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ABSTRACT" -

’ o.’Scriébiniiéiimportaht'as:a»keyvrep:eséntative of one particular
cdlmination poiné in-ﬁonal expansion._ .Although hé was one of -the firét.
composers of thé tweﬁtieth century to free tonal relationships betwoen
'chordoband_scales, his "systém" neQertheleosvdeveioped out of extending.
'the tfaditional paramotérs-functionino and governing hérmonyAapd melody .
The;systéﬁﬂhe~formulated»invoived compreséion of hérmony and méiody to. .
.aoginglénentity, 'HASﬂhisocodé’evolVed,_ﬁisvcompositionai st?lo grédoaily»"
 altéréd’£o7aocohmod§£e;increasing experiméototioh anabéubsequehtiﬁasﬁéfy

‘of the.melOdic and harmonic parameters. -
) s

jfhéldirect reoult is thét the motivic:andfthémétic elements within_
his COmpositiooal;otyle~wﬁethef:they bevfelated to.mélody, harmony,'or«.
fhyﬁhm, are subjugéted to. a strict.aisoiplinary @éﬁhod of control.  .Further,
. this cOntrol of two“formef paramotors by-a’oingle'"oll—énéompaséingﬂ' |
.rep;acemenﬁ,resultéd in_anvincreaSinglyoindgpendeot’ahd_distinct'role_of

B the»rhythmiC»paraméter.'

The ﬁatérials'Scfiébinfuséditobaeveloé his'ideas.werefthelﬁradifional
"formé-and oonstrucﬁiooal téchniquegiemploying the”nineﬁéehth—cenoury harmon;o'
»languége.*b Méjof,'minor, éugmentod-ondvdiﬁinished_ohords, éll'formsiof'

' 'seQeoﬁhs; ninthé,peleveoths'and;thirteénths, chromatiC'Hérﬁony such as

;fNéapolitan:and ahgﬁented_s;xths;fwefe jUStogomepdf-the;harmonié-olemeﬁts..
;lthat éofiébin~couid ménioolate.if-Constrootional,techhiqoes such as
augment;tion,-diminotion,'retfogradé, invegsion, and‘Canon weig emploYed.

The trend.towardsoforﬁerly,diésonant‘chords being accordedoconsonant'status

’by réaSono_of their regularit? énd usage'Wao furtoered‘by Soriabin.. .All
in all, his (later) compooitiono yere logical.eXtensionsoof»his exploitation

_and'expansion of traditional nineteenth-century compositional procedures.

As a result, discussion of his harmonic system, . is of paramount

importance to the analysis.. Two distinguished Russian theorists,
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Boleslav Yavorsky'andlUérvara“Dernova were responsible for codifying

Scriabin's'Self-imposed.music language.. - The starting point taken is’

from Scriabin's own words::

" "'I write in strict style ... There's nothing by accident ...

)  I write according to definite principle'_",l
and:
”{Melody‘is harmony unfurled ... Harmony is furled m‘elody.'"2
The works discussed repreéent'each compositional -"period". The early

Preludéé'@p.llvnumbérS»1-6 sqrrénder to-traditionai,harhonic analysis. .Two
ﬁiddlg’period.orvéivoﬁai'works;’thg Scriabin;éonaﬁa.NOLS,.Op.53; and
"Nuénces":Op,56iNd.2 are ﬁigh;?:e#§erimentai-ahd»undergo'ﬁhat is possibie,

: thdugh'inéomplete_in.any.siﬁgle faceﬁvin traditiohalghérmonicfandlﬁeiodic,'

: ';éaﬁcéioh-anaiysié’éﬁd Derﬁovavéysfems of reference; ﬂfLastlf,Uﬁhe Sonéta

- No-. 9, Op,68jsuccumbs:t0»thegDefnova;dee.

This' thesis has been“diyidéd into -two main -areas: “that of background,

~and. that of .analysis.

Aé'Scriabin_placed‘impottance;on'the notion that melody"énd,harmony
f.were.different perspectives of a single parameter in time,*then the'analytical
methods.whi¢h exploit the relatiénship.between harmdny_and'mélody_should'

- apply.

1 Faubion BoWeré,'The New ‘Scriabin : Enigma and Answers (Newton Abbot,
.Devon: -David and Charles, '1974), p.128: o ' ’
2 Ibid., p.l47. ‘ ' '



vii
- 'OBJECTIVES

Scriabin has long remained - and still is, iﬁ‘many ways - an enigma.
Tﬁefe were many attempts to categorise his compositional style throughout |
and beyond his lifetime, to:1948. 'The_attempts failed,-due‘to the analyses
limiting and linking bis compositional life to a single stylistic_period,v
not*fo a;étylistic'outcome. '4He-expanded‘50th nineteenth-éenturf;tonality
. énd forms, and outgrew.the7c;eérly delineated parametrical functions

‘governing harmony and melody.

. What eﬁerges'is'avmultiblicify df-objectives'in orae;'to effectiveiy
.résearcﬁ tﬁe two:specifiC’areas:of motiyic.and thematié éevelopmenﬁ in'
éeieCtéd biéno works of Alexandef Scriabin. The background featureé and
ﬁrénds,in~musical 1anguage’availablé to Scriabin must be identified,
 discﬁssea,;and analySed'in ordér.ﬁolpinéointAthe firs# signs_of-the_
'ﬁstylisticjchahges._.~Thevsubse§uent.éffects on formal construction must be
fullyfinVesfigatéd‘andvrealiéed;in;the light 6f'S¢;ia5iﬁ'é achievements .

A prééis of the céde is included'fo'help coﬁpfehén& the implications of
.Sériabinfs compositiéna; p:ocess:~"To éummariée;thén'in this research

project there are four specifit-objectives;_

“Firsﬁly, iﬁ is:necessary;to défine and test in selected works the
;odificéfion'of musical 1anguagévevolv¢d by Scriabin as idéntified by
Bolesiav Yavorsky and Uarvara Dernova. In addition; the way in which
his code evolved and was .applied from contemporary knbwledge of resources

will be traced and described. ~

‘Secondly, -in the context of the evolution of his musical language,
Scriabin's specific harmonic perceptions will be investigated in terms of

motivic and thematic elements.



viii
:Thirdly,*afqomparatiVe analysiégothis eXpefimentation with and
.evolution of édmpositiohal choices will be undertaken. This will take
‘into -account the'impact.ofkcontémporary resources on Scriabin's compositional
. procedures.’
i Thelfinal~objective in thejresearch will be to demonstrate -that the
.. inter-relationships of compositional controls:and subsequéht'fdfms_and‘i

idioms are essentially an extension of musical logic in‘the works of Scriabin.



" THE MUSICAL LANGUAGE : DEFINITIVES (DEVELOPMENTS IN

———

- THE. CURRENT . MUSICAL LANGUAGE)»AND TRENDS

BACKGROUND.

The term tonality was believed to have'been'coihed’by a Belgian
- musicologist/composer called Joseph Fetis, around the mid-nineteenth
century.l, It -was defined as a "... musical group ... cohceived ... and
' 2

:;,tderived-from, a central tonic fundament ...." V_ThiS~was:understood_

’,-to}be“one'note, the tonic.

' The tonic codld be treated vertically or horizontally.  Vertically,

by combihing the tonicywith its close overtones, it would become aechord;e'

, : 3. e ‘
or a harmony. . o 5 SR .
S . _Q__.n‘.g_‘g‘:':“e"‘“ K
— : : ~ — ——rt ©
e " A\ o
EJ IT ' 3:2;53 f' € 6 7 & ? ’le J

: o Horlzontally, the worklng for- the>ton1e stemmed from the. teiatlonshlé of
the tonlCutO‘lts qvertones:;nvthe harmonlq:setles.?; Thes cia551cal

»ttonality:isﬁeentted ihvthe overtone;éyetem;5~and tﬁelbasis'of»classical‘
hafmony liee in atrangeﬁeﬁt7of'the-close ove;tdnesatoeform:attriad.

This- triad is’theebésic'unit‘of'the'claSSical'system.

Two modes of triads are used in classical; harmony, the major and the
'tﬁminorvtfiadi6' Both triads found in the harmonic series: occur close to the
tonié,_and»make up notes'offthe diatonic scale. ,it-is seen,that'the major

triad ‘is more closely_;elated.acqustically‘to'the fundahentai.

. 1 Rudolph ‘Reti, Tonality, Atonality, Pantonality: A Study of Some

- Trends in Twentieth Century Mu51c (London: Rockliff,'l958), p.7. '
' Ibid. : o

Ibid., p.8.

Ibid., p.9.

‘Ibid., p.13-

William Dunwell, Evolutlon of Twentleth -Century Harmony (London:
Novello, 1960), p-.15-

oUW
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Also included is the presence of the diminished triad, composed of two
successive minor thirds, -and it is vital as one pivot in the expansion of

tdnaliﬁy. :This chord will be. discussed later.v

“Thus the‘bases of the claéSibal system are major and minor triads.

: The resulﬁant chordé are buil;~and extended in thirds, and the subseguent
'scales”ara from twobmodes, major and minor. - Features characteristic of
;utheif usaga in the claasical system are:. the relati§nsbip between chords,
the method of chord;building,.and especially the qualities of'éhat melody

determined by that chord.system'.’:7

", In its most  fully reallzed form cla551cal tonallty may be
dlstlngulshed by ltS use of two modes only, each of them transposable
to any pltch level and by its total clarlflcatlon of the relatlonshlp

Aex1st1ngibetween pitches grouped around a single ‘tonic ..."8

~The first additions or changes to the basic material ware by decbration,
eithar qf_a,chord or of the mélody. Extra notes, not nécessarily related
to’ the harmony or'meiody,fwere'added»as.suppleﬁéntary ﬁo the diatonic.acales,
or. to the chord unit. ‘Theif §urpose lay in decoration of the>strUCtural -
- basis, and in extension Qf the tension factorvin tensian-reéose principle
in.masic." Once this function began to modify the melodic and chordal
basis -and usurp ~its. traditional functioning,»the,breakdown of the concept

of (absolute) classical harmony was already in process.

7 Dunwell, Evolution ..., pp.1l5-19. '
8 Jim Samson, Music in Transition: A Study of Tonal Expansmon and

Atonality 1900-1220 (London: Dent, 1977), p.2.




“"The eXéansidn'df.cléssical tonélity inithé,nineteénth century.wasva
result of se&eral rélated dévelopménts, the moét,iméq;tant of which

was an increasing emphasis oh chromatic:elements,.extending'the range
of classical-tonai.fuﬁctions,‘and a decreasihg structural dependence

" on tonal regions which- would suppdrt the central tonality."9

For analysis, the grammaticél areas -.or chords .- and then the changes

in'function’will‘be'discussed. .- The primary source for the first area'is

.- .Dunwell, in his Evolution of 20th Century Harmony. ° He traces the- evolution
of change of chord$,and$shows the process undergone and purpose pursued by
-composers of that time.

" The first. points of departﬁre*are-the intervals of pefféct fourths and
§erfect‘fifths.in‘reiatiOn»to triads. “The'fifth exists in rdotvposition,

.the fourth in first or second inversion; of a triad.

o 5 : - . e
e, P —— = L 01 H .. Academic status -of .a- fourth
'aii? TK:jultt =4 © : : : :
S- i FIRST - . SECOMD
2T IROOT RosiTidN  IMVERSION CMERSI0M

.in'élagsical;harmony isa";;;.concqrdant betwéenvany twé'upper parts; but - -
discbrdaht between any.uppef pafts*aﬁd the;bass.";QJ.When ﬁhe third of_thé '
',triad wasiomitted, a ﬁew,prominence was~givénfto £he fourtﬁ énd fi%th.

 This recalled the pégiod ianesté:n ﬁusicvwﬁéfe.thé:fdﬁfth was cgncofdant;' 
1aénd'thé fddrth'dnl?»bécaﬁe;indeterminate,after,thi;ds*énd'sixths.became |
yvboncbrdgnf.ll~ The impiicatiQn"evéntuéllyvled:to ﬁhe ﬁse of-pa;aiieliém,‘
,whéré "... the melodic shapeiénd hérmonic'éoléur'arisé froﬁAthe cultivation .
of a partiéular>ihtefval.“lé YInrthé addition of éhofd-bﬁilding by,ﬁhirds

where the pianistic deVelopments of Chopin and Liszt prevail, there was a

leaning to-a more continual use of higher dissonances.

-9 Samson, Transition ..., p.3.

10 Dunwell, Evolution ..., p.21.
© 11 Ibid. o

12 Ibid., p.22.



‘"The 'emancipation of the dissonance' was itself an important aspect
of declining tonality ... As the ear becomes more acclimatized to a
sonority within a particular context, the sonority will gradually

become emancipated from that context and will seek a new one."l3

The fourth also acts as a thematic and/or harmonic device as a natural

result of the harmonic system. .

-.bunwell,algo looks aﬁ”thelimplicationé of the use of the pérfect fifth
'intérval{. "there is‘é-specialvassertiveness-in the character of ﬁhe fifth
interval itsélf3which militates against a chordal blend, except in association
with the'thiranas a triad ... it also has strong acoustical reinforqement of

~its lowest note as .a root.... latent bitonal possibilities emerge ;.."14'

Seconds, . 'sixths énd sevenths are next dealt with.;; Seconds wére popular
for coiouriétic effects and for blurring the harmonié 6utlines. Their uses
as decoration ied‘to greater flexibility in chord relations;lS and were one of
the first of the ﬁore1Aistént.iﬁ the-harmonié series, in its major form, to . .

be given concordant status.

Six;hs were not as.common as seconds as they were mogeiunwieléy in
usage. Their main fofm seen is in inversion,bfhatAis, of invertingja third.
éevenths'wéteAélso less cémmon. But major seéond and minor seventh choras,
inversions of.each other, became more néutral as harmony expandéd, linking
concords wi;h chords of greéter discord, such_as minor seconds and.major
seventh_s..l6 These “greater" -discords were acceptable in classical harmony
provided they fulfiiled the idea that they were temporary departures'from
the norm. Once emphasis lay on the Eggg.that-they were discords - in other

words, a distortion had occurred - then expansion of the harmonic vocabulary

. . 17
was in evidence.

13 Samson, Transition ..., p.l46.
14 Dunwell, Evolution ..., p.1l89.
15 1bid., p.39.

16 Ibid., p.178.

17 Ibid., p.31.



- The use of the augmented‘fifth»chord»and its implications ishnext in
line. . Although,present in music of Purcell and Orlando Gibbons it had
.acquired no individual integral'function within the later classicalﬁperiod.

. It re-emerges in Debussy and Liszt'where its scaiar relation, the whole-

'1tone scale takes place. = Major intervals are used exclusively:
e _ S . da b 2o 26
f " G20, P o B 20
g e o —*° *ﬁp — po—p6—L2 = .g; Fo—Ho—>S
:ng Fui.nu oF WHDLA 'DNe. SCﬂL'ES . . /ngm ,-v)h:d 15: FlAs der ye;-J fmm #re Scales

"Dunwell’maintains that augmented or ".}) whole-tone chords;arise easily‘
- as chromatlc alteratlons of traditional chords, governed by the customary
root relatlons or by the contrapuntal movement of.parts, they may be

: produced by decoration,»orvbe themselves.decorated;"ls

" From the grammatlcal unlts, let us proceed to the’ next stage, that of

the development of, and from, melody. In’ the cla551cal perlod melody

.. and*melodiC'featuresvhad ..;*to:be expllcable»as outlinings or
‘Lw"decorationsjofjtheir essential;-structural.-core."19 ' The melody wOuid weave .

‘-.around theﬁcentral'harmohic unit of classical-tonality; the'major'triad,'ahd

" the fundamental harmoniC"progression IfV-i;

>

P S— 2 o = jMelodles:whlch-fulf;l_thls'functlon
S - S e < S . )
. : (Fand A net gt presenf)

_'. C (“'\

'belong to a tonallty

~Dunweli postulates that three events occur-as a result of decorating
a melody:

- "Firstly the traditional practice of relating melodic lines to a

preconceived chord progression is continued, but with increasing

complexity and discord, and --with increased freedom of nmlody'from

18 Dunwell, Evolution ..., p.3l.
19 Ibid., p.17.



”obViouS'harﬁoﬁic.associatibn." Secbndly} the ﬁédérn preoécﬁpatioh:

‘ withithe intrinﬁic interest of sound leads-ﬁoLa cultivation of grbups
Whith oriéinate.ﬁrom decorati&e précesses'but acquire a sepafate
-character of their own.: _Theybbe;ome esﬁablishéd éither as new self-
subsisting chord shapes or are.exploitéd in»iemporary empirical
}gombinations for'theif own quality and sbnofitf. Thirdly, in its -

. horizontal aspeét( deCoratién initiates;bar£-movements which themselves
'?roduce,the b;sic.harmohy and contro;’the’pfoéreéSioﬁVfrom ch§rd to.

'chord."zoli

'Sp what happened to ﬁelédy in fhe'horizbntal-fornrwaswhat héppéned to -
:Fthe harmény,' Extra nateé wére édded, firstly for  colour orvinfergst, and
Jthgﬁ:they aéquired further independénce to gradually cdntain théi:;qwn
lsﬁfuctufe. >Juxtépositiopglof chdrds_gfvhotes nof:Closely~r¢latéd to thev’
oVérall harﬁonic’progression,led to the Widenih§ use of previously

discordant or less.closely related notes to the.whole as concordant.

