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Abstract: This research contributes to the studies on the origins and transformations of
Tchaikovsky’s Children’s Album, Op. 39 using the linguistic methods of discourse, metaphor,
and comparative analysis to explore a number of connected questions and their impact
on how the audiences and scholars perceive and understand the compositions. These
methods are supported by the technology provided by computational linguistics, such as
large language models along with music analysis algorithms based on signature pattern
elicitation. This article examines how artificial intelligence technologies can shed light
on the differing views on the Children’s Album. The meanings and implications of the
published reordering of the pieces are explored. The influence of Schumann’s Album for the
Young and the broader pedagogical and cultural significance of editorial transformations is
investigated. Through this interdisciplinary approach, this study offers new insights into
the compositional intent and interpretive possibilities of Tchaikovsky’s work. The presented
results of the musicology, literary, computational, and linguistic analyses complement the
few scholarly studies aimed at unveiling the intriguing metaphors and connections of
the Children’s Album, which tend to remain in the shadows of his larger-scale piano and
symphonic works.

Keywords: musicology; literary analysis; artwork genesis; translation authenticity;
Tchaikovsky; metaphor analysis, comparative analysis

1. “Sketches of Unconditional Simplicity”?

Pyotr Ilyich Tchaikovsky (1840-1893) composed the Children’s Album, the 24 pieces
for piano, Op. 39, in 1878. By the moment of creation, Tchaikovsky was already famed as
the author of the First piano concerto in B Flat Minor, Op. 23 (1875), the voluminous plot for
Swan Lake (1875), and the four symphonies. Just the same year, Tchaikovsky completed
Eugene Onegin, one of the cornerstones of the Russian operatic repertoire, the pathbreaking
Violin concerto in D Major, Op. 35, and other large-scale symphonic, choir and piano works.

It would not be too speculative to suggest that initially, the composer might have been
considering the Children’s Album as a minor contribution to the music literature for the
young with the titles that would attract the interest of children in the same manner as Schu-
mann’s compositions assembled in his Op. 68 (Schumann 1848). Indeed, from Tchaikovsky’s
letter to Nadezhda von Meck (Tchaikovsky 1878b) we can learn:

Since a while ago, I've been thinking that it would be nice to contribute to the
children’s music literature, which is not rich at all. I want to create a series of
little sketches of unconditional simplicity with the titles that would be attractive
for children, like Schumann’s [titles]. (our translation)
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Although this letter perhaps provides an important insight into Tchaikovsky’s original
idea, knowledge based solely on private communications must be approached with caution.
Tchaikovsky himself wrote in one of his diaries from June 1888 (Bullock 2016, p.13):

Letters are never entirely sincere, at least judging by myself. Regardless of
my correspondent or my reason for writing, I am always concerned about the
impression that the letter will produce not only on my correspondent, but even
on some casual reader. As a result, I pose. [...] Whenever I read the letters of
eminent people after their deaths, I am always troubled by a vague feeling of
falseness and deceit.

Maybe, the final result we know from Tchaikovsky’s original manuscripts (Ichaikovsky
1993, 2015) diverged so significantly from his initial intention, which he shared with von
Meck in his letter, that he accepted the editorial reordering of the compositions while
approving the score for the first publication by Peter Jurgenson (Tchaikovsky 1878a) fol-
lowed by many other editions including including the academic editions of complete works
(Cajkovskij 2001; Tchaikovsky 1948), which kept the same ordering.

There were also minor changes in the music score, such as a missing pianissimo at
the end of the Winter Morning and the elimination of the ironical harmonic ostinato in
the basso voice of the German Song. These changes do not substantially affect how the
work is perceived by the listener, though. However, the effect of reordering is surely
much stronger, and it is impossible not to see how these transformations impacted the
inner micro-cycles perfectly displaying the metaphorical depth of the whole work to be
understood as portraying the stages of the life journey (Ayzenshtadt 2003), as well as the
hopeful rebirth hidden behind the facade of the “sketches of unconditional simplicity”
for children.

This article aims at providing an in-depth study of the metaphors, transformations,
and genesis of the Children’s Album, extending the musicology research with insights
from linguistic and computational instruments. We seek out the possibilities to revisit the
prevailing views on the Children’s Album and to explain the implications of the editorial
decisions towards understanding the authentic work in a holistic way, with respect to both
original manuscripts and the modern studies of Tchaikovsky’s legacy.

2. Introduction Proper
2.1. Perception Points and Research Questions

Despite the existence of a few important scholarly studies on the metaphors expressed
by 24 compositions from the Children’s Album (Kandinskiy-Rybnikov and Mesropova 1990;
Lazanchina 2015; Nekhaeva 2018), the latter is still often (mis)understood as through
elicitation of the following seven perception points:

(1) The Children’s Album was published undoubtedly according to the author’s will
with regards to the order of compositions and conceptual connections between them;
(2) The Children’s Album is a collection of piano pieces; (3) It is a collection of simple piano
pieces (4) appealing for children’s attention, (5) capturing the essence of childhood, serving
(6) primarily the pedagogic purposes, yet, displaying (7) a similar approach as in Robert
Schumann’s 43 Clavierstiicke fiir die Jugend, Op. 68 (Schumann 1848), namely, to compose
sophisticated thematic music with the titles that would be attractive for the young and in
equal extent educational, enjoyable, and affordable (both mentally and technically) for the
young musicians.

From the perspective of cultural studies and implications, we discuss the following
three questions:
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1.  What is the possible meaning and implications of the reordering of the pieces in many
published editions compared to the original manuscript;

2. In what extent the structure and music contents of the Children’s Album can be consid-
ered as the imitations of Schumann’s approach in his Album for the Youth;

3.  What is the impact of transformations applied to the original manuscript on the
pedagogical and cultural value of the whole work.

We then adopt a different standpoint, and from the perspective of applying com-
putational and linguistic methods to extend pure musicology studies, we discuss these
two questions:

4. How an Artificial Intelligence (Al) technology, such as Large Language Models (LLMs)
can help to explore both the relevant and irrelevant common views to the composi-
tions; and

5. What are the possibilities of the computational models, such as pattern elicitation
algorithms for extending the musicology studies.

As we demonstrate in Section 2.3, the quite narrow topic of this research has been
addressed by just a few studies, specifically, among the papers published in English. Most
studies appearing in the context of music education touch primarily the methodical aspects
of piano play, and provide just superficial analysis of the metaphors and narratives of
the whole work. The book of Sergei Ayzenshtadt completely devoted to the Children’s
Album (Ayzenshtadt 2003) forms a rare exceptional case, where behind the facade of the
pedagogical tutorial, we discover a great review of substantial contemporary studies in
Russian, however this publication is almost invisible in the context of research works
published in English.

Therefore, in our study, we refrain from going too far to the analysis of pedagogical
goals: Ayzenstadt’s monograph serves the purpose well. The tutorial not only contains the
detailed analysis of the compositions focused on the piano play learning but also presents
the insightful comments on the examples of the Children’s Album’s pianistic interpretations
including those notable renditions by Alexander Goldenweiser, Yakov Flier, and Mikhail
Pletnev. We dare to suggest that Ayzenshtadt’s efforts work has played a significant role in
inspiring the subsequent growing interest in the Children’s Album as one of Tchaikovsky’s
emblematic piano works.

