
triplets continue in the accompaniment, but with one noticeable difference: each second triplet is 
interrupted by a quaver rest. As Leikin argues, this causes that “the solemn procession of the first 
part turns, in the Largo’s reprise, into a lullaby”.

As Chopin perhaps noted, the Finale of his third piano sonata is also the last of his twelve 
piano sonata movements. Here, he shifts focus away from polyphony in favour of sonata-rondo 
form, as Mozart and Beethoven had done previously. While Chopin’s sonata-rondo is not 
comparable in its harmonic advancement to the works of the Viennese Classical master, it does 
show a commitment to the form and genre of the sonata. Introduced by majestic octave jumps 
over rising semitones in the bass, the finale’s main theme communicates the bustling mode of a 
rondo-theme in its traditional 6/8-metre. This stream of running quavers is first interrupted when 
the second theme appears, albeit exclaimed in double forte rather than with sensitive lyricism. 
Conventionally transposed to the relative major key, B major, it is constructed by means of a 
typical periodic structure: the antecedent opens with a question that is answered by means of the 
theme in the left hand, adorned by a falling quasi-ornamental scale in the right; and of course, 
both themes are developed out of pre-existing material from the preceding movements. As it is 
the main aspect of the rondo-form, both these themes are repeated throughout the movement, 
albeit through a series of unconventional keys (E minor, E-flat major, G major). Conforming to 

regal theme dispenses with Chopin’s typically melodic qualities and favours neutrally in this 
regard. That confirms with one important polyphonic principle, as Leikin further explains: “What 
is done with a theme is much more important than what the theme is per se”. Thus the more 
neutral and austere the theme is constructed, the more it is valuable for polyphonic treatment 
and transformation. This is what occurs extensively following the theme’s first appearance, as the 
initial figure is sufficient enough to allow Chopin to commence a transition following a repetition 
of the theme. A retrograde statement of the theme is heard in the left hand and is later joined by 
the right hand as ascending repetitions of the motivic cell rise semi-tonally toward a march-like 
motif that is spun out of this figure. This march accentuates a second contrapuntal principle, 
imitation, which can be heard in the two-bar march that unfolds into a more elaborate canon 
some bars later. Here Chopin achieves an ingenious adaptation of this polyphonic resource into 
the Romantic sonata. Continuing this transition towards the lyrical theme Chopin develops an 
impressive amount of musical ideas and tonal pictures from the theme’s basic idea, and reserves 
melodic qualities for the second theme until this theme commences. This theme, though, is 
another example of Chopin’s unique capability of enduing lyrical themes with such weightlessness, 
that it can hardly be labelled as theme in the conventional sense of the word, but rather as a 
never-ending stream of melodious waves. In the course of this stream Chopin attaches his typical 
ornamentations and diminutions, we have come to know from his Nocturnes, Ballades and so 
on. Almost concealed this theme develops back to the contrapuntal texture, which now also 
includes motivic patterns from the lyrical theme, which is in itself also carved out of the main 
theme. The subsequent and subtly introduced development section is certainly the climax of 
Chopin’s polyphonic experiment, difficult to grasp in its complexity but fulfilling the section’s 
requirements. Despite this, it follows a known structure: Similar to Chopin’s treatment of the first 
movement of his second sonata, here he uses the main theme’s recurrence not as the beginning of 
the recapitulation as one would expect, but rather as the culmination of the development section, 
sounding sempre forte above tempestuous accompaniment in the left hand. This mechanical 
semiquaver-move underlying the principal theme is yet another example of Chopin’s reverence 
for Bach and dominates the remainder of this section. Lastly, and following the established norms 
of sonata form, the true recapitulation is satisfied with the melodic second theme. As it is the 
function of the recapitulation section to restore the original key, and due to the fact that this 
second theme does not fit comfortably with a minor mode, Chopin simultaneously introduces the 
relative major key, B major, in which to end the first movement triumphantly.
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the tradition of minor modes sonatas the rondo and sonata as a whole end triumphantly in the 
relative major key B major. This piano sonata marks the end of not only the composer’s dealings 
with the genre, but also of widespread criticism by means of the uncompromising drumbeats of 
these last chords.