'Theée additiOns of;notes led>tb the processes of increasing"chromatiCisﬁ,
and usage of bountefpoint, the,létter Having been pushed into the background
in the classical period. = The other main.influence was the re-emergence of:

folksong music as a viable alternative. -

Increasedfchromaticism led. to increased harmonic complexity, and

u-extended'decoraticn bf'afsingle harmony added this facet:

“"Decorative .devices absorbed into such texture may have little connexion
with ‘their basic harmony notes they may ultimately resolve, but at a
different pitch, or at a later stage after other notes have intervened;"2l

Also the shape of the'figurevmaintaiﬁed and imposed on the harmony ...

"by va:ying the relation of figuration to its ‘basic harmeny and including

- . . ) ) . . 2 " .
-decoration as part of a flexible texture ..."2, (Cross-rhythms can be
- 20. Dunwell, Evolution ..., p 47.

21 1bid., p 50.
22 1bid., p.S51.



.7§ained-by”tuis hethod aS‘well.)_f~Otuer WayS'to maintain.the'fioure's
'shape_are-by peqal'notes and'pedal_chords, and oy simultaneous uecoration'
of more than one note of a chord, whichcould lead to oitonal effects..z.3
This,ihcreasiug emphasis on chromatic elements-led to lI'extending the
-~range of classical tonal functions; and a decreaeing structural
depeudence:on'tonal-regions which WOuld support the central'tonality_
.;. already in some works by éhopln chromatlc harmony has been
‘developed as a.more thorough-gOLng alternatlve to dlatonlc proore351ons,

establlshlng an.equilibrium of chromatic and diatonic,materiall"24

“Nevertheless, the'chromaticvharmonieS'are still-.contdained within a tonal,
»cadential,structureiand prolong the work.

An attempt»to define chords in'relation_to:whether,they belonged to an
harmonlc progre551on or were products. of v01ce leadlng was postulated by

'Fellx Salzer in hlS book Structural Hearlng Tonal Coherence: in Mu51c 25

'He,peys homage~to Hexnrlch Schenker,'the*German_theoretician'who recogniSed'
',that.chordehad'dual significance,~that:of grammaticalnand functional -
purposes. The chords are termed harmonic chords when they are. connected
o . 26 '
on the basis of a. harmonic associated.

- "On the other hand, all chords not based on harmonic association are.
products of direction and embellishment and, paradoxical'asfit may -
?sound,,haveba.horizontalitendency. : They'resultlfrom the motion of

" voices since they are generated by voice leading and voice .direction

and will be.called contrapuntal chords, in cohtrast to chords of

harmonic-origin.

'TO'conclude ... the harmonic chords are also structural chords,

conetituting'the structural framework; the contrapuntal chords, on

23 Dunwell, Evolution ..., p.51.

24 samson, Transition .. p.3.

25 PFPelix Salzer, Structural Hearlng Tonal Coherence in Music (New York:
Boni, 1952), p.15. -

26 Ibid.




the other hand, -are simultaneously chords of prolongaéionﬁ'betause
they pfélong'and’elaborate the 5pacenbetween members of the harmonic

' .27
progression."™

Saléer maintains that chords of'prolongation are an organising force in
. cdmpoéition Sécauéé of their "power to subordinate.fones and chords in order
.govex#end a éingle'éord in time."?®  He asserts that his coined "str@ctufal
' héarinéﬁ:ié argu%bly mqre accurate £han:the‘term moduiation,lbecaﬁse .
l;moaﬁléfion:is based on_the'éelf-céﬁtradictér? cbnéeptién of.departing.from
a key thlévreﬁa;ﬁihé within‘a key ..." "His stfueturél_hearing form of
Ianalysis "eew érovés-thatba piébe with ;he'key signature of B minor is |
. really in B.ﬁihqr:onif;;becausepfhat key écﬁounts,forbevefyschord; withvp?f
;withoﬁt its érolongation,~as an»integral part §f-a.muéical organisation

w30

defining'one key." Thié is one method of'coming to terms with the’

;éxpansion of.harmony; and therefore harmonic tonality.

The increase of counterpoint is'a’vitaltihfluence to ‘the expansion of

:tonality:»';

"The first; preVgilingly contfapuntai éhése was onenin-whiCh‘strands
of mélbdy_were'éovcomﬁinéd:that.each'iiﬁé of ;he~te£ture preserved its
~indi§iduality and yet méinﬁained a Certain.degree{of basic concord ..
,witﬁfthe~dthér lines.p This deg:ee of'cépdord corresandéd £6:that‘
’exiéting~a¢6ng‘théffirst six notes of~the%harﬁoni§ éeriés.” .In:the
) suécéédingv'harm§ﬁic'-phase therejdevéioped.é‘mo;e'di;eét'conéeiousnesé
'iof the Vertical'combinations;as uhitsianalysable.épart ffom the
horizoﬁtal lines of which théyvformea the cross%séctipns; ..In.both
_phaSes'the basic idea was that of a texture in depth,‘a filliné in of
. the space~between-an upper and lower.line of melodf,_é treble and a

bass."31

27.Salzer, Structural Hearing ..., p.15..
28 1bid., p.1l7. . ’

29 Ibid., p.21. '

30 -Ibid. '

31 Dunwell, Evolution ...., pp.82-87,




The increase of counterpoint was one of the most important contributions

- to the.expansion_of tonality, via chromaticism. - In- the SOprce Counterpoint,
.»by éalzer ana Schachtér,32’the possibilities of'COntrapuntal-usage’are ’
explored.. They maintain - that opposing view: bcounterpoinf leads to harmeonic
analysis.  They re-evaluate the place of couﬁterpoint_in all periods of
music from the éaroque period on; and show how it isiused'as a form of
ptolongsﬁion;> |

_fiiStly;.thrdugh.unfbldihg tws'iines of music, the?icén beséme a single
vpolyphdnic line: | | “
#L‘

i v . .
o0 - L . 5 o . Registers can also be manipulated,
- © . - ° § ‘

<.

.voices'intérchangéd/ and inner-voice tones-can be superimposed.
Secondly, coﬁnterpoint'within prolonged chords is demonstrated:

" .. prolonged chords define the tonal space within’which.meiodic lines
.move; - they form.a stable baékgxbund’that gives guidance and direction '
to the details of melody. '-And,.conVérsely,,melodic'lines provide: the

kinétic impulse throﬁgh'which chords_can‘bevextendedvin'time."B_3

Thirdly,.the,evolution;bfidissonancevis'traced:
- "A simple but important development of dissonance is the skipped .
. passing. tone - the use of a single passing tone, rather than two -

.within -the interval of the fourth

- A @) — (@) S 7 O
e'g."v"l P o [ ) o 7 S OR

32 Felix Salzer and Carl Schachter, Counterpoint in Composition: the .
Study of Voice-leading (New York: McGraw-Hill, 1969). ’
33 Ibid., p.174.
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Anothér’simpié manipulation of dissonahée brihgs about the various
:types of incompleté‘neighbouriqg ?9te ..; In compoéition, diséonances
' f;équentlyboccuf in a note-aéaiﬁét;note éeﬁting. Such dissonances

often result from the contraction of a passing motion; the initial

34

tone of the motion is omitted. .. An important compositional use of

contraction produces an interval'successioﬁ of perfect fifth - diminished

fifth - (major) third.">>
e :
VARG 2 N —_—
L o5 7 o=
R <7 (@ BN - o) o RN = N o)
S B S 5—& o

’Harmonic-inflﬁénces_on voice leading are called harmonic prolongations.
They "... act directly upon details of voice leading; -and. only indirectly
36‘ One way is using applied dominant’

37

y o

upon the broad contrapuntal flow."
-.chords which relate‘to'non—tonic'chords. The "... other widely used
";harmonicfteChnique is a sefies_of"descendiné fifths_in the bass, of course

.i.the3fifths ¢an beféxpressed,as fdurths,'ascendingvo: descénding.fss'

, : © ! & & - 3
@) [®) -
=N [@]
-

[@)] ha i (@) 5a
STHs’ b UTHs m T# % SS Srus

J

\\-.S>

- Note that,:to the>ear( this'baSSvtechniqué also_helpé define the lowest

note of . the series of fifths as the root of'the_chord. -This.is despite

: its horizontal nature compared to the vertical: nature of a fifth interval.
The‘effeét‘ofvcontrapuntal“leading—tone'chords_ié also examined in

relation to the chromaticish“it;genératesﬂ' The chromatic alteration

influences and is influenced by its usage, as follows:

34 salzer and .Schachter, Counterpoint, p.l78.
35 Ibid., p.184. . ’ :
36 .Ibid., p.200.

© 37 Ibid.

.38 1Ibid., p.206.
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~"Applied dominant chofds generally require fhe use of-chromaﬁicaliy
altered tones, and series of ascénding and descending fifths often
do so. Chromaticism, however, is by no means always associated with
the. expression of harmonic iélationships; it frequently grows out of
purely contrapuntal usages. Most chfomatically altered tones fall

- into t&o categories: inflection and sﬁbstitutioﬁ. A tone is

- chromatically inflected if it érecedes or follows the diatonic form
of~tﬁe s;ale step bearing the same letter. name sen Abténe is a chrbﬁatiC;

" substitution. when it'replaces the normal diatonic tone with the same

letter name,,.'.."39
y - =4 ™ = £ AN o BN A5 (0]
A F O EFe Lo B P de) © " |
[ranye 4 1> \dad |74 P 2 6] ~ ! v
{ i \/ ,tr\J
UcHromaTic iNeLEcTions oF & AND 6. CHRomATIC  SussTiTuTions OF Cf ane FE
BY rrecepes- BY, 6F Focows G1. C¥# reriaces CY; F¥ zzrraces F#*.
. An effect of chromatic alteration is "... chords ... functicn as a
contrapuntal equivalent of the applied dominant ..,"40 " Also: "Chromaticism

often arises out of the mixture of modes, that is, the use in a ‘single context

of elements from the two modes = major and minor - centering on a given .tonic."41

Salzer and Schachter then examine voice leading or counterpoint in
historical perspéctiye. They show the‘proldngations which occur in works

from Bach to early Twentieth Century works.

"The important. consequence.of this contrapﬁntal independence is that_
the tensions and relaxations which propel the phraée éfe often achieved
by means of dissonance/conéonance rélationships'withih a contrapuntal
. texture rather than through tonal-harmonic progressions which possess

independent, on-going properties."42

Now let us examine some changes to form, and organisational procedures

of that form as a result of the expansion of acceptable meaning and logic

39 Salzer and Schachter, Couhterpoint, p.210.
40 I1bid., p.211.

41 Ibid., p.215. o

‘42 Samson, Transition ..., p.1l5. )
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_for the nineteenth century harmonic vocabulary. As in the discussion
before, all processes are interrelated, and run consecutively,'but trends

can be deduced by vivisection.

. Firstl§, the‘search for "expressiveneSs"»in'niheteenth century music
led to ihcreasing chfomatiéism.in the mélpdic lines:and furthéred the usage
.of_remote tonal regioﬁs.' .These.remote tonal'jﬁxfapositiong,'fdr expfessive,
réther than}strgétural'potentiaiities, undefmin¢dvfﬁe‘cegtral tonalitY's
stfegétﬁ. . Also,: the more_remoté.the juxtépbsition_and ﬁofe‘e#tenSive the
.decoraﬁion, the ﬁére change wouldvoccur to the.uﬁderlying harmoﬁig,rhythm
or'rate}’an-important-unifying procedure;.éspeciaily in sonéta form. The
L sonata-depend;fon'an'already—established relationship betweeﬁ tﬁé:tonic,-
subdominént; dominaﬁt\ﬁeys_and their,fe}ative minors for its prbgressiOn'
1thrbugh évehﬁs; ‘»But."... the-tfaditional rolebéf_thé tonic ana doginant
regions.as.éhief-agénts.bf formal articulation and as be;rers_of ﬁﬁe--
'_prinéipal Ehemétiélméteriéll.;.vﬁas similarly usufpgd’in’the’nineteenth
"ICenﬁﬁry bylﬁoré remote.thél=regions}ifundeimining_aicentral'aspect of-u'
sonata thinking ..."43 |

';Hence,~és'the exéansion of tdnality wag dilufinéithe impact of the
sqnéta'p;inciple,vas the examéle'taken here.ofbform, "new?” uﬁiinng or .~
constrﬁctiye prinéiples had to be employed. . Thematic usage énd;intgr-
éref&tion»was'ré-evéluated. B Techniqueé found in Mozart 5f";..~irregular'_
phréseviength$,virregula: groupings Qithin the phrase and thenrhythmic
'contractiéns and expanéionS'of motives agaihst.a baéic meter 7..; were
.absorbed by compbsers such as Bréhms in his works. .This was in contrast
to the-prevailing absolutély’regular phrasing of meiody and meter of the
early_nineteenﬁh century>éompositions, subjugated to the purpose of express-
iveness,-seen'in works of Chopin, Schuberﬁ and Schumann. Brahms furthér
integrated thematic materiél by giQing tﬁe harmony‘or accompaniment voices a

thematic as well as a harmonic function m..44"

43 Samson, Transition ..., p.8.
44 1bid., p.l4.



. could be used as an organising principle of constructing a single compositioh,'

13

" The next stage lay in this rhetorical question: if a theme or motive

.would it be possible to use a single theme.or motive for a complete work?

That is, is a complete sonata, with its three or four movements, able to be

- composed from“a single unifying idea,_br theme? .The technique of thematic
‘transformation emerged for this requirement to be satisfied;,n The first
’éxamble.was-Schubért'SgWanderer'Fantasy (1822) where the theme of the second

‘movement is the source material. for the rest of the work, transformed through.

mode, rhythm, meter, and setting. The second example was the Liszt
* . Sonata'in B Minor (1852) where again, thematic transformation occurs. But
" there are some important developménts...'Namely,'thersdnata’is in a single

”'expanded'movemént, and the~unifying.themes,are trans formation of.the‘opéning

theme withfaldiminished seventh, and use of minqr thirds as follbws. All

evolve out of four themes.

Q - ‘o ba
: .. X = » ~T= o S i L
_Hb C ) FaY 1 12 | _bﬁl Py Py 1] . __s
T S L ~— { 1 l b o _ ~
(o I8 T N
N = ;
5 & <—
o 1 I ——— -
— N .
2.? 3 . 3
‘?’_ \ - \
BAR: ¥4 - e - LN ] 1‘ e b e
- : —l o -i——l1ri -] ¢ B
. '.-,l' 4 . '. =
’L3 N Py ','\T 73\ — ™ a

[
\

Liszt's treatment of this work showed that "... the sonata contributed

notably ... to achieve greater formal and thematic integration as tonality

-exerted a’diminishing unifying control on musical structure ... Equally

Liszt's fusion of the separate movements of the traditional sonata into a

. : o : : _ : 4
single expanded sonata for a movement acted as a model for ... later works ..."

45 Samson, Transition ..., pp.15-16.
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Wifh the increase bf'cﬁromaticism, and gradual breakdown of structural
fOrms; the techniques of counterﬁoint Qere.applied to th%“Fhéqatic pfocess.
The reasons are that contrapuntal. techniques are less réliant on a tonal area
than traditional practices of melody and harmony and instéad are used as a -

procedural guide.46

Max Reger and.Busoni usedrcounterpoint extensiyely'as é unifying
feat@fe. "There are already indications in éome of Wagner's music that
uqontfapuntai ihtefplavaas'begiﬁning to-dictate; rather than deri?e from,
the harmonic.dimension, though-for the most péft.the la£ter remains
_pfedominant."47A The ﬁovement within-a phrase by dissonance/consonance

'relationshiPSIOf a- contrapuntally-derived texture rather'than-an harmonic

‘progression was an important conseguence.

“The»grédualiy incurrihg'infusién of chromatié elements in a diatonic
framework was éommon to a great dealvof music composed around the turn
5§f the~céntﬁry. In thisvrespegt.Wagner and Bréhms were éach important
forerunners S Buf‘the incgeasing concentration of_éhromaticism withih~

~a single tonal region, an important.feature of Brahms's. harmony in some

works, was ultimately an even more serious.threat to tonality than
Wagner's 'enharmonic continuum' ... (Reger & Schoenberg) ... to discipline

an'all-pervading chromaticism by thematic contrapuntal'means."48

The reviya;,of-mOAality thrdugh folksong alsé aideditohal_e#pansion
and bréakdéwn of preconceived_forﬁs.' Alrevival,of tﬁe ancient modes, which
éontain a chanég within the qué~of ténsion/reiaxation-to-that of majpr/minor
forms, extended the pﬁrpose and function of chromaticisﬁ to prolong factors
in the harmonic rate. These ancient scales whén divided would form.augmentea
6r diminished passages, an important element in the ultimate breakdown.

Tonal regions were then contrasted rather than key relationships in traditional

46 Ian Spink, An Historical Approach to Musical Form (London: Bell, 1967),
p.l98.

47 Samson, Transition ..., p.l4.

48 Ibid., p.143.
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forms exploited.f. Modality also led to Ehe»use of whole-tone scales, -and .
' the nsevof parallelism.