Rather than focusing on the pedagogical and educational aspects, we try to redis-
cover the composition at its different ontological stages and stratify the study using the
approaches provided by the conceptual apparatus of information (computational) theory
and linguistics as advised by Tomaszewski in his paper “On the analysis and interpretation
of a music work” published in Polish (Tomaszewski 2000).

2.2. The Illusion of Objectivity

Despite the prevailing ideal in research of attaining objectivity—understood as im-
partiality, neutrality, and universal truth—such a position is increasingly recognized as
unattainable, particularly in domains such as musicology where interpretation, affect,
and context are inextricably intertwined. In examining the Children’s Album, it becomes
clear that any claim to pure objectivity is complicated by the inherently interpretive nature
of musical analysis and pedagogy. As Emmet (1994) observes, objectivity is often treated as
a regulative ideal directing inquiry, yet the assumptions embedded in this ideal frequently
go unexamined. Eisner (1993), following Dewey (1969), contends that what passes as
objectivity is better understood as a selective stance cloaked in linguistic conventions that
depersonalize the researcher, creating the illusion of dispassionate observation.

Language, as Whorf (1940) and Sapir (1929) demonstrate, fundamentally shapes
perception, and thus what we describe is always filtered through cultural and linguistic
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systems. Philosophers such as Kant and Schopenhauer have long distinguished between
the mediated, phenomenal world and the inaccessible Kantian noumenal reality, under-
scoring the impossibility of knowing “things as they are”. Fish (1982) argues that texts
themselves are sites of negotiation between authors and readers. In this light, what becomes
epistemologically responsible is not a denial of subjectivity, but its acknowledgment and
management. Peshkin (1988) urges researchers to “tame” their subjectivity—to recog-
nize its presence, reflect upon it, and incorporate this reflexivity into their methodology.
Lather (2010) echoes this, defining objectivity as an “honest awareness” of one’s values and
their influence on the research process. In the context of the Children’s Album, this means
accepting that interpretive acts, such as evaluating the pedagogical function of reorder-
ing the sequence, cannot escape the researcher’s own musical, cultural, and pedagogical
frameworks. Thus, the interpreter engages with the work not as a detached observer but
as an active participant in co-creating meaning. To regard the collection as an integral
whole, as opposed to a series of isolated études, requires precisely this kind of engaged,
reflexive scholarship. In such a model, subjectivity is not a threat to understanding, but its
essential condition.

2.3. Reifying the Research Context

While exploring the sources (including the research studies, methodical textbooks,
music school tutorials, commentaries in the music scores, historical and biographical litera-
ture, web resources, etc.) one can observe the evident research gaps of two kinds. On the
one hand, probably, not without a hypnotic impact of Tchaikovsky’s own notion about
“unconditional simplicity”, the Children’s Album as a smaller composition positioned as
“merely” targeting the young musicians and their audiences, has not received the attention
it truly deserves, being much shadowed by Tchaikovsky’s large scale works—symphonies,
concertos, opera and ballet music. On the other hand, a few existing studies appeared in
Russian providing the very important substantial insights to the history, musical, and ped-
agogical aspects of the Children’s Album are almost invisible and rarely cited in music
literature published in English. Though bridging these gaps was not our main motivation,
it can be considered as one of the positive side effects of our studies.

The extant studies often overestimate the biographical and educational links of the
work in its published form considered as the composer’s final artistic statement, while
underrating the important musical and artistic aspects, as well as its appeal to audiences
from the distant eras, of different ages, and with diverse backgrounds. Recent studies are
questioning the perception of Tchaikovsky as a composer whose works were primarily
shaped by personal experiences (Maes 2024). As suggested by Wiley (2009), a fresh look
might be required at Tchaikovsky’s music’s sophistication and its place within the musical
thought of his days, not just the composer’s personal life and biography: “the ability
of a composition to transcend generations, whatever its genesis in life experience, is
increasingly divorced from biography over time as it resonates with the concerns of new
audiences” (Wiley 2009, p. xix).

Though, according to Mieczystaw Wallis, an artwork has its definite boundaries in
space and/or in time (Bokiniec 2009), specifically for performing arts such as music, these
boundaries can be extended or even substantially rethought as a result of the performer’s
interpretation as well as the audience’s experience and perception. The concept of the
importance of considering human perception of a piece of music (and, in broader sense,
a piece of art) through the contemporary context, and not just limited by the timely or
biographical aspects of its creation, is not novel and developed by many authors. According
to Mieczyslaw Tomaszewski, though biographical, historical, and cultural aspects are all
important components of the view to the music composition’s context, they don’t limit
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the process of music work’s integral interpretation. The performer (naturally connected
to the contemporary context) competently mediates the composition to the attention of
the listeners, and “helps others to open their ears and eyes, awaken their memory and
imagination” (Tomaszewski 2015) and, therefore, encourages them to create their own
meaningful interpretations.

2.4. Contributions to the Research Literature

The perspective of the generations transcended by the music composition aligns
with the concept of the perception-centric analysis (Schiavio et al. 2022) focusing the
human perception as a co-creative process involving the author, the performer, the listener,
and, in this particular case, the researcher. With this main vision in mind, this research
contributes to the research literature in the following ways:

1. We investigate the prevailing perspectives on the compositions from the Children’s
Album using the interaction with an LLM-driven Al agent.

2. We identify how the reordering of the music pieces from the carefully crafted original
manuscript impacted the perception of the musical contents of the Children’s Album.

3. We address the question regarding the degree of influence or imitation of Schumann
in the Children’s Album.

4. We describe the possible enhancements of traditional musicology studies with the
help of Al-driven technology, such as pattern elicitation algorithms through linguistic
and musical analysis.

5. We examine the transformations applied to the original manuscript from the perspec-
tive of their impact on the pedagogical and cultural value of the whole work.

Our focused research on the analysis of Tchaikovsky’s Children’s Album is in line with
the larger scale works on the particularities of human perception of music and on modern
analytical tools, including computational and linguistic instruments discourse, metaphor,
and comparative analysis, all substantially relying on Al, which could offer new ways
to examine the art work genesis, transformations, and implications, as well as deliver a
number of interesting complementary insights for the musicologists and music audiences.

3. Methods at a Glance
3.1. Computational Methods Extending Musicology Analysis

Detection of music file similarity based on tonality, tempo and chord progression
(that can be extracted from sound files using signal processing algorithms as demonstrated
by Thomas et al. (2016) can be very helpful to improve the algorithms of music retrieval,
but may not be enough to judge about stylistic and harmonic similarity or about the
presence of transformed citations where the key, tempo and melody can be significantly
modified compared to the original but keeping almost intangible traits of relatedness, still
perceptible by an experienced ear.

Rather than present-day machine learning approaches, in our preliminary experi-
ments (Pyshkin 2022), we tried to apply David Cope’s signature elicitation algorithms (Cope
1991) to analyze how often the signatures characterizing Schumann’s music for children
appears in the compositions from the Children’s Album against the signatures that would be
characteristic for a selection of piano works created by the composers that can be considered
as those who influenced the formation of Tchaikovsky’s style and approach including such
names as Bach, Beethoven, Haydn, Mozart, and Vivaldi. According to Cope, the idea of
signature is to represent a small composition-independent pattern, which does not resemble
an obvious excerpt from a particular work, but rather reflects a characteristic element of
the composer’s style on a small scale. In-depth analysis of the signature elicitation pro-
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cess is not in the scope of this article, we would just suggest a few examples of signature
candidates, shown in Figure 1, to illustrate a general idea.