The most criticised aspect of Frédéric Chopin’s piano sonatas has been their apparent lack of 
coherence, as if the composer had simply gathered together four single pieces for each sonata 
which were coincidentally or not, in related keys. Schumann’s famous remarks about the B-flat 
minor sonata as comprising ‘four of Chopin’s wildest children strung together’ is one example 
of the critical reception Chopin’s sonatas received. Claude Debussy’s conclusion about Chopin’s 
sonatas appear to highlight the latter’s nervousness: As a matter of fact, Chopin’s nervous 
temperament was ill-adapted to the endurance needed for the construction of a sonata: he made 
elaborate ‘first drafts’. (Certes, la nervosité de Chopin sut mal se plier à la patience qu’exige la 
confection d’une sonate; il en fit plutôt des ‘esquisses’ très poussées. From Monsieur Croche 
antidilettante) To this day, some music scholars regard the sonatas as failed attempts to construct 
a large form; this goes same way to explain the lack of literature on these famous pieces. With 
only three sonatas composed, it is reasonable to assume that they demanded more effort from 
Chopin than his petite salon-pieces. However, as this engagement with the sonatas has attempted 
to show, his struggle with the large form has by no means failed, but rather resulted in a more 
accurate and elaborated mosaic of interrelations, coherencies and references, which cannot be 
discerned by casual listening or glancing at the scores. Chopin’s ability to balance these elements 
comes from neatly hidden formal concessions and the use of several compositional tools found 
in the music of Bach; combined, these aspects award Chopin’s sonatas continuity. Schumann’s 
characterisation of the single movements as Chopin’s wildest children finally reveal two of their 
essential features: they can indeed be called wild, that’s why we enjoy listening to them so much. 
But, they are not as Schumann claimed simply bound together, instead these wild children must be 
akin.
© Lukas Beck
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been elected by the leading German music magazine as “Upcoming artist of the year 2005”.

In the past years his students have won numerous first prizes in international and European 
piano competitions. Wolfram Schmitt-Leonardy was invited to give masterclasses for the “Amiata 
Piano Festival”, “Musica Viva” (Italy), for the “Camerata dell’Arte Foundation” and “Opusfest” 
(Philippines), for the festival “Musiktage Saarlouis” (Germany), for the Academy of cultural 
affairs Saarlouis, at the conservatory in Cluj (Romania), in the course of the “International Piano 
Festival Malaysia”. In 1997 he held a chair for piano teaching at the “University of Music Saar” 
and since 1998 he is working there constantly. Since 2007 Wolfram Schmitt-Leonardy is also 
teaching at the prestigious “École Normale de Musique de Paris Alfred Cortot” in Paris (France). 
In the past years his students have won more than 20 prizes in international piano competitions.

During his studies he was awarded highest prizes, eg. in the Walter Gieseking Competition 
(1987), the International Piano Competition Carlo Soliva (1988), the European Music 
Competition Torino (1991), the International Piano Competition Sergej Rachmaninoff (1993), 
the International Piano Competition Mazara del Vallo (1994) and the International Piano 
Competition Pietrà Ligure (1998). Furthermore he has twice been awarded the culture prize of the 
municipality Schwalbach (1987/1989), the “fine arts-scholarship” of the federal state Saarland 
(1994) and the culture prize of the district Saarlouis (1997).

In addition he has performed in renowned concert halls and on the occasion of international 
festivals, eg. the Philharmonia Berlin, the Philharmonia St Petersburg, the “Berlin Festwochen”, 
“White Nights” St Petersburg, the “Internationale Musiktage im Dom zu Speyer”, the 
Musikfestspiele Saar, the “Mozartfest Schwetzingen”, the “Moselfestspiele”, “Kultursommer 
Südhessen”, “Alexandria Opera House” and “Manasterly Palace Kairo” (Egypt), “Philharmonic 
Hall Poznan” (Poland), the “International Mozart Festival Romania”, the “East-West-Festival 
Poland”, the Saarbrücken congress Hall, the Mettlach chamber music festival, the “International 
Piano Festival Malaysia”, the Stuttgart Marmorsaal, “Sylt in concert”, the Musiksommer Chorin, 
in Bayreuth, the Opusfest (Philippines) and additionally an impressive number of international 
engagements such as concerts in France, Austria, Switzerland, Finnland (Kemiö Festival), Slovenia 
(RTV Symphony Orchestra Slovenia), Jordania, Luxemburg, Romania, Philippines (CCP Manila), 
Italy (Amiata Piano Festival, Festivals in Venezia, Cagliari, Nora, Nuoro, Merano, Bolzano, 
Siracusa, Iglesias)

Among his music partners are the St Petersburg Philharmonic Orchestra, the Berlin Symphony 
Orchestra, the Philharmonia Hungarica, the Philharmonia of the Nations, the Philharmonie de 
Lorraine, the Beethoven Academy Orchestra Krakov, the RTV Symphony Orchestra Slovenia, 
the State Philharmonic of Oradea, , the Sinfonietta Saarbrücken, the State Philharmonic Sibiu, 
the State Philharmonic Brasov, the State Philharmonic Rheinland-Pfalz, the Filharmonia 
Sudecka, the State Philharmonic Cluj, the State Philharmonic Temeswar, the State Orchestra 
Trier, the Malaysian Symphonic Orchestra, the Philharmonische Bläservereinigung Stuttgart, 
the Südwest-Deutsche Philharmonie Konstanz, the State Philharmonic Poznan”, “Schlesische 
Kammerphilharmonie”, the Saar Wind Orchestra and many others under such famous conductors 
as Lior Shambadal, Emil Tabakov, István Dénes, Max Pommer, Leo Krämer, Emil Klein, Cristian 
Brancusi, Gheorghe Costin, Pavel Przytocki, Dariusz Mikulski, Justus Frantz, Philippe Dorn, Petre 