The Russian nationalists were particularly adept in these areas,

avoiding résOIVing chords, using Church modes and constructed scales such as:

sT
=T A F§7-l ' — Octatoni -al
» — : L — © e.g. Octatonic scale
{ —— G W .1 © N - {0 B o
NSV o ;‘;‘C &) . - : T 1 1 : .
J o7 LI F | ' |

49

Glinka, Rimsky-Korsakov, Borodin, and espec1ally Mussorgsky were
_exponents of this style .Other'developments w1thin-the Russian area were
'to retain the folk-~ inspired melody and change the harmonic background and
’the nse of the folk-rhythm in compOSition.SO Faure uses modality ro |
;}undermine the tonic—dominant polarity. 'Bueoni.followedeiszr'S»nse1of'”
semitonal movement_as:a principle of progreesion (in his Elegies)} éarallel
{chord moveﬁent,'mhole—tone.materialg minor etructure-andfunfamiliar'scalar

,patterns.SI

.. tonalityhhas-been.weakened by the*unrestricted semitonalvmovement
:of.chord memhersy'by symmetrioal'harmonioustructuree,'and by;contrapuntally
:derived.teX£ures. Moreover’rhe.triad,‘tonalityfsvclosest ally has been
' - virtually eclipsed as a fnndamental harmonic unit by linear oounterpoiné and

: : . D 52
- extreme vertical dissonance.””

' Replac1ng the rejected ‘classical tonality. language required that the
,parameters of melody and harmony be rethought in relation to a new Significance'

with  the rhythmic_.parameter.53 , In"Paris, the”symboliSt“poets freed poetical’

- 49 Samson, Transition ..., p.l0.

50. Ibid., pp.10-12..

‘51 Ibid., pp.22-~24.

52 Ibid., p.40.

53 Ibid., p.63. : _ : -
Satie was as experimental, as were Ravel, Da Falla, Ives, Ruggles, Cowell and
Varese. [Samson's reference to his argument, pointing out these composers'
contributions I
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language from precise meanings; ' Debussy freed an individual harmonic event

from traditional tonal syntax.

The preoccupation in the early 20th Century was to thematically deri&e
textures and;integraﬁe themétic and harmonic processes. To relate the
vertical and horizohtal‘dimensions.anticipates serialism, and was puréued by
composers both in and out of Austxo-Germaﬁy oo Particularl& intriquing is
the\wayIip;which.Sc:iabin-arrived at 'a unity of musical' . space by an
aimost diamétricélly bpposed rouﬁe to that-ofESchqénberg. : Where Séhoenberg's
'total themaﬁicism' léd evgntually to the serial method in which the note-row
generates harmonic as well as melodic material, Scriabinfs development_of
. consistent dominant-quality harmonic 'éreaé' culminéted'in‘a_harﬁonic system

infwhich the basic 'chord' is also the source of thematic materia-l."54

-Passagesvbased on principles of éymmetry - on "notes equaliy related
-among themselves" - such as uni-interﬁallic harmonic formations of’the
'.augmentedfﬁiiad, the_diminished'7th,fahd the whqiéftbﬁé scale, achieved more -

' érominenceuandiseparaﬁe»function*aé pért.of the music sﬁrﬁctufe. .Decorative.
.in Chopin and Liszt, theyygained iﬁdependenée in later‘Liszt, Debussy, Busoni,

"Bartok, Szymanowski and Scriabin.55

The-e§olution'of'hyper-dissonances such as 7ths,_9ths, tp eve@tual
harmonic statu§ where resolution was delayed or'dmiﬁted to théir own
autonomy éiso contribﬁted tq:the e#pénsién and breakdoyﬁ of tonélityfs6
Debussy, Scriabin and'SZYmanowski stressédvthe whb;é-toﬁe gualities of 7/3
‘unit, and Scriabin's triﬁonal transposition of - the 7/3'was-ihstxumeﬁtal.in

developing his own harmonic‘process’.57 The changing status of the augmented

sixth was another example.

54 Samson, Transition ..., p.l44.
55 Ibid., p.145.
56 Ibid., p.l46.
57 Ibid., p.147.
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. The most crucial change is the Qay‘in whiéh,théWtritone was_used.';

fThis:in#ef?ai divides the octéve EXaétly in half.» - In élassical music a
tritone inﬁerval was aiways>treated,aé an incomplete idea and was resolved
inwards to a'tﬁird'or outwards to a sixth,‘both consonances . Melodically
the same resolutions occurred. . But, as.tonality expanded and more of the:
_ highér dissonances-weré-achieving concérdancy,'the ﬁritone began to be

v delibgr;tely.expioited’as an expressive element;- RésélutioﬁS"could bé-
deiayed) or omittéd;‘or bf'pa#éilelism a'series §f tritones such As deséending'
_'Aiminishedvsevenths could occur.. ,This'interval is vital to the breakdownv
- of tonality;’and is ;tself,ohé of the units in which Scriabin developed his

‘alternative system. '

Definitions-of'motive and.theme, "ahd relevant abbreviations used in. this.

thesis follow.
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" DEFINITIONS

Motive: the smallest unit of muéical form. It can be as short as
two notes, and is rarelyAlonger than sixlnotés,‘ ‘It can be based
on eithef a clear rhythmic pattern and/or a pitch pattern.
’The'pitch pattern éan be either a1harmonic patterﬁ and/or a
' gmeiodic outline. . Thesenfacets afe intércﬁangeable and ﬁay or

. may not be mutually exclusive.

.Thémé:“  a‘piééé;of,musical ma#efial in a complete, selfQCOﬁtained form.
' I£.has its own shépe, contour, and ideas, aqdvis used in'
~ éoﬁpésitioanof the purpose of development, elabofgtion, or
-variation. It is more extended than almotivé, of_whichvit ma?
eontain several, and of diffefent‘kinds, and longer thanla

. subject.
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ABB REVIATTIONS

Intervals:

1. Description of the kinds of intervals are as follows:

Major .- M

Minor ! - ="' m
Perfect- - - B
‘Augmented - A or Aug.
Diminished - d3§r dim.
Neapolitan - N

fone o ' _ - T
Semitone - st

2. Intefvailic distances. are notated two ways
(a)~ with-the_complete'degree given'when the desqription’is-ébsent:
é.g. fourth - 4th
(b) with,or without the complete~degrée given wHen the'descriptionb
is présent: |
e.g. Augmented fourth - Aug. 4th, or
- Aug. 4; or
- A4.

These choices are interchangeable..

'Ear Numberé

Bars of music are written in Arabic numerals and enclosed by bra;kets.
The number of the bars is taken from the first coﬁ?iete bar of music being
accorded bar 1.

e.g. bars. three to nineteen - [3-19]

Figure —‘Fig,»



SCRIABIN'S HARMONIC SYSTEM

* - The evolution ofisériabin's harﬁonic'systém-led,to his sys;emiéation
. of the-pitchséarameter; éontrol of ﬁhe lateral -and Vertical éspects by a
singlé.drgénisationél principle of pitch relationships helped influence his
'deVeldpment of thematic and motiﬁic compositional procedures; they became

more -cohesive in application.

‘This .addendum is taken from,Cha§ter Eight: Harmonic System of:

Bowefs} Faubion,.The New ‘Scriabin: Enigma and Answers. (London: David. and

Charles, 1974}, pp.146-171.

Theré wefé tWo.musicologists responsible for .deciphering Scriabih's“
harmonic-céde;_'ﬂThe first,7Bole31av'Yavofsky, a contemporarysqf Sériébin}g'
vpostuiated ﬁié-éﬁalyses of £h§ pfincipies.beﬁind_Scriabin'svsyéﬁem intb a
. ¢oncept_calied Mpdai éhythm, wheré 'rh§thmf"refe£s in the tongl sénsehto
unsfabientohes moving-towafds sﬁablevtones;1 »Thg 2unstable ténes" are

tritone int_ervals;2

The:tritones»resolve-to'majorfthirds,xas stable intervals. Yavorsky
lused-thiS'factbr,.and linked'twbbséries of tritones: the first at a minor
'third‘apaft, the seéond at ‘a major,third's distance.

VThe unstable tones -are blackéned;  stable. ones ‘are open;

A o
' —s 1 S R
. — .if\ ;52»uagﬁ'_[? tritones.separated_by'a_minorJthird.
T E TR . M
2 Lm3 |
1 : B .. tritones separated by a major third.
- MR-

Now Yavorsky forms two scales using the major third/minor third links.
Hé'joins two sequences of consecutive major or minor third patterns by
beginning the second sequentialﬁpattern on the inversion of the initial bass

tritone of the first séquence:

1 Bowers , The New Scriabin ..., p.l40.
-2 Ibid.; p.l51.
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.(and the resolutions .from 1. form é'double-step scale.)

- .
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From this double-step scale, the starting point of Scriabin's new

- system was -formulated, and was the basis for the Sixth Soﬁata.3

..The unstable tones from-the'éecond sequence are the germinal material
for the continuation of the analysis of Scriabin's harmonic code, by the
" second musicologist, Dernova. Dernova combines the first two tritones to

-form a chord. -

(, R

In traditional harmony the chord'struéture resembles a dominant seventh,

but the fifth is flattened. It is termed therefore Vbs., in comparison
to' the dominant seventh, as V7
7 7
¥ s
7
Favummon T3

.. By respelling the same chord enharmonically, Dernova establishes the

- existence . of the chord in two tonalities simultaneously.

ig is an altered dominant.in C, in root position. When respelled,

it becomes simultaneously an altered dominant in G°, in 2nd

inversion.

3 Bowers, p.l53.
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- /i

+ 2

the altered déminant in G~.
1T 2] — Db S _ o
SO —percatés 7 T

da second wmversica of

The converse is also true.

Y70 |
b Lopelieay

‘
Qa0
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u b DeCoOMmMeSS 13~ )

the .altered dominant in C.

‘a’ secend inversica of

Dernova designates the first chord as the initiator, .and callsvit the
Departure Dominant.

cis the Departﬁre'Domihant, or Da of C, -

Thus the second chord, the respelled first chord she'calls»the-Defived
~Dominant. -

which in. turn, put into root position,

'becomes. the Derived Dominant; or Db.

% is the DeriVéd Dominant of C.

On furthef'eXaminatiqn this Derived Dominant also exists as the Deparfure
--'Dominant>of'Gb. HencevYévorsky?s Dual. Modality theory- is proved.
'Moievof_the unstable notes are added to the chord}struéture from the

second sequence. Dernova adds the unstable note which will become the

major ninth in traditional harmony‘to’the Departure Dominant, and respells
it enharmonically.
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.:;Yavorskyftérmedgthe raised and lowerédffifths»"splitififths“:to_describe .

their co¥é2i5téncé.4, ‘So the both.forms of dominant in "C" are:
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"} Wﬁehb#eferring-to whethef'the structuies.are:"in C"'br;"in’Gb"iit must be
. realised thatvthis-kind’of.distinqtionvaefineé-theffunctionairrelationships»

- -of “the chordal units, and arévnot>actual>reféreh¢és‘to key. -

",ane’égain_the:Débartﬁre Dominant Has another note added, andiﬁespelied>

1’éhharmbﬁicallygi' A note forming a minor ninth with the chord is used.
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This éhord,cohfiguration'is also used by‘Chopin and Listhsi
_ Ffomuthis-interdependency with the tritone links and the respelling
enharmonically of the chords and_their additioné'are_six differént_ 

. possibilities:

C4 Bowers, pflSSﬂ..
'5 Ibid., p.156.
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S . ' ST 2
. Two dominant seventh chords with ‘lowered fifths (V 55);

1N 1
1
A4 ) .
. —_— e : . : ' q .
. Two dominant major ninths With lowered and raised fifths (3[5._ ; and
2 \
A
A S adi]
(@) .
- 9

. 'Two,dominant minor ninths with  lowered and perfect]fifths-cz'bg);

= |

: FARR ] 1 1
| ! 20
L) b0

The fact that the root tone in the forms-of'Depafture*Dominant'remains as
the 'diminished fifth in the Derived Dominants demonstrates the mutual;inter4

dependence of tones in the tritone link.

Each note of’the'dominant,majorvninth is taken“in scalar succession.
The notes remain the same- but each - chord contains its own internal Significance.

'A:Each contains “the whole tone ‘scale and three" interlocking tritones.

[ - 0 n
— ;1 LLD a
1 €r —h5
N . . X0 ] il 'S)
| Q§FT_§§§F3" o v e
Com"gms
1rae
J/ ¢ 1 sz T J [0)
B LTOACS L 4y
"u ’ T U )

" Dernova arranges these chords to'form a 'Major Enharmonic Sequence' by
linking the-Departure-and Derived Dominants in a scalar progression, until

: the first link is repeated.
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‘The Departure Dominants form the whole-tone ‘scale ascending and deScénding.é'
The Derived Dominants connect with the succeedihg‘Departuréfbominants'at '

either downwards by.a major third, or upwards by a minor sixth.7

Respelling.:the Departure'Dominant'atvthe tritone to form its Derived
Dominant results in the raised. fifth becoming'a major ninth 'interval above"
the root'.of the_Dérived.Dominahtf;.‘Thérefore,’the former lowered and’'raised

fifths beécome a major ninth apart instead of a major second.

{ b -
1 TN { {
v b ]
1 '
¢ L.
Sy
T DY [ ~
V4 -’
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. 1

jTrahsposing eitherfdpwards or_downWards’byva major.third also results in.
‘ ﬁheisplit fifths'becomihg a minor éevénth apart.

LD M2 'ﬁ' T
r i

7 thr © P
1 P < poto—t
SPAMe = o1
|J. me) S oy dew. Al '
I' - . Y. ‘ ‘,l \ . .
: L - [
7 — 7 DOFO—PO—7F—
—1 LN g
1T, To— NT =
PV\J

Cude st

The diminished and augmented fifths. act as regulators of . the chords.8 Thé 
' control exerted by these fifths replaces the gravitation of roots a fifth

apart in traditioh.9

6 Bowers, p.1l58,
7 Ibid. ‘

8 Ibid., p.159.
9 Ibid.
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Scriabin now exploits respelling a major ninth chord with lowered and.

perfect fifths (VEZ):E? At its tritone respelling it becomes. a minor ninth

. with lowered and raised fifths.lli, On respelling it a major third ;ower, it

becomes a perfect eleventh with a raised fifth.12

Pp—

7 ’ R
at the respelt tritone.
=< el

ST =
I .
-1 ; 5
Lz = DA 5 when it is respelled down a further
W —— ,
- A BB &- major third.
- [0F] =4 T
(028 -
J ]Zﬁg - j;i
S VE

_Because it contains both perfect and a lowered fifth, this chord sequence

cannot be-»repeated.l3 The perfect fifth in the respellings creates the
minor ninth in its tritone respelling, -and the perfect eleventh inthe

"' further respelling down a major third.14

A hypothetical.perfeqt fifth from the eleventh chord fderived from the
bo;iginaliDeparture Dominant Dé) = the only note noﬁ fitting:into the whole-
¢ -tone..scale - is next taken énd'pu£ back with the érigiﬁél‘Departure Doﬁinant.
i; becomes a major‘s;xth.above;the rooﬁ-of the.Departure Déﬁih#nt, and acﬁé'
_5t§‘further dbscure thévchord. 'Howévér,:it is imporﬁént iﬁfiﬁsifuﬁction
inchriabin!s choice-and:placement'of alfered dominant sgvenths~and ninths.
vIts funétion'is "... to wééken the potential pull of the doﬁinant Harmohy
intd-any.resolution.bls' This added integer is letﬁered és V when it
'be;ongs t§ ‘the Dgparture bominant, and as W when’it appears with the Derived’
bomﬂnant.l§ The integer ié-éspecially éignifiCantlin its W status as it
cdntrasts with>a»stron§er major third with fhe‘DefiVéd‘Dbﬁinaﬁt. It cénl
Théve the effect lessened by respelling the Departure Dominant at the tritone

where the tension is less between the.seventh and W.

10 Bowers, p.l6l.
11 Ibid.

12 Ibid.

13 Ibid.

14 Ibid.

15 1bid., p.l62.
16 Ibid., p.lé3.



vor,fby moVing»W a semitone higher to become the third of the Derived Dominaht;

‘ b7 4 WObODGbO
Y A y O] s (]
bo”’ pO°

v
‘or, it-can move a semitone lower to become a major ninth on the Derived

Dominant,

 From these dominant chords with lowered fifths, tritone links are
possible, creating-.two enharmonic equalities. ~ The consequent  respelling -
of.foneeayieldsva corresponding_alteration df.inherentltonality~within each

L . 18
structure.

Scriabin goes further,.and splits the altered dominant, into-two .
e parallel chords,”separated;by}'ahd excluding the lower tritone interval,
the distance of -a tritone. - ‘Iwo implied tonics are assumed as well as the

,chord:reaching'itsecompletion.by'two chords being .required.

—© v o - o
: t?‘_ - becomes, .in toto -\ —
pmnn S - D# :
lower tritone . v : i . R - Xbsbasis

>

(07 omitted)

The - enharmonlc sequence is agaln used and the same lnverSLOn occurs at

the third Tritone Link.

.17 Bowers, p 164
"18 Ibid.