Griboyedov. Waltz in E Minor (circa 1824) Chopin. Waltz in C Sharp Minor,
i 1 N = Op.64No.2 (1847)
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Figure 1. Examples of signature candidates and their re-appearance.

Reusing a signature of one composer in the work of another author (often with recombi-
nation and variations) could create allusions to appear as more sophisticated constructions
rather than straightforward borrowing of melodies or motifs. Pattern matching meth-
ods based on signature elicitation can be applied to authorship identification, along with
other known approaches, such as analysis and modeling of music structure using n-grams,
Markov chain models, deep neural networks, grammatical inference, etc. However, signa-
tures are not only helpful for authorship attribution, but also for in-depth analysis of music
compositions to discover the characteristics of style, their genesis, and their development.
The links between the authors and the periods may also be identified, which will be of
great interest for musicologists.

Though the implementation described in Pyshkin (2022) requires further work on
the adjustments of multiple parameters of signature elicitation process, it nevertheless
illustrates relatively rare appearance of signatures characteristic for Schumann'’s pieces for
the young in the compositions from the Children’s Album. In line with Cope’s definition,
an imitation of style does not assume necessary appearance of signatures of the imitated
composers, their rare occurrences provide a rationale for disputing the possibility for
deliberate imitation of Schumann’s style by Tchaikovsky who rather only followed the
general idea and the approach to compose the pieces appealing to the children’s audience
by their attractive titles and narratives. Furthermore, since the relative distribution of
signatures between different composers does not fluctuate too heavily upon the changes in
pattern matching controlling parameters, our qualitative assessment can be considered as
well-reasoned and suggestive, though surely not conclusive.

There are many challenges in constructing an explainable machine learning algorithm
producing the results and making conclusions that can be understood by musicologists,
the possibilities to apply such approaches to our problem need to be investigated in
more depth.

3.2. Traditional Linguistic Methods

We drew on the standard analytical approaches to explore the sequencing issues in
Tchaikovsky’s Children’s Album, as well as the proportions of possible imitation of Schu-
mann’s approach. Specifically, the utilized methods include discourse analysis, metaphor
analysis, and comparative analysis.
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Discourse analysis provides insights into qualitative aspects of how the Children’s
Album is discussed and interpreted across different cultural and scholarly contexts. We
examined reviews, academic literature, and educational materials to uncover discursive
patterns and dominant narratives surrounding the album. Key themes, interpretations,
and critiques provide insights into how translation choices and sequencing impact the
reception and understanding of Tchaikovsky’s compositions.

Metaphor analysis is utilized to uncover the underlying conceptual metaphors em-
bedded in the titles and in the thematic content. Comparative analysis involves a detailed
examination of the variations in sequence, and the consequent effects on thematic co-
herence and emotional progression within the album. By juxtaposing multiple versions,
this approach elucidates discrepancies, commonalities, and interpretative shifts caused by
translation and editorial decisions.

4. Related Musical Literature

Unlike many known examples of almost purely didactic literature both before and
after Tchaikovsky (such as Sonatinas by Clementi, Albumleaves for the Young, Op. 101,
by Gurlitt, Mikrokosmos by Bartok, Children’s Book, Op. 98, by Gretchaninov, or 24 Preludes
for Children, Op. 119, by Heller), there is no dispute that Schumann and Tchaikovsky
advanced music education for children by blending educational and inspirational aspects
in their compositions, moving beyond mere technical exercises to capture the children’s
imaginations and engage their emotions.

The connections between other remarkable examples of music literature and the tradi-
tions established by Schumann and Tchaikovsky deserve to receive independent studies
for every single case; we cite here only a few illustrations of true gems of musical creativ-
ity such as Schumann’s Kinderszenen, Op. 15 (requiring, however, much more advanced
skills compared to the pieces from Op. 68), Debussy’s Le coin des enfants, Mompou's
Scenes d’enfants, Ravel’s Ma mére I'Oie for four hands, Shchedrin’s Album for the Young,
or Prokofiev’s Musique d’enfants, op. 65.

In the scope of this particular article, we take the liberty to look in greater depth at
Prokofiev’s Musique d’enfants as an insightful case. The 12 compositions from Op. 65 are
celebrated for their educational intent to develop musical tastes among young people by
introducing them to the contemporary musical language as Prokofiev (1936) mentioned
himself. The latter consideration, however, should be viewed through the lens of the
sarcastic nature of the author of Sarcasms: the actual addressees could equally include
the adults often also lacking good lessons on contemporary music language. Pieces from
Prokofiev’s Op. 65 (1935) not only showcase Prokofiev’s characteristic harmonies and
rhythms in a condensed and dramatically simplified form, but also serve as obvious links
to his large-scale works, e.g., Sur les pres la lune se promene clearly alluding to the Andantino
Juliet-girl theme from Romeo and Juliet (the same 1935!), Le marche from Op. 65 echoing the
march from The Love for Three Oranges, and Le Valse envisioning the future Cinderella’s
ballet waltz (1944). Le soir was reused almost completely in Stone Flower (1950) for the
lyrical scene of Catherine and Danila, thus, resembling the case of Tchaikovsky’s double use
of the Neapolitan dance both in Children’s Album and in Act III of his Swan Lake. Prokofiev’s
collection could be apparently considered as a rare example of music for children, which
so respectfully follows Tchaikovsky’s model in its original form: the thematically united
compositions can be interpreted as portraying the activities and images of the whole day,
while, in a similar vein to Tchaikovsky’s method, the final Sur les pres la lune se proméne (the
moon walking over the meadows) symbolizes a cycle of rebirth in the same manner as the
connection between the Organ-Grinder Singing (No. 24, the final episode in the manuscript)
arched with the reflective quiet introduction of No. 1 Morning Prayer.
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5. Tchaikovsky, LLM, Common Views, and Myths

Music exploration and analysis with the help of Al, which brings the new possibil-
ities to enhance musicology studies, became one of the most prominent and compelling
topics in today’s music science agenda (Allegraud et al. 2019; Anderson and Schutz 2023).
Extending musicology research with the insights provided by Al and natural language
processing grounded on the commonalities between natural language and music (Park
et al. 2024) contributes to the agenda of exploring the changes in music education affected
by Al (Himonides 2016).

The scope of this article is relatively narrow and rather specific, that is why, as shown
in Section 2.3, there is actually just a limited number of the scholarly studies clearly focusing
on the Children’s Album; even using Al tools and databases targeting the scholarly sources
(such as Semantic Scholar, for example) does not necessarily lead to serious expansion of
the discovered relevant scientific sources. From this perspective, we expected that using
a general-purpose tool can crawl a wider range of resources reflecting publicly present
ideas, common views, and even, using the term from the preface to Maeder and Reybrouck
(2015), the cliché the listeners as well as the educators often got accustomed. Access to these
less scholarly, but more widespread visions is after all not bad for our study attempting to
explore a relatively underrated and “underreferenced” Tchaikovsky’s piano work.