29

'invefsrbh g Ist & ks

 link | oligky - —lick3 :
™ & e 1 .0 o B B8
P8 b o bo oo -
C [w]

y >~ 7 v 1 H | B T
e L P~ i & N | +—o— ;383 = O0—
oo e O Fo ; ot
dz 7 5 ® IF& ¥ o
O o -8 iZgﬁS
'Tbvﬁ—#v—be—ﬂ-% —&

Thus ahy other harmony that does not belong to the whole-tone
tonality must result from other methods. Hence the~minor ninth chord

that is. used con51sts of two major triads separated by a trltone.

frn‘ono ]Zs ‘
Bs

e

1

In the main,'the melodies and harmonies once Scriabin established.his

Vo o —

isystem.areaffqm his.arrangemenf‘of’the dominant majqf ninth withftaised
.;and-lowerad.fifths, forming Qhole—tdﬁe;séales..-dFromlthis,;Dernbva, ;n

her ahalyses‘of the chords as altered ddminants,'juxtaposes'the Departure

~ and Derived Dominants to détermine_ﬁheif.internal"felativity, tonics, perfect
fifths; and accessoiy’v and W fhtegers; 'As 'in tradiﬁiona; harmoﬁic'analysis

vintervals are.cbuntad up frdm the bass of the chord.
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From this system is the pitch basis of all the later works by
Sériabin. The:whole-tone'relatiohships are internally exploited whilst
accessory V and W  toﬂes are used to formulate more complex chords or
requlate the existing chords. The "tonics" may be éounded, as in
traditional cadence'points.. The systém Scriabin adopﬁed was used
consistentlyronce it was formulated. It is clése to Hauer's use-of
grqées ana ;o_Schoenberg's fo;mulation of his twelve-tone technique in

-.appr;‘oach.19

' Herein lies the proof for justification of Scriabin's comments on

late wofks, from 0p.58 onwards.

"vaiite-in strict style ... There's nothing by -accident ... i.compose

according to definite-principle."20

19 Bowers, p.171. ~Ellon Carpenter points out Scriabin's consistency.
‘He wrote a thesis (1972] analysing the ten sonatas - p.133 footnote.
20 1bid., p.128. = ' v



THE EARLY WORKS

b'Introduction

The early works show little - if anything - of future Scriabinic
developments. - The first six of the Op.ll set of Preludes are taken for

analysis.

As;a young man Scriabin admirgd the music of Chopin for it§ poe;ic yet
: éianistic approach to the ingtrument;ana'to composition. ‘Scriabin wés
sinéularly uhinfluenced.by the ﬁﬁssian'heritage or by any of the current

© Russian Nationalists such as»Glinka; Mussorgsky and Balakirev. There is

never any evidence of modality,.folksohg,:or:dance_xhythms‘in;his‘music._

Instead, he modelled himself cleafly onJCthin, extehdinqvto the same

» way of cqmpositional style and pianistic treatment in these works..

.Scriabin's set.of PrelgdeévOpf;I were completed-ovér-é period of
T.eight yéars,f1888;1896, ornwhen-Scriébin was. 16 to 24'yéars of age. ‘ fhese
Q;eiudes are modelled on-tﬁe;chopinlpreludes Op.éB, and share the.samev |
pattern of key relatiénships. (The works progfess thrépgh the cycle of .
fifthé relationship, via the relative minér,'so that all twelve m%jor—minor
keys are covered, i;e; c-A minor;G;E minor-D-B minor,‘etc.) Indeed,
Scriabin was far léss.adventurous ﬁarmonically, pianistically, and therefore

- compositionally than. Chopin, in his own.?reludes.

"The.Op.ll Scriabin Pre;udes are dividedriﬁto'four parts, each containiné
six preludes. Oniy Part @ne contains preludeS'encompaésingvthe enéire
period‘1888lto 1896; Part Two cover§ the ‘last three years, Part Three 1895
only, and Pért Four gréces the last ﬁwo years . - Hence Part One shows a

greater degree of internal variability than the remaining parts.

A comparison and trends in the six Op.ll chosen for analysis for

1

". general compositional characteristics are included on a chart. The

1 See: Comparison and Trends in the Opus 11 Preludes, pp.43-44.
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prophetic use of certain chords, intervals, and procedures are extrapolated

and explained as’ they influence ultimately the procedures that Scriabin
followed in later thematic and motivic usage. They are included in the

analysis.

‘The edition,used'isvby Igumnov and Mil'shteyn.2

2 Scriabin, Alexander, "Part I, 24 Preludes, Op.ll", in The Complete
Preludes and Etudes for Pianoforte Solo. Edited by K.N. Igumnov and
Y.I. Mil'shteyn. New York: Dover, 1973, pp.4-15.
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" THE EARLY WORKS. : ANALYSIS

--,»_Thematicaily‘and/or motivically the ea;ly préiudes use fraditional
jprpﬁe@ﬁfes. At this compositional:stage, due to théii';éiatively short
: léhgth( Scriabin baéically,concentrateé on only two or three ideas iq each
piece. He then attemé;s‘to work each facet thrbugh—during the length of
thé‘PfeiudeJ .'Even ét this eariy’stage, certain exaﬁpleé of_seriabin's-later
"biheprinté"?ére séen in.their}embryonic state, given”the.harmonic
iaﬁguagé ;évelS'to‘which ScriaSin has progressédf.-.rhey_é%é-as.important
‘AQ*théiﬁheméticiprocédﬁreg.fo;nthe;r futﬁfe-impliqatiénsiinlthé way.in,wﬁich
1Sc£iabin approach¢§ qompoéitidh} - Both éreas afe.discusséd.
’oépil,'xéw_if(1893)'

'v; .Thi§vére;ude i§rtightiy'qéﬁst?uéted. ﬁhythmiéally“an-impfovisatofy V
éuaiity'haé béén'aéhieved-by‘ﬁsing.an ﬁngven'subdivision éf éuaVeré, acting

o O )
as 'a partial '‘anacrusis. in.a 2 time signature:

3 TIPTAITINIONII o

- It is used cOnstanfly-throughout the prelude.
viVQCTolbaIance thewrécapitulation Of’thefmelody'more.forcefully, Scriabin
- alterslthe-bass'rhythm'to 3 crotchets, to be played agéinst the 5 treble

quavers:

R RN SRR

This 5 against 3 crossrhythm usage within a single meter foreshadows the
" conscious  attempt. to achiéve-anrimprovisatory'effect through strict control

'ofvohe particular facet.

Thematicaily this work is‘also.interesﬁing”as the melodic line, of
2 bais',length (Fig..lA, p.40) chooses two cbntrasting‘ideas.l A pattern
of perfect fourth deécénding'intervalsI(Fig. 1B) is juxtaposed to an

interpblated-pattern encompassingla‘perfect fifth in which the perfect'fourth

'l See Figures 1A, 1B, 1lC:and 1D, p.40.
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-'isean ascendiog figure,(Eig. 1c); (Hence'tﬁe’reeoltant'minor'third .

’ finter&al in both patferns also changes difectionﬂfrom'ascending in ' Fig. 1B
to,deecending‘in Fig. 1C) . Bochnideas»retain their original function
.vwithinAthe,phrase, and as a thematic entity.bb Figure‘lﬁ emphasizes the
perfect fourth»oesceot and ciimactic ending'fromv[19-22] by adaing octaves’
torthe’beginning of tﬁe fourth patterns: - ﬁv N 4% “- '#: ‘ |

a4
X

R / TRV

al

The bass (Fig. 1D) supports the main theme Fig 1B and is silent at
~each recurreoce of the secondary themevinterpolatioh. It‘expioits the

movement of minor sevenths to a.major sixth within the basis of two chordal

']

‘bases: - —op

o
© o @)
z m Mo—
A=A <
- -- _ ,
’) S — 3) o ——
. 7 e &5 O =%—0
-y pius — oy —ﬁnwju.zs- ——ver 7 &
/ Lgl, d . Py JaYars 1o’ AASY o V4 WY
— — © : ] = r.
v | F I

The'duaiiti Qf'fﬁnctioh iﬁplied 5y'thiszbass;is:imbortant in'Scfiabin's
vfuture developﬁent._ Whether che importancevofiche pfogreesion iefvz& Qithu e
,_o a tonlc pedal poxnt,or an lﬁpl;ed Z 2 sueoension oh Iewith no prebarafion
.and: the’ accented pass1ng notes D (in treble) and F. (in both treble and bass)

',actlng as . notes of suspen51on,ls stlll subordlnate to the reallty that thlS

feature has already occurred in Scriabin's compositions.

" The other feature is the juxﬁaposition of\treble‘use of perfecf-foufths
againstvthe baes use of avminor seventh‘acting_in a dominanc eeventh-manner_.
vw1th an additional -lower perfect fifth actlng as a tonic, as iﬁdeed it is.
Thisvphenomeoon occurs in later Scriabihic intervallic orgaoisation of
material where_sense of>conaiitynand'key ere iess in evideﬁce. VThisfstructure

then undergoes experimentation.
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Op.l1l No.2 (1895)

Written two years later than the first prelude, the second prelude
concentrates more extensively oh harmoﬁic extension, and .less on rhythﬁic'
de&elopment.~ -The prelude is written in three coﬁtrapuntal lines - another:
feature later integral to Scriabin's compositional style - and each line is
assigned a specific rhythmic pattern which .is consistently used.2 The

: three lines are. seen under Figﬁrei23 where the duality of the lowest line -
'that'of’bofh-melodic-and aCcompanimehtifunction - is distinguished by

separating it into Figure 2(C) and (D).

-+ The ekpansion hermohicellybie‘an'impertantwfactor_in.futureldevelopﬁents; .

_Thevopening ideas are of\fbgr bars'ilength in total, and the Seﬁse of key is

-,not eetéblished;uneil.ehe fourth_ear.':'Thisfdeliberatelobecuriné of.the key -

'centre by usiné'éecdndary and‘chremaeie se;ehthS'before eventually eadencing -

:in[firsteihvefsion -u(bars’[144]%;is€indicativefef the further treatment that

,the.contfapun:al.linee‘are'subjectediéo."vThis, and:the resgitant simultaneous
',.gse.ef;diminishedrand.perﬁect.fifths alsorcentributee'te-the-trend towérés”
“"thé ergan%satiOnalvprecedﬁfes,which Scriabin evehtuelly‘essiﬁilated into‘his

' compositional style. The obscuritY»Of key sense,’e5peeially,'is prophetic.
- 0p.1l No.3 (1895)

. ;Like.the'second prelude(.the}third preludé'eas else-compoéed.in 1895.
'f;ﬁeWeQerfbﬁﬁisnprelude is_cloeeriiﬁ‘concept:to the firstléﬁelndee '.The
eloee‘relationshipsfbetWeen the key.and‘thelmodulationsj'thexﬁere conscious
use ef meﬁricAaccent alterafion to. aid hermonie progressidns>and.internal

~ ciimaxes,ithe regular phrasing and strohgly'sequeneial use of fheﬁatic

- material, thevarpeggiationipf-the bass ‘line and the'ese-of crossrhythms

- demonstrate their related nature.4 In additien,;the tfeblevline (Fig.3a)

‘2 See: Comparison and Trends Chart under "Use of Rhythm" characteristic, p.44.
3 Figures 2A,..2B, 2C and 2D, p.40.
.4 See: Comparison and Trends Chart, to observe the similarities, pp.43-44.
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co-exists with another part where the first two beats own a crotchet
'voutlining dominant-to-tonic note Qr'(implied)-chord-(Fig;3E). - It also,
"by"virtue of ité outline implies~two parts, that of melody (Fig.3A) and

that of -accompaniment (Fig.3D).

‘fhe»£hird p:eludé,also ﬁharesighe qﬁandaf?“of_functiénal_diqhotomy
as in the first prelhde.' . What is more,'the same cﬁordal_basis,:that of
:V?—I,.orvI_with suséensiqns;;iS»uséd; . This in:faét establishes the
~dixéé£ioﬁ-which Sériabinfﬁili-tékg in éoﬁéositioﬁ._' Thé.ﬁse 6f;§a#ious

- forms :of the augmented'sixth chord inlmodulatory passages is also important.
. Op.ll No.4 (1888)

 _Thleqﬁ££h‘§£élude islécﬁually.thé preludé withvﬁhe:earlieéf date ofii:"
}composiﬁibh-in this set df*six.t  The pfiméry'meloaic'interést ié in the
bass,vand*balénqea byfa counter'melody in-the top'iine; fhe two inﬂer
,p;rts can be éonsidered as!éne écqomééhiment»line‘Qrias-the;third paft.
_I#”iéﬁyéfy-similar to'the'sécond'préludegin'Ehat.itvtdo-consists.of.three
'dis£i§¢t Qtrahd;,feacﬁ;cleafly defined bf_i;s own'rﬁythmicuéattern. Uniike
; ?thémsecqnd prelude,.é sénse of key is_quickly'establishedi though-simila;v
:’.to the secoﬁa,uin‘ﬁhat ;heffoniC'is,heard'in‘firstviﬁvérsion iﬁtits‘first

. appearance.

' 'Ahoﬁhér likeﬁess:to-thé.secohd-p;elude is“the bass iine'cag be split
into two separate entifiés;.ané'treated és‘suchi'T Figuré:4'showé ali.
' - faceﬁg,vand figure ac (Cl):and kcz)ademonstrate this.  4c? has a compass
of a ﬁinbr’9th, like thev"agcompanimeht":part of the baﬁsvliné in the

second prelude.

"Also of significance is the presence of both the Neépolitan and

Augmented sixths - more experimentation with chromatic harmony procedures.
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'Op.11 No.5 (1896)

The prelude in this set beéring the latest date of gomposition, this
work nevertheless is anachronistic in nearly all aspects of -compositional
procedure. Experimentation exists only in‘the var#ation procedures applied
to the basic theme, four harmonized chords with a start of a half-bar
ana;rusis. It is basically_a miniature in ternary fofm using variation

technique on a theme.

| In the baés line the basic ﬁnit is foﬁr quavers. l I J ] | ; It
occasionally-variés to J ] £ ] J'at ﬁhe end offéome perféét-cadence'
vfigures when the same'bésic-phrase wifh the same harmonisation is repeated.
As in the first prelude, tﬁis prelude's bass rhythmic patﬁgfn;alters to aid

‘and further distinguish harmonic movement; here it alters to a J\J J"

pattern.

There are two basic ideas in this work: the opening theme (Fig. 53),
-and the second idea (Fig. SBl) used to‘develbp the work (through B2 and its
continuation B3) . As is obvibus,.SBl, 582 and.SB3 are closely related in

melodic contour. The wide ‘spacing. of the aipeggiated treble '(theme A)

occurs -in its last statement.

The qnly significant f;ctor‘in this work belongs to-a footnote on the
lasﬁwpage of the work. "In the third-last bar, haiféway through at thé |
,be§inhing of the last stateﬁént is another alternative for Scriabin: to
a@d a fifth in the bass line.- That is, both'thevtdnic and dominant
note could be sounded simultaneously, and, as in first and third preludes,
create the dual-function possibility - and eventual integral compositional

structure.

A

Op.ll No.6 (1889)

Another prelude of straightforward construction, this work is written .

in two parts. The treble is displaced by a beat's distance against the



39

bas$ line, and each part serﬁesvto_both lead and resélve (implied) ;hords. 
_aﬁd prog:es#ions. "It has theﬁmdst»syﬁmetricaij~reguIaf coﬁstruction of -
the.Six preludes rhythmicaily, harmonicaliy, in phr%sing~¢ontour, ana in
'phrasing,length.s Like preludes one, fhree'and fivé, it also uses the‘
rhYthmic factor to aid progression. ”But.whereas in the otherAexamplés
‘the rﬁythmic pattern'chanéés, herevﬁhe»pattern rem;ins. éﬁt the placement
and.registgation of the>bass“line_reverses, and'uses-chofdal structﬁres
éositioned on first‘beat'éf the.bag} gnd.tﬁe doﬁinané Peaaljpoinﬁ is -
biaced on'fhé laét quéver-beat; This’significantly contiibu#es towafds
festétement éf the opening"theﬁés chtaihin§ a»sﬁ;ggg dynaﬁic impact

when the rhythmic reversion re-occurs.

‘Strong sequential usage is also evident.

5 See: Comparison & Trends Chért,:ppl43—44.
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THE FIFTH SONATA OP.53

S ——————————— e

Introduction

E.»This is'thé’pivotal work of.tﬁe ten Scriabin sonatas. It is the iast

- of his sbnétas to be given key-signatuies,-and the first to be in an extended

singie movehenﬁ form,l" It represents both past and future compositional

di:ections. Thefcadeﬁce,as traditional harmony knoﬁs'it is all but eliminated,
: the’"toﬁic"'souhding "out of immediaté context" in:thevsgétions followihg, or

it is:staggefed aCross;otherfprogreséions in avdifférent tona; area. - Examples

of these occurrences are provided in the analyses.