The seven perception motives we suggested for our study reflect, in concise form,
the observations we can deduce from theChatGPT 4.0 conversational scenarios; though not
being false, they often can be debated as oversimplification or, in certain cases, even myths.
To unveil the prevailing common views on the genesis and understanding of the Children's
Album, asking for help from a large language model-enforced Al is a today-practical
approach. Though the Al generated answers must not be assumed to reflect the absolute
facts, they can provide a valuable output to uncover and confirm these common views
which include the inspiration by Schumann, the primary educational purpose, and the
variety of narrative sketches exposed in the compositions.

In our recent communication with ChatGPT 4.0 shown in Figure 2, we initially posed
the following two questions:

1.  What are the known facts behind the history of creation of the Children’s Album?
(Figure 2a)

2. What are the relationships and illustrative connotations between the compositions
from the Children’s Album and Schumann’s pieces from his Op. 68? (Figure 2b).

Since, somewhat unexpectedly, ChatGPT responses to these questions made no men-
tion of the original manuscript, we proceeded with the following additional prompt:

3. Why do many contemporary pianists prefer to perform the compositions from the
Children’s Album in their original order as in the preserved Tchaikovsky’s manuscripts?
(Figure 2c)

The interaction with ChatGPT provide clear evidence of the potential biases of infor-
mation of Al-driven information retrieval. While it generates factually valid knowledge, it
also produces plausible but inaccurate or even misleading claims. Therefore, careful cross-
referencing with other scholarly and musicology sources is necessary, the latter, in turn,
could still reciprocally gain from the Al-driven insights.

Specifically, from the first chat log presented in Figure 2a, one could not learn the
story (still unknown for many) of the significant differences between the first published edi-
tion (Tchaikovsky 1878a) (as well as many following editions) and the original manuscript
preserved in the Russian National Museum of Music, and fortunately existing as a complete
handwritten score, comprising all 24 compositions.
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{ ChatGPT 4 conversation on the history, origins,

purpose, and dedications of the Children’s Album

What are the facts behind the history of creation of “Children’s Album”, Op. 39 by
Tchaikovsky?

{

(5] The "Children's Album," Op. 39, by Pyotr llyich Tchaikovsky, is a beloved collection of 24 simple piano
pieces composed in 1878. This work is known for its beautiful melodies and the way it captures the
essence of childhood, making it a favorite among both young pianists and their audiences. Here are
some key facts regarding the history and creation of this work:

1 from

was inspired by Robert Schumann's "Album fir die 4. Variety of Pieces: The 24 pieces in the collection cover a wide range of moods, styles, and

Jugend" (Album for the Youth), Op. 68. Schumann's collection, composed in 1848, consists of a
series of 43 pieces for children. Tchaikovsky admired Schumann's ability to write sophisticated
music that appealed to children and sought to create a similar work that would be both

educational and enjoyable for young pianists.

technical challenges, from the playful "Morning Prayer" to the more somber "The Sick Doll," and
the lively "The New Doll." This variety ensures that there is something for every young pianist to

enjoy and learn from.

5. Influence on Other Composers: The success and popularity of Tchaikovsky's "Children's Album"
2. Dedication to Children: The "Children’s Album" was dedicated to Tchaikovsky's nephews, influenced other composers to create similar works aimed at young musicians, contributing to a
Vladimir "Bob" Davydov and Anatoly "Tolik" Davydov, whom he was very fond of. This personal rich repertoire of educational music that is both rewarding and accessible to children.
connection to his family members provided a significant source of inspiration for the composer.
6, Performance and Recording: Although primarily intended for the education of young pianists,
3. | Purpose: Tchaikovsky intended the "Children's Album" to serve an educational the pieces from the "Children's Album" are frequently performed in concert by professional

purpose, providing young pianists with pieces that were not only accessible and engaging but
also offered technical challenges appropriate for their skill level. Each piece in the collection

addresses different aspects of piano technique and expression, making it a valuable teaching

tool.

(@)

What are relationships and demonstratable connotations between Schuman'’s pieces from
his Op. 68 and the compositions from Tchaikovsky’s “Children’s Album™?

& The relationship between Schumann's "Album fiir die Jugend" (Album for the Youth), Op. 68, and
Tehaikovsky's "Children's Album," Op. 39, extends beyond the inspiration Tchaikovsky drew from
Schumann's work. Both collections were intended for children or young pianists, focusing on
pedagogical value as well as aesthetic appeal. Here are some demonstrable connotations and
relationships between the pieces from both composers:

1. Pedagogical Focus: Both sets of pieces are explicitly educational, designed to develop the
technical and expressive abilities of young pianists. They cover a broad range of piano
techniques and musical expressions suitable for different levels of development in young
performers.

pianists and have been recorded numerous times, highlighting their lasting appeal and musical
value.

The "Children's Album" remains a testament to Tchaikovsky's genius in creating music that appeals

to the innocence and imagination of children while also providing them with substantive musical and

technical challenges.

>

Simplicity and Complexity: While many pieces in both collections are simple enough for
beginners, others offer more complex challenges for advanced students. This range ensures
that as children develop their skills, they can continue to find suitable pieces within the same
collection that challenge their growing abilities.

o

. Emotional Range: Both collections exhibit a wide emotional range, from joy and humor to
melancholy and introspection. This variety teaches young pianists not only technical skills but
also how to express different emotions through music. Schumann's "Kleine Studie" (Little Study)
encourages delicate articulation and dynamic control, similar to Tchaikovsky's "Sweet Dream,"

which also requires expressiveness and dynamic shading.

2]

Cultural Reflections: While Schumann's pieces often reflect the German Romantic ethos,
Tchaikovsky's compositions sometimes incorporate Russian folk themes or characters, such as
"The Russian Song" or "The Doll's Funeral.” This gives young pianists insight into the cultural
backgrounds of the composers, as well as the universality of certain emotions and experiences,

2. Musical Storytelling: Both Schumann and Tchaikovsky utilize their compositions to tell stories or
convey images that would be relatable and engaging for children. For example, Schumann's 7. Influence and Legacy: Schumann’s Op. 68 undoubtedly influenced Tchaikovsky's approach to
"Wild Rider" and Tchaikovsky's "The Witch" (Baba-Yaga) both create vivid, imaginative narratives composing music for children, setting a precedent for creating educational yet musically
through music. satisfying pieces. Tchaikovsky's "Children's Album" continues this legacy, ensuring that both
collections remain essential components of piano education for young students.
3. Character Pieces: Each piece in both collections can be seen as a character piece, a short

musical composition that depicts a particular mood, p lity, or scene. This approach was

Through these collections, Schumann and Tchaikovsky managed to create works that are not only

particularly popular in the Romantic era and is used effectively by both composers to appeal to pedagogically valuable but also rich in musical content, allowing young pianists to explore a wide

the imaginations of young players. range of emotions and technical challenges within the context of their developing musical abilities.

(b)

‘Why do many contemporary pianists prefer to perform the compositions from the
“Children’s Album” in their original order exactly as in preserved Tchaikovsly's manuscripts?

6] Performing the compositions from Tchaikovsky's "Children’s Alboum™ in their original order, exactly as 4. Respectfor Composer's Intentions: Following the order of the pieces as Tchaikovsky intended is
preserved in the composer's manuscripts, is a practice that contemporary pianists often prefer for away tohonar the compaser's artistic cholces and Intentions, R reflects a respect for the
several reasons, each rooted in musical, pedagogical, and historical considerations: integrity of the work as a whole, acknowledging that the composer had specific reasons for

placing each piece in its particular position within the collection.
1. Narrative and Emotional Journey: The order of the pieces in the "Children's Aloum" is thought to
create a specific narrative or emotional journey, not unlike the progression of a story. By 5. Historical Authenticity: Performing the pieces in their original order also serves the purpose of
adhering to Tehaikovsky's original sequence, performers can convey the emotional and thematic historical authenticity, offering audiences an experience that is as close as possible to how the
arcs that the composer intended, leading the listener through a variety of moods and scenes work would have been presented and perceived in Tchaikovsky's time. This approach can be
that might represent aspects of childhood or the development of musical ideas. especially important in classical music, where preserving and understanding the historical
context of compositions is valued.
2. Contrast and Cohesion: Tchaikovsky carefully sequenced the pieces to provide contrasts in
mood, tempo, and texture, while still maintaining a cohesive overall character for the album. This 6. Musical Dialogue: The arrangement of the pieces allows for a musical dialogue between
careful arrangement ensures that no two pieces that are too similar in mood or technique are contrasting emotions and characters. By adhering to the original order, performers can explore
placed next to each other, providing a rich and varied listening experience that highlights the and highlight these transitions and relationships, creating a more engaging and meaningful
unique qualities of each piece. performance.
3. Pedagogical Intent: Given the educational purpose of the "Children's Album," the sequence of While performers are always free to interpret classical works in new and personal ways, the choice to

pieces may also reflect a pedagogical progression, with each piece introducing or emphasizing
different technical or musical concepts suitable for young pianists. Performing them in the
intended order respects Tchaikovsky's design as a teaching tool, where each piece builds upon
the skills and concepts introduced in the previous ones.

(0)

perform Tchaikovsky's "Children's Aloum” in its original sequence demonstrates a commitment to

the composer’s vision and offers audiences a chance to experience the work as a coherent musical

journey, just as Tchaikovsky might have intended.

Figure 2. Interaction with ChatGPT 4.0: (a) Conversation 1: History. (b) Conversation 2: Connections
to Schumann. (c) Conversation 3: Why manuscript?
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Now the copies of the manuscript pages are publicly available as the facsimile edi-
tion (Tchaikovsky 1993) or the electronic version (Ichaikovsky 2015). With this important
artifact in hand, we can continue the discourse on possibilities that can be brought by
computational technology and language modeling to augment a musicology-centered
analysis of the genesis of Tchaikovsky’s work, which could provide important complemen-
tary insights to its meaning and its historical value within the broader context of music,
education, computer technology, and language literature.

The seven perception motives we suggested for our analysis in the beginning of
this article reflect, in concise form, the observations we can deduct from the ChatGPT
conversational scenario; though not being false, they could be considered as oversimpli-
fications or, in certain cases, even myths. While eliciting these prevailing common views
from the ChatGPT statements, one should not ignore a number of questionable or even
erroneous statements.

Indeed, from the log presented in Figure 2a, we learn that “each piece in the collection
addresses different aspects of piano technique and expression”, the consideration that could be
rather appropriate to describe Czerny’s etudes, but hardly the Children’s Album’s contents.
The second chat log (shown in Figure 2b) extends this consideration about the compositions
“designed to develop the technical and expressive abilities of young pianists”, followed by perhaps
the most doubtful idea from the third conversation (see Figure 2c)—"“performing them in
the intended order respects Tchaikovsky’s design as a teaching tool, where each piece builds upon
the skills and concepts introduced in the previous ones”. It remains unclear, which order is
supposed to be an “intended” one here, and, of course, the whole our article is an effort to
debate the idea of Tchaikovsky’s design as simply a teaching tool.

Furthermore, from the first conversation, we agree with the conclusion that 24 pieces
cover a wide range of moods and styles, but this is followed by a very doubtful attribution
of No. 1 Morning Prayer as a “playful” composition, the latter concept can be, within the
certain limits, applied to No. 2 Winter Morning, or rather to Toy Horse Play, but definitely
not to the opening scene, which is apparently one of the most contemplative and pensive
creations in the whole album. The Doll’s Illness is being contrasted by the Al against the
“playful” prayer as just “more somber”. The perspective of storytelling (presented in the
second log) is illustrated by the examples of Schumann’s Wild Rider and Tchaikovsky’s Baba-
Yaga, where the both creating, according to Al, “vivid, imaginative narratives”, though these
two examples look like very randomly and speculatively selected, since it is difficult to find
either topical or stylistic or technical similarities between them.

However, we do agree with the idea that “performing the pieces in their original
order [...] serves the purpose of historical authenticity [...] where preserving and under-
standing the historical context of compositions is valued” (third conversation, Figure 2c).
This idea contributes to an important component of the current study of metaphors and
transformations of the Children’s Album, but surely not a single one.

6. Findings: Towards Restoring the Children’s Album Authenticity

The presented literary, linguistic, and computational grounds support the following
major findings:

1. The documented author’s approval of the first published edition could not hide
all the metaphors that we can discover from the preserved original manuscript, its
thematic and structural coherence, and the complexity of interpreting Tchaikovsky’s
editorial decisions.

2. The original version helps us understand the Children’s Album as an integral insep-
arable larger scale composition rather than a collection of 24 independent pieces.
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The compositions are semantically and musically linked to appear as several untitled
parts of the whole.

3. The Children’s Album can be appreciated by young piano players and their audiences,
but they are far from appealing for children only. To truly appreciate the whole
construction, its mental appeal, the pictures portrayed, metaphors expressed, one
requires both historical and musical background, as well mental maturity, aesthetic
sensitivity, and education of an adult.

4. The pedagogical value is obvious; however, the purpose of advancing piano playing
skills is definitely not the main composer’s motivation.

5. The apparent imitation of Schumann’s style must be called in question, yet this does
not diminish Tchaikovsky’s profound respect for Schumann’s legacy.

The following detailed explanation is divided thematically into three discrete sections,
namely: sequencing, influence, and metaphors, though these concepts remain inherently
interconnected and mutually dependent.

6.1. Sequencing: Unraveling Dramatic Transformations

The sequencing of parts within a musical work shapes the listener’s experience, much
like the arrangement of chapters in a book or scenes in a film. This organization is not merely
a logical decision but a deliberate artistic choice that can profoundly affect the narrative
flow and thematic development. Composers can use sequencing to craft a coherent story or
evoke emotions, guiding the listener through a curated auditory journey. There is, however,
a paucity of studies exploring the sequencing of musical pieces. Juslin investigated musical
expectancy within pieces and found that particular sequential note progressions establish
expectations for subsequent notes, which may result in affective responses if expectations
are unrealized (Juslin 2019).

Similarly, the emotional journey facilitated by the sequencing of pieces is a critical
consideration. For example, Tchaikovsky’s The Seasons are composed as twelve short
character pieces for piano, each representing different months. The sequence from the
hopeful January At the Fireside in A major to the slightly melancholic December Christimas
in A Flat major/A major guides the listener through the cycle of seasons, with each piece
capturing the quintessence of its respective month, both in sentiment and character, thus
creating an emotional arc that parallels the changing seasons (Landrum 1997).