Scriabih himsélfaéomplgtedlthé work in three days,:and-:ecogniséd that
it was more;inséi:atiohally-derived than owing to logi;ai‘compdsitional, 
pfdéess; “the fact ﬁhatvthevwofk d;eé‘conform to strictvpyocedures‘énhahces-v
the convictionbgh;t hisfdevelopment_of éfsihgle'funétioning-éarameter from

harmony and-melody was both "correct" and logical.

iThe work~su¢cuﬁbs;parfially to:each of the th:éelsystems of analysis
, empl§;ed to ahaiysebit;" 'Traditionél h;:ménic/thematic aﬁalysis of-ﬁhe work
shoWs'Ehe use_of?motives,énd the importance of-rhythmiclcells as sﬁructurally'
unifying de?ice;.__ Howevef,_itvﬁéils to exélain and categorisé thelsiqnificance
of'the'key felationships and.dndéflying hafmonic basié;v_indeed, it is
insufficient ag-a resodrce to.aécoupt fér ﬁhé harmoni; areas so obviousiy

~used as referential base§ for the quk. 'Thechhenkeriap-style of geduction 
’_anglysié eliminatéS'the linearfmotivé,'énd displays the ba;is‘ofvthe structure
alsojbéing dépendent éh the.juxtaposition of these harmqnic~aréas. . But it
negléctS'tﬁg greater use of linear ;6unterpoint,'ahd hence' the increésingly
' imertant,place held by the rhythmic parameter in'tweﬁtieﬁh—century compositon.
-That part of this work aoés.adﬁere to, intui;ively; his "system“ which he had‘
not yet codified demonstrates the experimentation and evolution of a justifiable

process.

The edition used for this sonata is. MCA Music, New York.

. ‘1 Hull, Eaglefield, Scriabin: A Great Russian Tone-Poet (New York: MCA
Press, 1970), reprint from AMS edition, 1918, p.20.
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OUTLINE : FORMAL CONSTRUCTION

The Sth Sonata is in strict ciassical sonata form. That is, it
follow5-the'traditional exposition, development and reéapituiation of its
‘'subject matter. - Of 456 bars duration,  this work divides as follows:

_ Expésition: [1-156/?]

-Development: [157-3281~:

Recapitulation: [329-456]
 Further division within the Exposition reveals that it consists of six main
- contrasting areas, discussed in terms of a prologue introduction and five
contrasting subject areas.l- These areas can include juxtaposed or successive
‘motives or harmonic areas held together by a rhythmic. pattern. They are
usually indicated by-é-#empo of dgscriptive marking and £heir compositional

treatment generally‘avoidsioverlépping.

EXPOSITION [1-157]

‘"The Exposition is realised as follows:

Prologue: Allegro impetudso;' ‘Convstravaganza (Presto) [1-12]

"lst group of "subject” idéas:l~Languido. Accarezzavole [13-46]

. 2nd group of ideas: Presto ton'allegrezza [47-95]

:3rd'group of ideas: 2 contrasting -ideas are juxtaposed and extended, the

first marked as imperioso and qguasi trombe; the second as sotto voce

misterioso affanato [96-119].
44th{idea:  meno vivo [120-139]. - Herein lies the crux of the future of the
‘Scriabinic nature of .composition, examined later; and -

Sth group of ideas: again as in the 3rd group,'2 sqcéessi&e contrasting ideas.

~The first is indicated Allegro fantastico,-of_2 bars duration, and

separated by a bar's rest. The second idea is labelled Presto tumultuoso

esaltato. The fifth group extends from [140-156] and possibly can
include the lst quaver beat of [157].

The "subject" material figures are indicated separately.

1 The use of the term prologue, and later, epilogue, has been adopted
from Eaglefield Hull.
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Prologue [1-12]

In this introduction (spanning almost the entire range of the keyboard)
the choice and treatment of certain intervals within a framework has far-
-reaching implications in Scriabin's evolving compositional procedures. It

is of utmost importance that these factors be identified and described.

Iﬁvis significant that in the opening'inttoduction} rising fifths and
alternating diminished and perfect fifths are used in the bass line (Fig. P(a),
p.46). In the top line,:the tone and-perfecf fourth intervals are employed
at the principal level (Fig. P(b), p.46). It is also equally significant that
the perfect fouith; a cadential featurevdf tonal harmony -used in<the‘béss line,
is stuaiously avoidéd.in.thefbass line.g instead, the allusions to cadential

features occur in the treble line (D# to G#

) as a form 6f ;efereﬂtial default

-,(Fig. P(c), é.46). At Fig; P(c), the bass liné gréce notes ([9-12]) férm
successive aiternating‘diminished and perfect fifths with their main notes,

: counterbaléﬁcing the-pefféct fifths and fourths occufringlbetweeﬁ the full
notes. :In cbnnection:with thé'bass line the-treble»liné.oﬁtlines»major
sevenths via aliernatiné peffect/augmented fourth and ﬁajorlthird/perfeCt
fifth subdivisions wiﬁhin‘each'éroﬁp,>and perfect fourths each bar. Most
important is that the conjunction of bass and tréble lines outline consecutiye )

augmented fourths and major thirds, with the bass line "E" providing the

perfect fifth needed.

Also important in the introduction is the.spacinq of A as.the»centrality'

#

between D" and E outlining a minor ninth. Though not in a "key", it juxtaposes

the diminished and perfect fifths,.a gradual solving and evolution to the
‘harmonic system Scriabin gradually developed. . The minor ninth is treated as

"a consonance, or point of departure, and the octave is deliberately avoided.

The treble ornament (Fig.'P(b)) exploits the use of the tone which

reinforces the trill on E, also a tone in usage. The first treble ornament

2 The only reference_seen to 4ths in the bass line is by the successive
octave transpositions [9-12] from bar to bar. This only changes registers,

the 4th is seen as a result of the transposition and is not an integral
factor of the work.
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contrasts the perfect fourth with the augmented fourth - made up of three

. successive tones; tJ createa form of dual acceptance of both fourths as

consonant viable alternatives. “~The second ornament subdivides into a

" perfect fifth/major third dichotomy; As both are contained within the

major sevenths, Scriabin can be seen extending the function and usage of

intervals for certain compositional reasons.

.First'Group'of Subject'Ideas{13-46k-Languido

Separated by a bar s rest from both the. prologue and ‘the Second Idea

g Group thls section uses five maln motives contrapuntally as its basis.

-Theyvare:v Motives 1, 2, 3, 4, and .5 ln First Subject-Area Flgures.

Already usage of: materlal 1n the prologue has been used and altered. .. The

prologue ascendlng treble. D# to G# is now usedain the treble'line in the-

languldo as the lower voice as ‘a descendlng perfect fourth flgure

R I o e

4] rﬁ} B V= 2771 R S }

~ 112\1 g1t :—q’_%i.el‘.- > 9’#“' T .7 ——

N A =g
B JLlis-k]  ——T——

The E trill in the.proloéue;transmutes'to_the E . in the accompanying chords'
as the pivotal note around.whloh movement occnrs by tone and diminished.
fifth - again as in’the,prologue;_'pThe vertlcal intervals are also
significant. If.the spacingpis examined.the chords use perfect fourth,

tone, and tritone intervals as the integrating feature'of.structure,

'_E@e&mu% of L.
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Motive 2, uses the minor third réturning_as its idea. = Originally as a
-secondary effect, it becomes countered by the upward movement of'G# to B

in Motive 4, its first half. . Also comparing the intervals against the

-~ bass line:

& - m — L~
-~ 3 JL:f.
7 1 7 1
71 o r
B L AR o4
AA D y- T : 7
d |_PZ |

"vhovemeht by a minor'third'ié also.hoticeable [29-32] in. the bass line

f whéﬁe‘there is t:i;one_déscent -against the ascending minor thirds.

o S~ M -
- _ . £ £ afpegg/ated
': 2 o t f—1f '} 7 _ C'[wrz,f
- - S P. Skd $
{1l % . 1 4 a } a
m - 1 -

e W T -nﬁ

Even the .repeated.notes (Eig.2~MotiVe 4). are used as-a rhythmic resourde.

First occurring [20], they are chordally filled out at [32-33) .and ([36-37].

Motive 5 is related to Motivesslvana'B;byiintérval,compass;'perfect fourth, -

" tone" [enharmonic diminished-third].'

.2nd Group of. .Ideas: Prestbﬁcon Allegrezza [47-95]

A six bar theme provides‘thefmétérial forrthissection.3 "It is
based on the tone, minor seventh,_as alternations, ascending major and

minor thirds, and a descending perfect fourth within a descending perfect h

- 3 See Second Subject: Theme and Pattern Material, pp.d46-47.



flfth compass.

develops each. of these features in thlS section. .

»malharmonic ostinato:
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These areas are deflned because Scrlabln separates and

Also, the'bass proVides
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L The“use-of~two'successive»perfect fifths in the bass-line is important as

s Scrlabln develops thls 1dea [80 90] as ascendlng flgures, and as the end

of the phrases [91-93] compasses a major 9th, agaln 1mportant.

5-Theﬂusefof;tone*and minor sevenths expands from (a)

‘to . (b) vand ‘(c) ‘below
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‘The ascending ma]or and mlnor thlrds also expand from (d) to (e) below

‘d . La g wg] @ §va ~-~ “"--‘qg-'"'“[

._-...\

|

o — "

I |
- v % Y +

v L&ﬂuﬁ!m
- Separahng the asuuuﬁfy.ifby _gﬁfi'&yuvaﬁﬁgglﬁc»%;dkeand foqes

Note also the use of the perfect fifth separating the.thirds. This is
a very important feature, as Scriabin continues to use this idea as a

' basis of compositional construction.

The "resolution"tq'a major seventh as consonance is also important

. %t A+ Ai%  . _ ..   q,ﬁ ’
e — : .

IR

[94-95] ,
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: . M3 thind
B £ w0 0 <
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' Third Group of Subjects [96-119]

Two contrastingfideas, each of two bars length, are juxtapdsed'side
by side. They are Fig. 3(a) and (b{.4

3(a) Shows the.variation used; ' ascending major third:pattern, from

- the second subject group becomes a descending’minor sixth, still
an .augmented interval pattern. It acts as an interjection.

3(b) Acts as a rhythmic vibration.

- 4 Third Subject Area Figures. They are also demonstrated for
intervallic 51gn1f1cance and function under this section.of the analysis,

- PP. 47 48.
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AR ] il t In 'rp_la:h'an o the bass no'lesl C# ) 3#-
= -~ acds as a 4~3 suspension Yhe -CH#
. | I A 2 £ :
v 3(‘) ) L.LLMQ\./’ ' [ : Ae:nj PrcPa.rd from Yhe Prewous zachon.

& q‘; » Enharmanic l:"ch au’m&nﬁd .S‘nd’/\ bailt on the
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The pltch levels on th.ch elther entry comes in outllne the use of the>

' perfect fifth, ‘e.g. Fig. _3(a) :
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l R . ’ Bbdown I mLau 3401.; M3com,ougs
&7/7‘..: /ayels : Qa__(nyersion of the _mé u;od

- mwﬁﬁé%*—mﬂl—h{mmr—i_featm,
- 4@5;'“ st '1 78T _ — e .
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Also note that the last statement of the»'imperioso Fig. 3(a) idea uses

. the tone and minor seventh feature of the second subject group. This shows
the close relationship of each thematic idea to the other, Fig. 3(c¢), p.47.

The rhythm a'ssi'gned to Fig. »3(a)v is kept; the intervals are transformed.

Fig. 3(b) entries change hemonic. positioning, and'anticipate developments
in tl;e piece further such as the descending eem'itones [103], and the
interpolatio’n of a ereble jump by augmented fifth '[10'7] ' [109] , [111]1 and
major sixth [113], in contrast to the augmented fourth leap in the corresponding

bass section to the fifths:
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v/¢s+6ar
&t javersien choeel,

Eo‘l] [JOQ] [u] T [13]
‘Note the chord sfrucfures usm‘ [Io?-m] are alternat dammaaf Q#u with
‘raised Sths and deminaat Tths (1'1 ) and dommanr ‘711-75 with lowered Sths ( Yé)—

The "resolution" ‘to a first inversion seventh: chord is one of the

harmonic. blueprints of:Scriabin's middlevpériod style,5

~ In-addition, the movement by perfect fifths to' the next section meno -

* vivo from the.quasi trombe imperioso [114-119] is again featured. The first
" ‘inversion major seveﬁth:moVing tova.root'pOSition up a perfect‘fourth,:élso
acts as a II-V(-I) cadential feel.

;,'S‘*HE‘ L1 |

o 1 o
P— 3 1 = S |
U fw-ng 7\ 1\ ’Z)\ ; NB. This la:t bass F acks us
e
- Q,?'_r’ E‘. 7\ 7 7[;‘?] preparation TQ"' the pext

: ylj——b—félz—_

IP nlyl . } 4 > 1
7 e

Eb) H-w ’7

Sechon

F

‘5 Hugh MacDonald, Skryabin (London: Oxford University Press 1978), p.l3.
He maintains that the lst inversion seventh chord and an-altered augmented
sixth chord he terms the Scriabin sixth are two harmonic flngerprlnts of
Scriabin's middle period style.
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' ‘Fourth Group of Themes : Meno vivo. [120-139].

T ' o s o N
" Contrapuntally, four: ideas are evidenced. - The two treble lines are more
independently’contrapuhtal“(4A; 4B); 4C and 4D are more interdependent

as the harmonicucushion for 4A'and 4B.f In the thlrd bar of each statement,

rvltself of four bars length, the. llnes 4C and 4D converge, and also 4B by

’;:mellcatlon and reglster ;,1n 4B [121] A below mlddle c goes to an A

flbelow and above mlddle c ln the converged 4C/4D chord [122] A kind of

b

"extravllne, or motlve, emerges- “the D to Dﬁ alternatlon ln the 4B line

"_occurs as opposed to. the arpegglated converged 4C/4D llne.

i"I)ars'duration until [134]'when;

T The]B'jaleo7acts as.the'delaYed~resolution'of the*domihant;ohord, first

. expressed in {118] ‘as an anticipatory measure.

‘The rate;ofvharmonic:changelisSvery.slowi..basicallyLexisﬁinngf.two

> h? '5"remains as -the. harmonic basis. The
HBY . _Eb_ I o e B
n ';if' and F-seem to be simultaneous sounding
: . ;: of: the domihant.ninth chord with its
S ——1 . tonic note, if these terms could be used
: "+ . descriptively rather than ‘'definitively.

" The Fvis_orolonged throughbthevmenO'vivo by movement'to-czb,?or-ann

augmented'fourth,vtwice,»then'overlapping,'in the;harmonic;reduction.,’

AMVHER SYL 40 ALISHIAINA

'This section, containing thé.bass overlaps, is of crucial importance in

1 ’ Q o A
hn c ! G ! o] e 3 @ o
&Y —»5 [0 N N o —H o _— > poy o]
: » T ] o 2 O iy _.§:?:> : = .
! o - . _
120 o 123, Qaa fo IJZ]' [/.u o S uss] ([ ko 13q)
uI-Fj, Pt S 3 = = . V' LASH 7‘ jD—'H B \é O
——0 g R e 3. j?' oo XL
. . — i o ® S paew L L
agbe '\"‘tb O pyt St mﬂ psy ¥ . T T
' %‘ { . o ‘shatic F Ol oAt Jauf.r/;:_w )

the later compositional developments that Scrizbin evinced. It demonstrates:

'é Fourth Subject Area Figures, p.487
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' inc;eéged contrapuntal maqaéément; use of harmonic'aréas,-and con;inual

-overlapping'of'ﬁréditional resolutions Csuéh as to the B ) by ‘assigning the

.'“resolved*'nbte fhe dualvfunqﬁion of being the simultanéously resélving
"toni&“'from the previous'section and existing as ro§§ of another dominant

- chord. = This - duality 6f}plécemeq£'aﬁd‘ﬁunctiob is-thé key to the compositionai
deﬁeiopmehtioff5qfi§hin. . ' The themes 4A and 4B exist in four-bar.phrases;

| 4C and 4D are balanced as two-divided and combined "harmonic cushion" realisations.

HAf4S
o R "y - .ca,._,bi;.ed.ac/ao.v
YY) ) S T ?w----"? RS . . _
r - - s 3 afﬂ_eﬁ;_"*&d w”?"’lé”"";_"f’ = Aﬁ-‘lﬂjs /b 60?% nmﬁ}aﬁbns.

-7
- ‘chriahin has also cultivated an intensive close relationship between
~ the 3rd and 4th group of subject areas. . Dis-integratibn and integration

vﬂ;occur,betweén5the,3a sotto:voéei.and'the three lower parts 4B, 4C and 4D.