In educational contexts, the sequencing of musical pieces often serves a pedagogic,
progressively building the pianist’s skills. For example, in Czerny’s Etudes each piece
focuses on a different technical challenge (Gray 1977). The musical narrative progresses
from simpler to more complex expressions, mirroring a student’s learning journey.

The sequencing of pieces within a musical album is a fundamental aspect that com-
posers leverage to enhance narrative and thematic coherence, emotional engagement, and,
partially, the educational value. It may seem surprising, but the first careful musicology
studies of the sequencing of pieces in the Children’s Album did not appear until the early
1990s, more than a century after the completion of the whole work (Kandinskiy-Rybnikov
and Mesropova 1990, 1997). The significant reordering in the published editions could
not help but impacted the album’s integrity and thematic coherence. Table 1 lists all the
compositions in their original order according to the manuscripts (Tchaikovsky 2015).
Figure 3 graphically illustrates the significant reordering in the first published Jurgenson
edition (Tchaikovsky 1878a) followed by numerous subsequent editions.

The edits applied to the first publication did more than disrupt the internal structure
of the album as an indissociable whole; they not only distorted the micro-cycles existing in
the manuscripts (shown in Table 1), but also severed the evident harmonic and thematic
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links, diminished the emotional tension of the original version, and partially obscured
certain metaphors to make them less explicitly apparent (Pyshkin and Blake 2024).

Table 1. List of the compositions according to the manuscript.

Micro-Cycles * Orig. No. Jurg. No. Compositions **

Morning/Birth 1 1 Morning Prayer
2 2 Winter Morning
3 4 Mama

* These internal “untitled parts” shown in the table in contrasting colors were not advocated by Tchaikovsky,
but rather reflect one possible listener’s rendition of the thematically linked groups of compositions. Our version
differs in some parts from the structure suggested in Ayzenshtadt (2003), though these discrepancies are not
substantial. ** English translations of the titles are given according to the systematic approach to authentic
translation suggested in Pyshkin and Blake (2025).

Composition numbers in the original manuscript of the “Children’s Album”

|
[ \

1 2 3 4 5 6 7 8 9 o 1 12 13 14 15 16 17 18 19 20 21 22 23 24

0090009000000 0000

1 2 4 3 5 7 8 9 6 12 13 14 10 15 16 17 18 19 20 21 22 24 23

L J
I

Order of compositions in the version published by Jurgenson

Figure 3. Disruptive transformations. The colors correspond to those used in Table 1.
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In a sense, such transformations reduce the traces of Tchaikovsky’s “revolutionizing”
approach evident in the manuscripts of the Children’s Album just as in his 1875’s Swan
Lake ballet music, when, as Plumley aptly notes, Tchaikovsky seriously reformed the usual
model of composing for ballet when “after the choreographer had set out the synopsis and
sequences of dances, a composer was [just] to provide simple but pliant melodies with clear
metrical patterns” (Dotsey 2024). Therefore, a popular idea that Tchaikovsky just neglected
the reordering, could hardly be accepted.

It is no wonder that many pianists today prefer to play and record the compositions
from the Children’s Album in their original versions and original order. This approach en-
hances emotional tension, meaningful cohesion, and preserves the historical and narrative
authenticity of the whole work.

6.2. Influence: Just a Hint of Schumann

Though Tchaikovsky explicitly referenced Schumann in the subtitle “24 simple pieces
for children like Schumann”, the latter note appeared in the first published edition, but is
missing in the manuscript. In-depth analysis using both musicology and computer models
casts doubt on the intention to imitate Schumann as a significant leading force in creation of
the Children’s Album in terms of comparing the musical signatures occurring in both works
using the approach developed by Cope (1991).

It was not completely surprising that after experimenting with signature elicitation,
we could find only very small number of characteristic Schumann signature variations in
the Children’s Album actually often appearing along with the signatures of other composers
including, for example, Haydn, Beethoven, Mozart, and Vivaldi. Even if we acknowledge
that some unique Schumann’s signatures were missed due to the imperfectness of config-
uring the automatic signature elicitation process, we can still conclude, that Schumann
signatures are far from being more frequent at all, compared to other matched patterns.
Though, in concordance with Cope’s definition, an imitation of style does not necessarily
assume appearance of signatures of the imitated composers, their rare occurrences provide
a rationale for disputing the possibility for deliberate imitation of Schumann’s style by
Tchaikovsky. To sum up, there is surely no contradiction in suggesting that Tchaikovsky
could still have wished to partially imitate Schumann’s approach, though the musicological,
computational, and linguistic analysis of his Op. 39 allows us debating the hypothesis that
such an imitation (or rather homage to Schumann) was the prevailing motive. In broader
sense, the case of the Children’s Album can be considered as a minor but interesting illustra-
tion of the relationships of Tchaikovsky’s music to Western European models:

“To suggest that he somehow wished to emulate these models and couldn’t is
demeaning and unsupportable in the face of his manifest ingenuity. This does
not mean that inspiration never faltered [...] but simply that giving him some
credit for autonomy and individual approaches to composition will rectify the
tendency, over the decades, to reject his music as unassimilated—not quite up to
standard—eccentric, and too personal” (Wiley 2009, p. xx).

Furthermore, the insights into the similarities and differences with Schumann’s pieces
were discussed, challenging the notion that Tchaikovsky’s work was a mere imitation of
Schumann’s style. The obvious influence of Schumann on the appearance of the Children’s
Album does not reduce it to mere imitation of Schumann’s style and his pieces for the young,
which also have a long history of editions but remarkably few scholarly studies (Appel 2014).

Indeed, in Table 2, we summarize our attempt to revisit the compositions from the
Children’s Album from the perspective of discovering the possible closest matches to both
Schumann’s Op. 68 and to a broader selection of music and text literature. Particularly,
Table 2 delivers a number of interesting insights. When one can find an apparent (though
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approximate) topical match such as between Schumann’s (actually, straightforwardly
following Bach’s) Choral and Tchaikovsky’s Morning Player, between Roaming in the Morning
and Winter Morning, between Soldier and March of Wooden Soldiers, or between Sheherazade
and Sweet Dream, there are quite rare cases, where one can also find actual similarities in the
selection of music patterns and means of expression (Keshuang 2023). Vice versa, as soon
as we discover some music pattern match (although there are actually very few), we could
hardly find any topical connection between such compositions. The findings of connections
to other music and literature rather than to the Album for the Young by Schumann lead to
even more fruitful discoveries challenging the emotional simplicity and unpretentiousness

“

of Tchaikovsky’s “sketches of unconditional simplicity” for children.

Table 2. Contrasting the Children’s Album compositions against Schumann’s pieces and other insight-
ful sources.

Pattern Topical

Match  Match  Schumann, Op. 68 Tchaikovsky, Op. 39 Other Interesting Sources

* *
v Choral Morning Prayer
v'? Roaming in the Morning ~ Winter Morning
v Winter Morning Pushkin’s eponymous poem
v Melody Mama
v Humming Song Mama
v Soldier March of the Wooden Soldiers
v v Choral In Church
v The Wild Rider Toy Horse Play
v Toy Horse Play Vivaldi’s Sicilienne
v First Loss The Doll’s Illness
v v The Doll’s Illness Mozart’s Lacrimosa from Requiem
v? Mazurka Tchaikovsky’s Un poco di Chopin
v v'? Little Song in Canon Form  Old-French Song
v The Reaper’s Song Italian Song
v Echoes from the Theater Waltz
v Waltz Tolstoy’s War and Piece
v Sheherazade Sweet Dream
v In Memoriam Sweet Dream
v v Organ-Grinder Singing Tchaikovsky’s Reverie interrompue

* Checkmarks indicate “a definitive match”, while a checkmark accompanied by a question mark suggests a
probable match.

Ayzenshtadt distinguishes the pieces from the Children’s Album as the forms of chrystal
purity (Ayzenshtadt 2003) (which indeed makes them suitable for pedagogical goals),
nevertheless, the form clarity does not always make the pianistic interpretation easier:
one could also attribute such a clarity to Chopin’s Mazurkas, for example, though they
are incredibly challenging because of the “thousand nuances of movement” (Fons 2012)
including numerous so called veridical events such as sudden change in tempo or harmony,
as well as the marked (and even more often unmarked) rubato (Shi 2021).

6.3. Metaphors and Allusions: Pushkin, Mozart, Natasha Rostova, and More

Though belonging to the integral composition, the pieces from the Children’s Album
bring an interplay of their own distinctive and connective narratives. Reflective, and of-
ten introspective, they appear as mere sketches, yet they are rather concise metaphori-
cal descriptions imbued with intriguing allusions to Tchaikovsky’s own compositions,
the art works of those influencing his music, and even those who have been influenced by
Tchaikovsky’s legacy.
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Though each smaller scale sequence of composition, or internal cycle, such as Doll
Story as well as each single composition deserves a particular attention, in this article we
visit a few insightful cases to demonstrate the Children’s Album’s interplay of illustrations,
metaphors, and connections.

In No. 2 Winter morning, we find an almost straightforward illustration of the epony-
mous poem of Alexander Pushkin: the picturesque winter landscape portrayed by the
music is complemented by the tender dialogue of a hero with his beloved friend as we
dare to illustrate in Figure 4 with our own fragmentary rhythmic translation of the Russian

verses into English.
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towards the fields now white and idle, towards the woods so
latterly leafy, towards the shore so blessed for me.

Figure 4. No. 2 Winter morning as an illustration of the eponymous poem of Alexander Pushkin.

In contrast to the Jurgenson edition, in the manuscript, the lovely emotions of Winter
morning are followed by the tenderness of No. 3 Mama, leaving the boy games to the
subsequent Nos. 4-5 Toy Horse Play and March of the Wooded Soldiers, both could be linked
without much exaggeration to the future scenes from The Nutcracker ballet. In Figure 5,
one can observe the appearance of concept and development of the whole work, though,
from the perspective of a concept of collection of compositions, it would be more natural to
write each single one on a separate sheet.

Thus, it is unsurprising that the composition opening the Doll story (Orig. No. 6 A
New Doll) begins on the same page as the March of the Wooden Soldiers, the same happens
with the orig. No. 7 The Doll’s Illness and No. 8 The Doll’s Funeral. All three together produce
a small but significant narrative part of the whole Children’s Album’s journey. It provides a
rationale for translating the original No. 6 in English editions with an indefinite article “a”
thus, creating an introduction to the whole micro-cycle. This approach would not work
well for Jurgenson edition-based order of the compositions.
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Furthermore, the upper voice theme of the penetrative The Doll’s Illness as well as
the whole development of its tension evokes none other than the Lacrimosa from Mozart’s
Requiem (Figure 6). This poignant association positions the piece as one of the climactic
highlights of the whole Children’s Album.

In the published version, moving the Waltz ahead and placing the new doll appearance
after the pair dance does not only destroy that “Doll story” narrative, but also the sequence
of popular (almost mandatory to learn in 19th century) ball dances, which naturally includes
a waltz, a mazurka, and a polka—three scenes, each with a very contrasting character and

portrayed dancing movements.
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Figure 5. The order and layout of the compositions Nos. 3-8 in the manuscript.
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Figure 6. Allusion to Lacrimosa in The Doll’s Illness.

Indeed, the original position of No. 9 Waltz forms an interesting case: the games with
the dolls are set aside as the girls enter their first ball. From this perspective, rather than to
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the Echoes from the Theater (looking like the closest topical match from Schumann’s Op. 68,
see again Table 2), this waltz could be projected to the the first ball of Natasha Rostova from
Leo Tolstoy’s War and Piece (Tolstoy 1869). There was an interesting fact: just a year before
the creation of the Children’s Album, the composer wrote in his diary (Ichaikovsky 2018):

Never in the whole course of my life did I feel so flattered, never so proud of my
creative power, as when Leo Tolstoy, sitting by my side, listened to my Andante
[Andante Cantabile from the First String Quartet, Op. 11] while the tears streamed
down his face.

Thus, a reflection on Tolstoy’s epic novel would have not been impossible; at least,
such a rendition is a plausible possibility from the listeners’ literary experience.

No. 11 Mazurka belongs to the genre, where Chopin is the first name that springs
to the mind. In one of his latest works, Tchaikovsky made a kind of homage to Chopin
in his improvisation-like sketch Un poco di Chopin, Op. 72 No. 15, composed in tempo di
mazurka, though, same as in the Mazurka from the Children’s Album, we could hardly find
the patterns or imitations of Chopin’s style, but rather of mazurkas by Mikhail Glinka,
a great predecessor of Tchaikovsky. Glinka, a great reformer, who, according to Russian
critic Vladimir Stasov, was a creator of the new Russian language in music, equal to
Alexander Pushkin, the creator of the new Russian language in literature (Curran 1965),
receives the tribute in the Children’s Album’s Russian cycle, especially in No. 13 Muzhik
Playing Harmonica and surely No. 14 Kamarinskaya, the latter musically referring to Glinka’s
symphonic Kamarinskaya being, in Tchaikovky’s words, the beginning of Russian symphonic
school (Dotsey 2019).

In No. 15 Italian Song, Tchaikovsky used a motive he discovered in Florence. He
describes his experience in a letter to von Meck (Tchaikovsky 2018) (16 December 1877):

One evening Anatol and I suddenly heard someone singing in the street, and saw
a crowd in which we joined. The singer was a boy about ten or eleven, who
accompanied himself on a guitar. He sang in a wonderfully rich, full voice,
with such warmth and finish as one rarely hears, even among accomplished
artists. The intensely tragic words of the song had a strange charm coming from
these childish lips. The singer, like all Italians, showed an extraordinary feeling
for rhythm. This characteristic of the Italians interests me very much, because it
is directly contrary to our folksongs as sung by the people

In the same letter, Tchaikovsky mentions “a charming little song” that he carried away
from Venice. This theme has been used for No. 24 Organ-Grinder Singing.

Finally, let’s revisit the Reverie interrompue (Interrupted Dream), No. 12 from 12 pieces
for piano, Op. 40, composed in the same 1878. Though quite short. this poetic piece is rich of
interesting connotations. The opening motive reminds the opening phrase from Wagner’s
Romanze for violin and piano composed in 1840 (the birth year of Tchaikovsky, by the way!),
the phrase, which was later transformed to a fatum leitmotif appearing in The Valkyrie as
Figure 7a illustrates.