3;g9.”' v - 3B
A

m— b Y S S , .
. T [ 1 | 1 / b { | I :
u - { 1 { i . ’
: ~ i : - . L
= F vivo - »
A
Ly -~
4
7

’-Ce.?ﬂ:éé_‘] | B

- in.ﬁhe EEEEQ.XESS; the.moving.part;internally-is an aiternating major-minor
_-thifd égainéf a.;énstant minor 7th (doﬁbléaf'and diminished fifth from the
-baés hoté; the meno.vivo contains a constant major third and. minor seventh
. (again doubled) with an alternating major-minor_ninth. It also’démpnstrates
a change ffom'harmonic or_homqphonig'principal function via a fhythmic motive
to the contrapuntal functionk'wifh different rhythms given to illustrate

. their inter- and in-dependence.
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"Fifth Group of Subject Matter [l40—l46]~;

Two contrasting ideas are juxtaposed. ... The two .bar motif allegro

fantastico, is, as the pfologue and_end of first subject groups also

separated by a bar's rest from an extensive presto tumul tuoso esaltato
‘development of two inner cohtrasting ideas, Fig. 5. They also contrast

by time Signatures of 2 for the allégro, and~g-for'the'prestb;

4
. Fresto fumultuoso esaltatc . Imperioso
) . e . | . 1 —
L 7 _De e ... : 2 ] Y o -
- B - ! Dl ) . . -
I es—e—] e+ i ——1 g - } -
7 V5 *— 1 s— I ”
o= Yre. 586 ° F »
FlG 56 S : y :
oart | - S part 2
e~ {7 ]
I 72 ) A ) K g =t
7 5 {/ ) AJ 1 AR > I B A
LA ) be ) ¥ —

ol
“H
%
S
Ve
-
+H
Nt

_  wi#h the second main_idea,'Fig} 5(b), thesé two parts of it cbmbine to
fphrase_the section as)follows:' | | |
1- ';st';£atemen£ -4 béfé: '
| 3.bars 5(b) (1), 1 bar 5(b) -
"-éﬁa Stafeméﬁt 6 bars:
4 pafs:S(bifl),:é iaﬁfér‘ﬁaré deriva#ive and variatiéns-
2 bars 5(b)(2) "extensioﬁ"_S(b)(Z)
Brd é’;atementj f4 barg; | |
o 2 5éfs-5(b)(l)Aderivafive’and VAriations
' ,2'bars 5(b) (2) "extension"
The mqtiveVS(b) is closely>felated’to(,and indeéd»uses;.ﬁateriai'frém.both'
'bthé s¢cond,and1idfd.subjéCt areas,:deveioping both ideas. In.addition,
3(c)ni£self is'derived»from.Z(c);'figures'S(b)(l) ;ﬁd'S(b)(Z) derive from

- 2(b), 2(c) and 3(c).

._v7 See Fifth Subject Area Figures, p.49.
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" In S(b)kpart'l, the'trebledline can;hevdirectly related to [48], (or
[54]) -or [59] or 161-63]. probably [61-62] ‘(indicated be;aw) is the closest
to [144]>and Il4$j_due.to the identical rhythmic.pattern'in both bass and
»trebleilines, and intervallic'movement in the treble line; and [59] [80]
'aandb[84] correspond most closely to [147 1487, as their harmony is closer-

o:~than I82] and [86] though the pattern is the same.

N\

'?- N

‘[149-150] and [153- 154] dlrectly derive from .[88- 89] and [90 91] in the

:treble conflguratlon and development but. the bass llne, though harmonlcally

consistent w1th.the treble,'ls varled rhythmlcally.v' The. flrstvbaSS'llne

hfappearance carrles .on the 6 J\7'P‘J 7 .movement, but the last

appearance uses the appearance»of semiquavers on the beat, flrst'lndicated

at'Il46J and IlSlJ-withd :j -V 1 J' at [153] by alterlng this rhythm .. °

to J. jj”17 demonstratlng further use of the rhythmlc parameter
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THE DEVELOPMENT : [157-328]

‘In the development, Scriabin.even more closely develops‘and integrates
material. . When possible the identified figure numbers will be named to

show motivic or thematic relationships.

“The prologue "idea heralds the deVelopment. It is up a tone from its
- first statement and is of eight bars length, or two—thirds that of the 1
”.beginninc. " Again, a-.bar's Trest separates-it,from3the-followingvsection;.

[157-165] .

" The languldo, as in the Exp051tlon, reappears, but up--a. tone from its
1_or1g1nal»1ntervalr_ As in the prologue, its appearance is shortened from
[165—184]vlt'corresponds to [13-33] without the reappearance'of the two bars
.worth of falllng semltone in the middle -line with falllng trltones by a minor
thlrd ‘seen, at [29 30],-'this-is-saved till. later. 'In its place the previous

hvfour-bar pattern [25 28] is extended to a- seven-bar pattern.

~ Fron‘[185-246] elements fron the first,-second~and third'subﬁect ideas

" are deueloped. 'wThe-rising thirds treble,line (Flg..2(a)):are‘extended">
against the'imperioso’in:the bass,(Fig.'3(a)) whlle Flg 2(b) and Fig. 2(c)

: balance.thls three‘bar pattern wlth.thelr usage over three bars. [185 190].

The imperioso in the treble {191~192] is»placed-against a dominant'seventh

;;chordjstructure bass‘as.invthe-Enposition;fbut'the'rhythm has.heen.altered.

;from'semlquauers to crotchets'first bar as hemiolajandvsecond bar to
increasing complexity of five-crochets ln'the tlme of'three‘ . The rhythmic

- factor here- generates the feellng of progre551on, as the harmony has

remained statlc- only the domlnant seventh structurevbased ‘on Eki([l9l 196])
vis used,'despite appearances of lts ninth‘notevF# ({193- 194]), and its alluded

»véleventh-note A% ([l93-l94]_in the treble-line)' Flgures 2(a) and 2(b) agaln_

reappear [193-194], then the same ‘imperioso statement [197-198] is altered.
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It_’ente'ré at-a tritone'distance‘ v(down) , thus the harmonic.,vbackground is
»altered avtritone, -(a) below. The trltone 1mpact is further emphasxsed by

l3 .
use: of a full domlnant chord Mﬁ before t.he rls:.ng thirds of Fig. 2(a), [193].

. The - dom.mant chord resolves to the chord at the tritone, (b).
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Thivs 'Ieads V td ‘t&o" quesf:ions. of. pos‘sib-lev construétion:
(a) Are"the.cﬁords whe.n. thé same notéé have been éouﬁded written |
enh'armonically, when ;a-not;e a£ thé trifone has been a_d@, to
indicate a change_ of funct'ion? (i.e. fram progfession to

éad_ential feeling)? ' or
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(b) Are the chords written to indicate the parallel nature that
exists between them? (Therefore, would the different spacing,
e.g. 2nd chord E?ris where'D7 ‘would be for pianistic and/or

compositional reasons?)

{199~-206] concentrates on develbping Fig. 3(b), lst subject motive 4,8

its tritone'accompaniment, and the inc:easingly éompiex rh&thmic assignationé
- given toféach;. Tﬁe first subject motive four appears in augmentatlon and
later harmonically filled out [200 206] as the top tenuto'd and accented

| line in the treble.. Its.former trltone_fal;}qg~by a m;nor third in the
" ffirst.sﬁbject'area is-expanded-by inﬁerpolaﬁion and-afpeggiafiﬁn of.the;
Fig. 3(b) motive ba51s [199 and 201] in the' .méfef (as c6mpéredﬁto.its

initial > meter of Flg 1(4) ).

8
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ForRms oF 3B moTive
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NVB. inclucien of

Qq}mankafsﬂ*,ﬁyn,ngl
The minor-third-falling tritone- occurs in the'bass [200]-and [202~205].
At [203] it is'aﬁpeggiated out in conjunction with ddal.usage of Fig..3(b)

expanded;

8 Seen under First Subject Area Figureé, p.46.
-9 See Third Subject Area Figures, Fig. 3(b), p.47; and the following
example. . ' ’
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"Note: also: that. the- falling m3 tritone is contained within the

develobment,of:the'ﬁig.v3(b)vmotive. :Thevrising‘semitones'inbthe treble,
Q‘loWer'bart;‘2nd”half ot:thedbar'tzoo];.[ZOZI and I204] (where they are also
‘doubled) and rlse for. the whole bar s length are allu51ons to the falllng f
v semltoneapattern'ln_the second»bar of motlve’4(B); . Movement is upwards at
“tﬂfthe'ratetoffa nlnor third-[199fbeginning of 2017 minorvthirdV[éOlebeginning -

| 70£.203] and then of a tritone [203-205/6].

From [207 218] the patternlng arrangement of - [185 206] ‘is repeated w1th o
[105 l9OJ belng shortened to . four bars [207 210] by omitting- flrst .two- bars
t.;of rlslng thlrds Its: closer allu510n to the second subject in the Exp051tlon_

is relnforced by relntroductlon of the rhythmlc syncopatlon J J J ‘l

varied. to é J J J [208 210] Agaln the! movement of the lmperloso

:and harmonlc background is. by trltone., [219 227 flrst beatl‘relates‘to
'[199 206] dlrectly, but uses the chordal repetltlon of Flg 3(b) sotto 35555
rather-than,arpeggiation..f This sectionvdemonstrates'thevdual:purpose‘of

“‘the ﬁaterial as harmonic_at Fié..3(b) andVContrapuntalvas Fig.'s-4(b), (C)tand
'(d) by introducing the'idea of'norevcontrapuntal lines within'the frameworh;

‘The example is given next page as A.lq

‘10 Flgures A, B and C refer to the 1mmed1ate examples lncluded in this
‘section. » :



Note’ the movement down .of the bass }l')y minor thirds, butlining an
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enharmonic’ octave [219-226], B, then movement for a "cadential™ feeling- by

' movement upwérd of a perfect 4th, C . In C there are two dominant

. seventh chords leading to a first inversion triad. 'An'int'errﬁpted cadence

~ . from
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... sentence completed after example C.
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the second dominant seventh bass line an E to the first inversion chord,. as
-thongh the section were in "A major". - Respacing the first dominant seventh

“to the first'inversion shows its close line or part.relationship, D.. .

D
. D A
VL ) . . .
pA NG T ;
[(ahwnL - 25 i) ) semitone movement of: the root; major 3rd.
d’ V and major 9th;
B S S . tone movement of the minor . 7th (doubled)
) 2 —?ﬁ?i . .. going to the major 6th
—— 3t ~>GOS . o
A2 KB - T U 2 —H
Y AN W A % Ml Al
V4 il Tt

From.[227 246], the features use malnly the second subject area: fFio.fZ(bl.l'
for its rlslngbthlrd and falllng perfect flfth, and Flg Z(o).for lts falllng'.
vtone then alternatlng minor sevenths. Flgures 4(b) and 5(b) ‘are also .
flndlrectly related ' [227 234} are sequentlally followed at a perfect fourth s B

.dlstance [235- 242] - [243-246] comblne the ascendlng thlrds, descendlng

' ;_pattern of. the second group of sub ects with.the two bass alternatlves

arpegglated quavers and rhythm J\ J\77 of Flg S(b) .'I24S—246] use’
‘.f[244] treble and sllghtly alter it to 7 I- JTT] falllng pattern, (as a

dlssectlng 1dea)

The leggierissimo'volando'[247-250];alludes to the prologue ornament

' figure and contrast the first note of the baSSwsemiquavers'lntervallically.
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‘It also alludes. in'the bass line tO’thefuee'of a first inversion of a

_traditional style chord to aid a "cadence"; here it extends.

The presto glocoso [251 -262] comblnes motive 1 and motlve 2 from the

fflrst subject group in sllghtly altered rhythms [251 254] agalnst an arpegglated

’j,domlnant nlnth.ln'the~bass.‘. Thls corresponds to first subject~harmon1c change

"[40-43], w1th the earller use of the two ‘motives contrapuntally (13-16]"

eand [34 35], [38-39]. - The repeated Gé’to D [251 254] is. a chromatlcally

"altered heraldlng of motlve 1. flgure l }”

Lo

2. 93 o b# be o
' |

- Ty _ — - of [255-259] .is |

. basically_anAelongation,ofvthe falling-semitone line in the firsf-spbject area

[29-31], or bar 2 of Fig. 4(b).

Fig. 1 motive 5-is also seen,tWicefF#_to Eé’minime) and E° to C" crochets.

In contrast(?the”treble line allﬁdesﬂﬁo thebproloéue by virtue.of its

‘ornamentation factor, but revises and extends the use. of motive 4 of the

. first subject area rhythmicel;yi;;’

ry ry . At 33
- ' = ot ﬂi-' ~
3 %r v e W@ { - rf‘-—" 'Ih L:; '
11 P - - 3\ L L. o megl 1] xol 2V "
L e S =2 e A — i — R >
— ReE— 'L*_ ~— o= — ‘%} 1.
. up a minor third from .original statement 117-20] . o , R (3‘*“°x)l

. The meno vivo [263-270] acts as another epieode,.using first.subject

. motive 1 in the bass 1line upper part at [263—2641'and [267-268] . Fiéure 1
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motive 2 is used as the inner part treble line [264] and [268]; Figure 1

motive 4 is in the treble inner part [266]; the first treble statement

263-264:

o Pt S L 2 e
{ 'J \* " 1 H i " ] Z } \
| ’ ‘t — J of matiee U R
: - - |
J- LT B B —
, o . N A P
s reloted +o = A ond B, _'{-T; 3 %TL T SR
B : . --- = ) ’

... The use of the semitoneAmovementbcontinues'[265-267]‘again finishing with

- the minor seventh-leap downwardsﬁ[268]>I269vand 270] allude to Figure 4

‘section's treble. 1l

ine expansion:

R ) PN, N L PN L
C % vl ‘ff?’—‘ﬁ' VN T 1
A 3 T T #I;:?J 1
€ t = 4
130-133] ‘ M
7~ TN

o

-.Figufe 4 -delays the éemitone’movemént

until the bass harmonies change.  Thus

,‘_E@' ’f-f- £ £

1—

4

)4 X

. G- and D' have duél functiéns.

4G 01—

: The cantabile meno vivo repeats the fourth:group of themes as in the

V Expdsition.meno vivo. But it is a-semitode.higher,than the originai;- and

' the only change is théttFig; 4(d) has been érpeggiated'aﬁd includes the

additional "tonic note", here B , in the bass of the arpeggiation.

~Also,

where the lines, Fig.'s 4(b), 4(c) and 4(d) cbnvefgé in a:descending arpeggio

of the sounded chord notes, herefthe:arpeégiation is ascénding,and.éxceeds

the register of the chord given, with echo allusions of the last two notes

of the melody marked. .= The cantabile extends from t27l]_to [280] and

is then interjected twice by Fig. 5(a): at [281-282] a -semitone higher

than its original entry, and. at [285-286] a miﬁor»third higher than the
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[281-282] entry. Two bars of the cantabile tune, minus the last note and
tzhaccompan§ing chotd-are juktaposed to Fig. 5(a), the Fig. 4(a) melody in

-;.octaVee. Aeﬂin'[27l-2801vthe last. two entries are at a perfect fourth apért.

" From {289-305]" marked allegro, the Fig. 5(a) originally marked allegro -
féntastiéo“is developed. ‘It commences at the same pitch as jthe_'last‘ entry
,ét-[2854286]5i.e. a,major}third above the Exposition driginal and moves-in-

. a 2-bar phrase, then a 4-bar extension idea as follows:

, | " gl ' :
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o E—r— — ; —1—¢ o E;,, -~
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Pbianistically, “the semiquavers ﬁ‘/ become chords -to.generate increasing

.urgency- and movement to the next: section.

© Bars. [305 313] comblne elements of the third group of subjects The"

, quas:. trombe - lmperloso call in- the bass is contrasted by . the Flg 3(b) sbﬂ
&ce_ 1dea. This area is the'_leadj-in- towards the climax, formed by increasing
" the rhytrﬁnic complexity. Other 'facts aidihg it are the: use of the Fig". 3(c),
[114-116] 8 first inversion movement up a perf.ect. feurth .to proportionally

the» sar_he’ chord relationship ix; the bass, seen es_ perfect 5th dominant

[305-307] and {309-311] (Fig. A below) . Also as important in the bass line

8 Fig. 3(c), p.48.
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is the juxtaposition of the augmented
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. fourth perfect fifth interval (Fig. B).
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" "The Exposition meno vivo‘ofﬂgréat_cantabile quality has been
‘transformed into the climactic feature of this sonata. From [313~328]
this Qécurs.' Of ‘the original Figure 4, parts 4(a) and 4(b).predominate,

‘"with octave and harmonic additions.
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i'Again'Fig's 4(c) and:4(d)[idea§ are more ;nterdependent. But,notice
>th$t»£he sustaining of thé:phord feaéhed in [315]}‘pai£s 4(a), 4(c) and 4(d)
remain these thrée paits,'notftwO"as iﬁ tﬁe_Expositionz ‘“Aiso notice that
repeated chords,»éreéting rhythmic complexity of four aéainst thiee are used.
in;[315—316]; [3l9-320],»énd [323—324]'iﬁstead of thé arpeggiated»deécending
figure. ‘The repeated chord idea sustains the bass sound reached in-[315];
‘and the following similar pléces. .ThiS'four against three -is also énticipated
in [312] in the treble. |
':in'this séction,fthe'juxtapbéitiOn of’tritones'(in béth formsf and
..perfect fifth[las.in'the_ggégizizgjrand [3@5;312] is similaflyekploited.

Each;Chord'represents two bars of éOﬁtraptntal.movement:

; J_JEL — : : : | : il e —ir l)'Ik TR
/ niv N ¥ =00 K2 S 2 T
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: : T = S - <t t ] R i
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= = .f«ggé = =3 bs
. ) . - N . - L '6" -
A R R N o 1 AFY
' P55 ] A P5 . enhurmenic) dé |

"The expected B to "finish" the section occurs as the first note of the . . .. ..

‘Recapitulation.