The leitmotif probably originating in Wagner’s works, finds references in the creations
of later epochs, thus, linking Tchaikovsky’s work not only to the past, but to the future such
as in the case of Scriabin’s Feuillet d’album, Op. 58, for example.

Thus, attaching the melody of the simple Venice song to the “Wagnerian” introduction
in the Reverie interrompue makes the latter piece an important reference point. It is now
almost impossible to ignore the links between the Reverie interrompue with all its connections
and the Organ-Grinder Singing (as Figure 7b illustrates), the final composition in the original
manuscript harmonically and tonally arched back (forward?) to No. 1 Morning Prayer.
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Vieline.

Tehaikovsky /nterrupted Dream

Andante un poco rubato

To sum up, in a perhaps not overly sophisticated way, the compositions from the

Children’s Album effectively illustrate the idea that “the appeal of Tchaikovsky’s music is not
restricted to its immediate Russian context” (Maes 2024), but must always be considered in
a much broader perspective.

Tchaikovsky Interrupted Dream

(Theme 1) Moderato
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Figure 7. (a) Reverie interrompue: allusions to Wagner and a link from Scriabin. (b) Venice song’s
themes appearing in both the Reverie interrompue and the Organ-Grinder Singing.

7. Discussion

As a discussion teaser, let us share another interesting experiment with ChatGPT on
the creation of a list of possible titles for the suite of compositions simulating to be the
pieces for children but actually metaphorically portraying the whole human life. In one
of generated versions the No. 24 Aurora’s Promise is particularly impressive: it alludes so
emotionally and meaningfully to both the No. 1 Morning Prayer and No. 2 Winter Morning
from the Children’s Album. This insightful conversation is shown in Figure 8.

7.1. Possibilities for Research on Emotional Response

7

From the perspective of human perception, the experiments on comparing the listeners
emotional response to the performed compositions between the original manuscript and
Jurgenson edition would be a very interesting direction for further research. The model
of measuring the physiological and emotional response to music listening demonstrated
in (Ma 2023) could be a very promising approach to be applied to investigate whether
(and in which ways) two different versions activate different reaction and feedback among
the listeners.

7.2. Pedagogical Implications

The question of how applied transformations impact pedagogical goals remains rather
open. There is insufficient evidence to support the view that the reordered sequence
facilitates the apprehension of the whole work by the young, or better serves the aim of
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developing piano skills. After all, while learning, the young musicians usually work on
each individual piece. However, considering the whole construction and the whole integral
narrative is important for their progress in music understanding rather than in developing
purely technical proficiency: the finest interpretations of multi-part compositions do not
reduce them to isolated segments; on the contrary, they seek to rediscover the musical and
conceptual connections that unify the whole.

Create possible titles for 24 new hypothetical music compositions that could follow an idea [ aCuriouser and curiouser”®. or
of a suite of pieces pretending to be the pieces for children but actually metaphorically ’

portraying the whole human life. Organize all the 24 compositions in 5-7 larger parts of the
whole suite and give titles to these parts.

If ChatGPT was a composer

* Lewis Carroll, Alice’s Adventures in Wonderland

@  Creating a suite of compositions that portrays the whole human life through a lens seemingly Part IV: Midday and Mastery

intended for children but rich in metaphorical depth is a fascinating concept. Here's a proposed

13. Harvest of Passions - Achieving personal and proefessional goals.

structure with titles that encapsulate the journey from birth to the end of life, divided into larger

thematic parts:

14. Inthe Garden of A - Refl on

15. Lullaby for a Dream - The birth of one’s own children; the cycle continues.

Part I: Dawn of Life

1. Whispers of the Coming Dawn - Representing the anticipation and potential before birth.

2. First Light - The moment of birth.

3. Morning Play - Early childhood, full of innocence and discovery.

4. Questions for the Sky - The curiosity of a young mind.

Part lIl: The Learning Path

16. Echoes of Legacy - Considering the impact of one’s life.

Part V: Reflections and Twilight

17. The Quietening - The slowing pace of life and introspection.
18. Gathering Shadows - Facing the loss of friends and family.
19. Dusk's Gentle Embrace - Acceptance of life's impermanence.

20. Stars Beyond the Sunset - Wisdom and peace in later years.

5. Alphabet of Dreams - Early education and the formation of aspirations. Part VI: Nightfall and Beyond

6. The Dance of Disciplines - Exploring different areas of knowledge and skill.

7. Echoes of Friendship - The importance of forming bonds with others.

21. Whispers in the Night Wind - The approach of death; the end of the physical journey.

22. Veil of the Moon - The moment of passing; the soul's departure.

8. Shadows on the Playground - Encountering and overcoming the first challenges. 23. Eternal Lullables - The legacy and memories left behind.

Part lll: Ventures and Revelations

l_ 24. Aurora's Promise - A hint at the mystery of what lies beyond, a hopeful rebirth.
v

.

9. Map of the Heart - Adolescent loves and disappointments.

10. Crossroads Whisper - The choices that define us in late ce.
11. Festival of Farewells - Leaving home or saying goodbye to childhood.

12. Chapters Unwritten - Embracing the unknown future,

1 Vrpennaa moantea Moming Prayer 2 3maec yrpo Winter Morning

LI N | L U

Figure 8. ChatGPT conversation 4: “Recreation” of titles.

7.3. Cross-Disciplinary, Cross-Genre, and Cross-Technology Implications

An approach to the literary, linguistic, and Al-enhanced analysis of Tchaikovsky’s
Children’s Album presented in this article complements the computational models for musi-
cology to better understand the intriguing study of the genesis of the one of Tchaikovsky’s
piano jewels, which tends to remain in the shadows of his larger scale piano and symphonic
works. Though interesting and informative by itself, the case illustrates broader ideas of
the meaningfulness of the cross-disciplinary, cross-genre, and cross-technology orchestra-
tion involving both humanities and technology-inspired models for the benefits of better
understanding of human perception of art works, including but not limited to music and
imaginative literature.

Musicology studies and linguistic instruments enhanced with Al, computer science,
and mathematical algorithms can provide additional important insights for researchers,
artists, performers, and art lovers searching for deeper explanations of the origins and
development of the one of gems of Tchaikovsky’s piano music. Fortunately, such insights
(often subjective) could hardly finally resolve all the possible questions (and, in fact, cause
rise to even more), but they can significantly contribute to the whole discourse on the
interinfluential relationships between the arts and science. Future research could explore the
integration of computational models with musicological analysis to study other historical
music manuscripts, expanding the understanding of editorial decisions and their impacts
on classical music reception.
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7.4. Appeal to Modern Sensibilities

In a narrower sense, the findings of this study contribute to a deeper understanding
of the Children’s Album and suggest that its pedagogical and artistic value extends beyond
its designation as music for children. The implications for future editions, interpretations,
and translations of Tchaikovsky’s works are significant, advocating for a more faithful
adherence to the original manuscript. In a similar vein to Pierre Lacotte’s revivals of
the original choreography of romantic ballets, unveiling the value and meaning of the
original Tchaikovsky’s manuscript does not merely create opportunities for an intriguing
opportunity for cultural time travel, but to borrow a term from (Maes 2024), appeal beyond
doubt to modern sensibilities.
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