- RECAPITULATION [329-456]

f'Almost_withoutbexqeptién,:the Rééapitulation follows‘the traditiohai
- sonata procedure of restatiththe Sijéct areasin thé "reformed" kéy.'.
- As the restatemeﬁts'dovhot;conform (like the,rest of the piece)’to a key,
a viable altefnativévié to°compa£e each E*posifioﬁal section with its

Recapitulatory equivalent, intervallically.

From [329-356] the second subject idea is restated, down a perfect.

fifth (or up a perfect fourth later).  No deVeiopmental reworking of-the

4 _ . ,
initial J J J J with harmonic additions in the Exposition occurs.
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The group of third subjects is repeated verbatim at the interval of

-a perfect fourth upwards. It extends from [357-380].

© Also recapitulated at the interval of a perfect fourth is the. fourth

group oflsubjects.. It occurs from [381-400], with the only variation

happening;. -Rhythmically,vin'the lower.treble line [392-393] where the

~tied note is held: to a group of five quavers to ‘be played in: the time of

'>three (1 e. J‘J'J']'J .} ‘rather than [131 132] in the Exp051tlon counterpart

of-(" AP S

‘Both . ideas of theffifth_grpup of subjects.a:e<recapi£ulated; but afe

,extenéivelyfdeveloped'alohgbWithrmotivic and%thematic.maﬁerial=ffom other

- areas. Fig. A(a);:the two-bar interjection is extended by»its»own :

‘repetition and‘sequéntialnrepetitionAof this at the minbr third '[401-408],

in theﬁtreble‘liﬁe; the baésllihe.maintains.the’E .pedal poinﬁ whilst’

alludlng to the minor: third elevation. -
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Exactly the same material;is used for [409-416] but the_tripletA
. . 2 . . X ’ ' ) ;.
repeated chords in the 4 treble line lnstantly recall the Z Fig. 3(b)
repeated chord grouping (i.e. Ji J J ] Thus Fig.'s 5(a). and 3(b) are"

combined: .Note transformation from'sotto voce to vertiginoso con furia.
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':“TherSeetiOn‘marked'con luminosita'[417%432]‘is'based on four‘harmonies_'

over an E  pedal point:
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It combihee’the imperiosoq(quasi trombe) theme infthe'bass,;repeating the -

wheie pattern up?a'perfect fourth:- I4l7—424] repeated'[4é5;432]. Fig. 3kc)_is
erepeated [425-4291 from [417-421].‘> Its-harhonic'change.on'the last“ehotd,.
:causes the planlstlc wrltlng to 1nd1cate the last chord for the rlght hand »
.whereas the rest were wrltten.ln the - left hand. Agalnst the;lmgerioso(-the
'derlvation.qf Fig. 2(b);ralso_seeh-as the,treble line of Fig. 5(b) eccurs)
'shifted'across one -quaver beat soethat.the failingvtone falis on the second
beat. This pattern is.led'intby'Fiét 3(h),£epeated cherds each‘tiﬁe.for the
first J.beat,.and eecars [417-4?1]'and [425-429]. Froml{421~424] and {429-
432J the treble exploite the juxtaposition.of:minor»sevenths,:in rhythmic

'variation-andvaugmehtation of Fig. 2(c). -
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" lse of vhe seventh oo )
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. In contrast to. the use of ‘the seventh, the bas‘s line features semlquaver
_arpegglated added 51xthe, rlslng through inversions [422 4241, and descendlng
_[430-—432] . | In [432] .the added.s:.xth idea 'in_.the base is retur_ned to the
Fig. 3(b) chord antl alters the‘i meter te ZT _ ‘Tll;xese arpeggiated -

- semiquavers recall the continuation of Fig. 3(c) . : :

- 'II‘he'sec»:tior-l_ m'ar]ted estaticd.‘[4-2:33j-4401 co'mbinbe.sbz . Figﬁire-l metix;e 1 in
"augmentatiqn’ w1th F_igu);e 1 motivevvz against a variant by the.bass line enly
'of’tﬁe-Fig. 3‘(b),._‘-idea.-'. It aleo..includes the use of . repeatea chords and
B the alternating 'eetﬁitbne figure of the F-ig 3(b) 1dea in. developlng F:Lgure 1
. vmotive ‘4, | The var:Lant of Flg 3(b) ,-and "development" of F:Lgure 1 motive 4.

is indicated, e.g. A and e. g. B respectlvely
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: _Note_also the reintroduction‘ofﬂrhythmic,complexity four against three to
~'exaggerate or helghten the harmonlc changes of one note each chord [437 439]

then return to the triplet rhythm for the more complete harmonlc "change"

rf"progressions";

1

—

- ST

b
==

L4 17

IR R

' Thevfinal section,.marked presto}'embraces two - ideas: “Fig.’ 5(b) and
'that of the-Prologue:, Flg. S(b) re-occurs.. at the 1nterval of a. perfect fourth

Vt:hlgher than in the Exp051tlon, and is of ten- bars length ‘[441-450] to the'

”::Expos1tlon S~fourteen.. Only one 1mperloso statement lS heard - [444],

.hallus1ons to the.lmperloso occur in: the bass llne [447] and . [449] w1th the
use of the g&?> 7J§J 'rhythm : The:same-notltlc and;sub]ectlveyflgures
.1are employed Wlth the re-appearance of the prologue {451~ 456] in: part, -
'i”that is, of the pattern belng repeated over flve octaves, and subsequent '
;lpaused srlence_bar, the sonata concludes,",This=reappearance;is:inportant
- “in'thatvithre-occurs at'the,original pitch,-in contrast'to.the rest of'the-
' .ﬁecapitulation;;ﬁtransposeoffat thefinterval'of-a perfecthfourth-npwarcs,‘m
"thus conforninghto’the‘heyerelatlonship3principleslheld’in~traditionall:.

.. sonata form.

A;summary'ofvSonata'No._S is.provided,
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ADDITIONAL NOTES ON THE SUBJECT AREAS

1. Second Subject area: [47-52] specifically

»éuun ppl NI ppI FRE P uumm
. o~ Lt

L__J
up m3 1l ep M3 doum 7 dowa T . dowa T down O/fe"fld_jj Tones
v L

: same notes used
. Placement of the rhythm in the bar remains consistent with intervallic

use as the sonata progresses.

e.g. (a). [59—62]

‘II'JJTJ 'PRERE! “IDYJ_J ‘Iﬂ7ﬂ

| S|
) M3 alternatis up T 4)“" 7 / dom 7

.m7's i ﬁ Con &|

(a) . [Séijdirecﬁly relates to [48] and [49]_by the various displacements
.-‘in<thé<first beat; |
(b). [éO] is an intervallic inversion (m7) qf [52] which alternates tones
_to the same rhythm.
(c)  [61-62]. The rhythm used is less closely related so thé pitch
: usage_is different. |
(d) [63-64] repeatsvthevrhythmic and ihtervallicbéattexn.of [59—60],
but at-a toné~lower.

"(e) [65-67]: This three bar interlude uses the

YHYnJ .pattern'
but the intervals are modified: ‘
11 7‘ﬂ
Lﬂfd TtuPM3

- | J A4 compass
2. Third subjeét area:

The first idea, marked imperioso, acts. as a heralding of future events,

evinced by wide intervals, accented rhythms accompanied bij murmurs.

The second idea, sotto voce, is used as a rhythmic vibration. This

is a Scriabinic,device, and is related to his philosophy and preoccupation
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of flight and deliéaéy, ‘and écstasy'. It is also an embryonic form of
his belief therefore that trills were uplifting (thé.top note alternates °

by semitone) .l

The third idea is less "independent" of previous resources, so the
rhythmic basis of the first idea is used, in relation to its.common

' . marking, imperioso. To differentiate, it has the additional marking

quasi trombe.

3. . Fourth éubject area.-
The first four bars ;:ontain the four parts and therefore the four
rhythmic patterns.

Of interest here is [130-133]:

bal ) g | PIFEY

Lclom ds 9P st R Tmn d8 Lf.:f#u_m mo (,Ps'fl

autlines Py . © Gutlines Pl sutlines FX
(132-133] is a rhythmic variant of [130-131]. ‘But what. is more important
is. that .v'vt'he melodic line_ is 'ou‘tlihing.'intervallically the.harmbﬁic progi‘_essioh

by thé same method that is _emp-loye’d'as ‘a central function of this work.

4. Fifth subject idea. A L ,
ﬁy J ] céh also

be: feésibly derived from the metrically changed retrogradéd g 7 J-J 7D

The bass line of the first motive: 4 44 1 Jd 7

belonging in the presto con allegrezza. - Hence vwhen:the presto, but now

»'_'tumultué'so :ésaltato ,réappea'rs,‘_i"c ‘uses this rhytﬁm to. compare 'éga_iﬁsﬁ

."fv:hé Bb' pedal point set ﬁp in the a‘ccompanime‘nt. o Theg' L’ J-J 7.1] sow
qqmbin'es' previous USg by. alterhatiﬁg.a rising- tﬁajqr_ thi_rd and a falling-
“tone of a perfecy:t, fifth :in coﬁpass. Thére.a#e tliuree_ impérioso statements

(i.e. of Fig. 3(c)) but the first two are incomplete: (a) g 1 J_JJ l .

8

and (b) 6 ‘1.D LJ J;..before thevfinal_compvlete ‘statement (c) 1-DJ J- Jl.‘\

_ 1 See Faubion Bowers, The New Scriabin : Enigma and Answers (London: -
David and Charles, 1974), especially Chapter VI on mysticism. - The trill as
~a compositional device is related to his philosophy. C
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5. Development -and Recapitulation

Development of material proper begins at [185] where the»gresto con
allegrezza rhythmic syncopation in the treble is combined with the
imperioso rhythm and shape, incompletely firstly in the bass, then

fully'in the treble: [185-~192]

11 1 MM J-' » MooLOMML T
(34 (7}1‘3 NN Pt

il o rm I AT T
1070 (13 S PR

At [199]- the alternatlng semitone trill takes place agaln with tied

v*syhcopatlon, and_the baSS‘also supports w1th syncopated’offbeat~repeated
,fheteevrecalled ffom the first langﬁidoAseetion>G#, ¥ etc. Note that bass
mevemenf is also down by a minor 3rd each time, culminating in an octave, as
“the languide [197-206] - [29-33].. The top line is aiso from the lenguido"

. seceion:in'augmentation. ThlS top ‘line combines, agaln in- augmentatlon with
“ the rhythmlc v1brat10n featured 1n the imperioso sectlon, to progre551on
[219-228]. Bass ‘movement is also down by mlnor 3rds’ agaln to an octave but

b ,

is enharmonic¢  (from D" ‘to C ) and then the bass v1brates the last two

'alternating chords to "cadence" as a first invereion interrupted-style cadence.

Development continues with usage of the presto con allegrezza motives

till'the‘leggierissimd,volando at [247-250]. Here uses the beginning

. appoggiatura of the Prologue combining with the allegro fantastico bass

- rhythm.

At the'presto.giocosova parody of the falling perfect fourth demonstrated
in the treble is imitated at the diminished fourth in augmentation. The
first subject, motive 2 also reappears, and allusions to the appoggiatura at

the beginning are observed. Also allusions in [17-20] are made ([255-262].
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'The.meno=vivo furtheridevelopS'the melodic ideas.

Only "new"

rhythms result from the w1de chordal arpeggiations which are expanded into

,2 bars of J\ﬁ ﬁﬁﬁ‘]’ﬁ
Mmmwl

-The treble“'

o also used the first subject, motive
_ combined with M7 use of thejpresto.

~worked by juxtapdsing the-meno vivo

33 Rp

[273-274] from
e&:&&hfl

. . emm W e e e m wm e e W

o

Q'

2 in juxtaposition with a varied [19-20]
Further excitement/development is-

with the allegro“fantastico,.then

;_,-developlng the allegro fantastlco by extended sequence ‘up a- tone [281 216]

_and [297 304/5]

The climax for this work juxtaposes main motivic elements, the

repeated chords with,semitone-trill'idea.on top; ‘pianistically filled‘out,2

.}the quasi tromba imperidso-cail*invthe bass;.filled"out,3

- two lines'4

the anguldo top

and the- descendlng contrapuntal semltonal melody fllled out to T

’=-glve the equlvalent harmonlc background as 1n the orlglnal meno VlVO (egs

1 and 2)

(N.B. the harmonic fill-in and Dernova)x_ o

i o i S e B ol = .
R e e UL LR b A = K Sl
B T Gl fe—— B——a8~
ED—Z"RJJ SR 315-3" - -0 - :
) — \ .

.
-1

t
*
| 4
e
__ﬁ

- How the harmonic figure;wasvchénged,

is as above.

o = =
g : ,
_ + =3 __ = kﬁ- 1"-‘%- 3
‘ o WA - yziio 74 . N : - “ i i
-l —t—7 L 711 174 Py JII III‘ IL 7
: - g a3 U Hie. 4 } &
;i;Ee >
,

The semitonal motive

2 From Fig.
3 From Fig.

3(b) .
3(c) .

.4 From First Subject Area, - motlves 1l and 2.

5 Descending semitones are also present in the

Exposition Languido..
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Db fd Dﬁ Is 7U J l7 J\_/J j\ as coppared to the

b b . :
octave F +o E : (8) (gb)(i" J FJ : .The accompanying figure

alters from arpeggiation through ELe chord to repeated chords in a 4 against

3 rhythmic pattern. This 4/3 is significant in the last section of the

at estatico, . . ,
4_—_34_441  ] , particularly on.its entry at [438]; the

[m.mm T :
‘P Pre P re| trliplet bar of both

to lead through to the final presto, which -uses the presto.tumultuoso esaltato

~piece [

alters to m , culminating in 2

at [143] up a perfect 4th, or recapitulating at a "tonic" level. This then
finishes with each subject area with the exception of the prologue recapitulating

.up'a'A perfect 4th or -down a perfect 5th.

The prologue, now acting.as an epilogue, is restated at the original
pitch, in its latter ‘section where it repeats its. pattern over five
successively higher octaves. It reinforces the importance of the

intervals used and: exploited in this work:
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Summary : Outline

Formal Construction of Sonata Nb. 5, Op. 53

Exposition [1-156]

. Prologue [1-12]: "Allegro, Impetuoso. Con stravaganza
AP S —

First subject area: [13—46]: languido
Five motivic features

.. Second subject area: [47-95] Presto con allegrezza

1 Theme: deveiopment”of three patterns within the theme
Third subject: area: [96-119]

'“g-Juxtéposition of three ideas, each marked.by’a'descfiptive marking.

 3(af“imperioso'3(5)'éotto voée and 3(c) quasi trombe4imp§rioéo

: u;g Fourth subject aféa: [120—1591-Meno vivo | | | |
Four ideas exist, the top two contrapuntally dominating, the lower
two harmonically mdre.important‘and interrelated -.

B Fifth.subjecﬁ(é) area_[14o-156]' | |

Two ideas exist, the first is marked Allegro fantastico; the ‘second

- .presto tumultuoso esaltato.

Development [157—328I References refer to ‘the basic material used.

. ~Prologue ([157-165], up a tone. Allegfo,impetuoso,

T First subject area [166-184], up a tone. Languido.
,[185~24é]relements,fiom the first, second and third subject areas are used
. Prologue [247-250]

Firét subject area,[251—262] and allusiohs to prologue by-ornamentation.
"Motives 1, 4 and 5 in the_ﬁirst'subject area.

[263-270] First subject area, Motives 1, 2, and 4, with oblique references
to Fourth subject area,.  semitonal "expansion".

Fourth subject area, up a tone, and fifth subject,.first idea, up a tone
interjects [271-288]. |

Allegro [289-304] fifth subject, first idea. (5(a))



&3

.~ [305-313 beginning], figures 3B, 3C are juxtaposed
Fourth subject area, in toto, (but transmuted)AWOrks_in conjunction Qith

the 3B (or inver;ed 4(B)) contained within it [313-328]

1Re§apitﬁlation (329-456]
i;‘ k329-256] second:subiect»area, dowﬁ é éérfect_fif£h=
" ‘7 3[35?-380} third subject areé;.up a perfect fourth
. .[38]1-400] fourth sﬁbjeét areg; up-a perfect fourth
o [401-408] fifth susject.aréa fA), ué a perfec; féﬁrﬁh
"'.{ -[409—416] harmoﬁic,reéetition of‘[4Ql-408]: -Combiﬁation%of Figures’33~anduSA;

3B has been transformed from sotto voce to vertiginoso co furia. = -

. [4174432]'3(C) versus'SB, and 2(C).and_3(8)‘marked_éon.iuminosité
' 7,; [433?4401 Figure 1, motives 1, 2, -and 4, and 3B
;;~1[441-450] Presto. Figure 5B up a perfect fourth

‘ .;,f45]-4561 Prologue, atioriéinal'pitch._-
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USE OF THE RHYTHMIC PARAMETER IN THE FIFTH SONATA

In this-work, Scriabin demonétratedlthat his use of rhythm is consistent
.with conventional treatment. Thaé is, he uses an identifiable rhythmic
pattern which relates to a certain theme or-motive;. But, once again,'he
ektehds the function of rhythm in much the same way as‘he extends (melodic)

thematic usage.

F-Contrasting meters and rhythmic patterns are juxtaposed to clearly

: define'melddic ma£erial'and.developments. Their very dissimilarity aids
f\evidence whethef material is‘independent or_interdependenf of or on Previous
1matter. Especially impoftant is the eXploitatioﬁ of the rhythmic patﬁerns,
internal.subdivisibns, and incfeasingly comélex crdss-rhythms generated in

_the'Exposition: - thus the fhythmic factor is also developed.

The fhythmic material of the Exposition is outlined separately, and
'how it is used as a further .developmental resourcé is demonstrated in the
'»disdussion under the Rhythmic.Material addendum placed at the conclusion

of this»discussion.ofvthe‘rhythmic'parameter.

2 .
meter. .

..Basically, the Prologue uses more complex subdivisions within a 4

Besides the 1 to 1, 2 fo 1, ﬁlto 1, and 4 to 1 relationsﬁipé; the employmen£
.0f 5:to 2 is used. - More complex still is the unéqual subdivision of two odd
v _qudntities.vertically,contrasted (Prologue, Figure (C)). The main division
qf thé top figure is into two équgl halﬁes, the firsﬁ half being subdivided-
: again.into fifths, the lower figure is divided intb‘a triplet. The main
cross rhythm of two agalnst three i.e. {J1TJ is further compllcated by the
extra subdivision. The idea of 5 agalnst 2, and then variable A on 5 agalnst

3 in an oblique fashion is used by Scriabin in his later developments.

The first dubject area differs from the prologue in two ways: firstly,
its rhythmic drive is achieved through constant changes of meter, and ndt
sub-divisions.within a beat; and secondly, within all meters, all vertical
propositions have a ratio to 1, e.g. 2 to 1, 3 to 1, etc. Aléo the smallestA

unit of any of the motives is a quaver, the unit of the time signatures.
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' Thé second squect area uses cross-rhythms - though nowhere near as
complex as in the Prolégue - within a single meter. . Resultant rhythms.
génerated are illustrated under’Figﬁre A of the éecond-subjeCt;area.. Where
- cross-rhythms are not used, ratios and proportionsiare conventional, shown

under Figure B.

The third subject area contrasts its three mqtives by their aistinctly
- different treatment. Motives one and three usé different rhythmic patterns
for the bass and treble to contrast their mood (imgerioso) from motive two,
which uses thevidentical s?ncopated rhythm'in»both.tO»aid'its sotto voce
.-marking; : fhe fact that motive tﬁree»iS{almoétvidéntiéal'to motive one in

rhythmic treatment demonstrates its derivation and dependence on this motive

6

and earlier material (intervallically). = The meter is'8.

bwithin the fourth subject area, there are no complex.sﬁb-divisions
within the single meter (g). . Rather thefpatterﬁs highlight .the indepeﬁdent_
éontrapuntal hature of (a) and (B) especially,uand.are less differentia£ed
"fér the inter-dependent (C) and-(D); , THe rétios remain simple,. and phrasing' 3

remains even : e.g. 4, 4, 6, 4,

" Both meter and phrase lengths are contrasted in the fifth subject area.

Motive 1 uses simple duple meter_with.a combined rhythm éf 2 fTFangi .f3331

Motive 2 is in.6 and the pulse'iS‘basicaliy maintained in the bass while

8
the treble is syncopated. Already development of the rhythmic factor is

in evidence; as Motive 2 is to some degree derived from previous statements

this is to be expected. -

The rhythmic factor considered important is the development that occurs

and results as a change of meter.

Observe the bass between motives 1 and 2: the later working out of the

second idea with the 3 ﬂ 7 .ﬁ 7 lﬁ7 J
s b |
g FAnd l AR ‘ [151-152]

[140-141]



e )0 7‘7|‘;' [ﬁ'ﬁ Lo |anran| B

J153] 154] J155] : I1156]

. chahge’of meter is seen by the correlation between

and g‘ fﬁ ﬂ;ﬂ fj ﬂ;Y B I jand
a5 114 |

> AvAY
AN

‘Motive 1. is two bars long in its entirety; motive 2 develops an idea and

the phrasing is as follows in number of bars length: 4, 6, 4.

. The-first indication of'rhYthmic.patterniusage in ﬁhe_Develdpment occurs -

at [191-192],1195-1961, [211-212] and [215-216]: -
s 4 SN d J dJd d

: N L Y |

' Horizontally, the top line remains simple; the lower line subdivides

into a hemiola or.cross-rhythm‘first'bar'of-three equai{parts, and five -
-equal’parts in the second - bar. uVertically'the fi:Sf bar remains‘simple,
‘the second bar has a five ‘against two rhythm over a bar line, rather than

- of a beat; ' the bar of music is Subdivided_with\the cfoss—rhythm.

" . The second indication ‘occurs from'I224] £6.1227]:g 

s £ | _3 s 3 s
o JANIIN ST TN | ST I | b
LI A DR U I e B P R R F . P

2 N A J }L : N |

Laterally, the top line contains bbth the usual subdivision of ‘3 quavers
with the more complex five quavers to be played in the .time of 3 quavers.
The lower line divides alllsﬁbdivisions of 3 into duplet crotchets.

© Vertically three against two aiternating with fiVe.agaihst two occur.
_ . P

i.e. If]ij ‘and' J] JjJ J ' sound within the same time

" .span.
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The. next 1nd1cat10n l:.es in. developlng the meno vivo materlal as a

climax.. [315 31le], [3l9—320]_and [323-3 4] :
. §

Y 4 o | :
J. mj m m four in the time of_three
g J J J‘ d iy d oy normal . »
J. J. J normalJ
Cross rhythms are four against three, basically, with a slight variation:
.'J,..Jv._.J-.‘-.J o
R R (,»e,-J>%>J=iﬁﬁ? J=.1=ﬁ:r

Bars [314], [318],., [322] and [326] sllghtly vary Part. (B) of the-meno

: .-v1vo materlal from J jjjj to J ] ] l I

The Recapltulatlon progresses normally till the final allegro, where
further development takes place. In [409—41_0] ’ [411—412]. p ,»[413-414]- and
'.-[415 416] the follow:Lng pattern occurs

»'"'z."'JJ] fep \Fhrh - @)? /wh

' The resultant var:.at:.on on - three agalnst four takes place in a simple time. -

'~( ) rather than compound time ( ) though both-: duple

The final: dlsplay of rhythm1c cross- rhyth.ms [437 439] in the- estat:.co :

Sn_‘cl e d, i'_.}‘J. J? f}mmm

3

*ﬂn‘aﬁrh %nmm Yharmro

W

ossMrrsMrps fﬁﬁﬁ R\ FRmEn M0 mom
L437] ' Ez:sr] . [43@], ', | [¥40)
Agaln the Ccross rhythm is three against ‘four:
{m, = ROLR R
ﬁﬁ , ra S A~ L
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. and.secondarily:(tbp line against third line):

é .P and " J J\ - ’ »

':’As‘evidenéed,-Scriabinis use of the rhythmicffactor is more frankly
: »experimental than in previousfworks,v But his aWareness of the oft-neglected’
L functidnsnthat.rhythmbcould serve to diversify and.dnify-a.musical composition,

" led. to.more extensive exploitation of' this parameter.
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'THEMATIC TRANSFORMATION & THE STH SONATA

Further analysis shows'that Scriabin’s_fifth sonata undergoes the

process of thematic transformation. Indeed, the process is not new,

having existed since 1822 with Schubert's Wanderer Fantasy and 1854 with

Liszt's Sonata in B Minor, but its use in this sonata is, overall, more

extensive.

>Thematic transfotmatien_as a compositional procedural technique
\'evplveddas an answer:to the_dilemma-baﬁsed by the expansibn of.nineteenth
cehtdryetonality.ri This expansion"ied to.existencerf_ﬁeré.temote tonai
regions;’iﬁsreasing.shromatiéism in meledicelines; and changes.te_the Way.in’
wﬁich harmonic iate and'harmonic fhytﬁm were handled-withih a.Qork.} These
. “facters undetmined»tenalestrengtﬁ as;an.orgahiSatioﬁal'and unifyidg'
fsstructural ?rocedufet» Hence a 51ngle constructlve ptlnciple of. organlsatlon

-had to develop out of the predicament.

The techniqueaof.thematiC'transfermation ihvoljes expieitidg ail
.;thusisal7resdﬁrces thatﬁweﬁld be empioyed te Create‘a tﬁeme1 mdtive, or -
‘_melodie line. From the basis of pltcﬁ comes, vertlcally and horlzontally>
”':pltch patterns, melodlc and harmonlc shapes and formatlons, lntervalllc

o .relatlonshlps, lntervalllc outlines’and melodic ﬂor lateral).and vertical
'ffcemﬁassesf _ The:rhythmic~paraﬁeter inflqehces meterL harmonic rhythm'and

'.hatmonicirate escﬁrrehce; and ultimatelydthetsPeed-ahd directiena;vforce.withi

' ~which the pitch elementkmakes.its;impact{

_"An overview eompar;son between the.Schubert,vﬁisztlandf$criabin'works
’demonstratesvwhich.areas have been expleited more by écriabin.'l The rhythmic
aparameter'gains invimportaaqe>as it is used cbhseeutisely,linfchronological

.o;der., aAs it,is'increasingiy fecogﬂised as. a separate resource from'melodf(
’” and therefere available to'rhythmically;speeific prqcedures.of variety and

. organisation, so too .it expands so-as to balance the tonaliyfexpanded concepts :

. 1 The Schubert work is generally neglected in favour of the Liszt sonata;
the latter provides a more comprehensive: comparison to the Scriabin sonata because
. the treatment of both pitch and rhythmic parameters is more closely linked.



fThe nse-of>rhythm‘and metervin the Schhbert is:classical in the sense
;of regularityvand homogeneity of the phrase lengths,'éulse and textural
configurations'within the movements; it is subjected to traditional harmonic
-and melodic procedures. eIn‘the Liszt work; there.are four basic ideas, ali-
1originating from‘a_single'source.‘ But Liszt assigns each idea a distinctly
e-differentvrhythmic.patternfand shape to. define and create a drfferent form
offtensionérelease\' ;There_are:more varied éatterns,’greatervvariety.and‘
S'aseiof metereand.rhythmicisnbdivisions[fand use of cadenzas.and'recitative;

aria kinds of passages - .still using the basic. material.

Scrlabln expands the rhythmlc parameter Stlll further. .Complex
:rhythmlc subd1v151ons w1th1n the bar, by syncopatlon or cross rhythms
i,;(e g. 5 agalnst 3)'occur srde by’ 31de with' frequent changes of meter (e. g;
d“mthe Languldo w1th its 2 g and g changes). The rhythm;c patterning.to the -

:»’_varlous sub]ect areas in this: work is Stlll more dlstlnct and separate than

5”:1n,the Lrszt.

IWith-pitchjprocedures;“more.gariety;dltimatelyvbecomes.avai#abie
'fandrhitaijtonthe success of a work as the eXpansion,ofltonaiityboccurs;,’.In
»the Schubert the harmonrc language was Stlll tradltlonally dlatonlc w1th
;chords such as Neapolrtan and augmented srxths and allusrons ‘to the Neaoolltan,

Hx'keyrused as attemporary colour;stlc effect rather thanvstructurally organised.

”phrases,;thémessand motives ére still'working Qithin‘a'strongly-defined.:

““harmonic :framework.

 The Liszt’sonata’is based on~the‘openingesection, i,e._the minor 3rds,
j,diminished seventh, and outlined shape.engendered.h, The usehof the intervals,
'compass'and;shape is more;specific; therefore when itvis’transformed it is
more'procedure-to;singie facet-specific. | The rhythmic factor'varies its -

stress and placement within the bars and so highlights different aspects.A
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. Examples are shown with some trans formations below

(1 T
: X S — o) - ~— .
———el-7 154 '.?u Dé— p i D G - ? tg:_
R SRR A =0

: Opening bass [1-5] : two altered‘deééending octave. scales

THEME 1
L ] 1
ab i r = ' o }
T —" S —+ FHP—SHed—

1. bass entry expanded against A ostinato treble, pattern'continuingfto [(104]

E’l-ﬂgk l"f E‘-J .L‘; l‘:.* E:"' LLQ" 2 L%s 4., . #‘ = E?‘
S L 2TV o B T [”] Hrt -+ I T - /'V
7 e o I B 7 = L —

2. [191-196] Use Qf‘theme l-harmonicallyffilléd out»in»cbunterpoiht against

Theme 3 variation.

221~ 2]

e [
l O

'\ -

.i‘

k|

[" ' F_;

P>y

L]

-

-~y

. leads into a theme, theme 2.

THEME 2

Importances

3.7 .[277-286] as climactic figure against oscillating

:%#wii Jd .L-.-

Use of diminished sévehth,

0

+

_treble once again

[8-13].
£-137 a . 3
E: d SJ : £ | T 57 - : 1 2
i1 X van| = 1 F - 1 1 D
G Hew e — A 7 i T2 >
- - - -~ —= '%.: g T I~—"¢ =
. B R . -

: 7
S
oL <}

'from.the'longer values

==
7

‘minor seventh, diminished octave (enharmonic major seventh) intervals

: (i.e.

G,

a variéty'of starting points (e.g.

#

(a) A

v

D, and A ).

2 phrase-shapes and compass made from

start to D,_D# start to A,

continuations, and resultant compasses and intervals.

in conjunction with riéing diminished 4ths and 5ths.

3 use of descehding diminished sevenths
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outllne retalned

L)

¢
il

o>
2, ol

e

Te

[ 2
|
]

B

e

g

2. based on subdivision 'E?Ei;_J

in the contrast and

outline of the

¥

| . B 2

Mmb

L Compass  d7.

semiquaver diminished seventh,movement [25-30].

importance lies

retained shape/

perfect and diminished fourths and the way in which they are used.

- e e > - -

=
=5 Y e o 5 0 » X o X F
Fbe—— b bl 0
S S g ' T
3] ' <7 ] |
) 3
. N Py ' v S ,
‘3. b T st 3T compass m6. Outline retained. Intervals’
- ~m3 1 '

'Changed

descending d7.to m6, ascending -

pattern d4 to:M3, outside compass’ p4 .to m3Adescending triplet pattern

now part of octave major chord.

diminished 7th descent to end of [83].

: @é'«lag;_,___,'

Y :w TN
. . y } P
ilLb s P [ ] \ 1 [} :
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Concordance and movement continue-until

Qutline retained,

intervals of 3 retained of opening rhythmically

" altered, extended lst 2 notes, retaining_relativity of the rest.
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5.° Outiine_retained, but displaced to a weaker beat in the bar. Examples
.6?13 below also show how-'butlines .can be maintainéd, .and how interval,

rhythm and slightly altered treatment can occur, but still preserve unity.
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: Characteristics
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repeated notes, outline,
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,~tr‘eatment- and shape are similar to that of Theme 2. . Pattern is repeated

up a tone.

Figures 1, 2 and 3 show techniques of augmentation slight rhythmic variations,

using partial ‘sections and implied vocal writing.
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. THEME 4 appears later, at [105], and owes its origin as much to the previous
themes in phi'ase-compass, shape, outline (retrogfaded.& varied i.e. A to GA)

as iﬁ does to the rhythmic pattern ; c_l | d.‘ -l I J J\ [a]
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.f _‘related tbvthéme 1 by descending scale idea. j‘
e »J'réléﬁed,to.theme32.opening by [112] outline, compéés'énd shape i.e.

“a wide descénding-interval initially and ascensions, though.the.intervals%

are smaller. -

N 5rélétéd,t0'theme 3, again in [112] for the same reaSohs'thoﬁgh.the:longer

~wvalue is held,;rather than repeated.
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-Here'theme 4-is ded1aimed;vwith'the.Reéitativo“adhering:to its.compass,

_shape; and intervallic basis. of [112], treatment; " accompanied by diminished

sevenths:
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JThroughout the rest of the: work, ali material is as ciosely'related as

what has been shown abové. - Indeed, the.fugue contrasts the subject'

* (themes 2 and 3\combinéd) with a variation on theme 2 as a countersubject.

. Episodical material is derived from-all themes. A "recépitulation"-follbw5'

~and still utilises the opening'material; The work finishes via theme 1.
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'}“Fifty~three yearS'later-SCriébin undergoes ' the same compositional

~ processes in the design of the experimentally-based fifth‘sonaté.
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REDUCTION ANALYSIS

. The chosen stYlé éf anélysis was takeﬁ in terms:of Heinﬁiéhchhenkér,
'£he'Gefﬁan=the§retician who:gecééniséd that'cﬁords had a dual fuﬁdtign;;' He
ﬁ: p6stuié£edvthat chords couid.functién in terms of the lghguage equivalents
1bffnoﬁns or.verbs. . »"Nounﬁ" weréAchdrds‘of structuré, and "verbé" weré.

éhords of prolqn§5tion. . Thus "ol not ever§ chord is of.hax%mnic origin."l

This is' the crux of one aspect of the analysis.
?_Thisfarguméntvis further[elabbxatedﬁ

FJThe Eerm"harmbny'; #heréféré{ shéuid’only5be used for memﬁers of
>afhérmonic'p:ogressioh;’:the§ §fe=the:?harmdniésfvin thevtruest sense
6f%the word becauﬁe’they are cqnheéted_on:the bésis of;a'ha:mbnig
associatéd.:"On the othér-hand, éii chofds not based -on harmonic 
o asgééiation afe‘éroducés éf moﬁion,;direction:énd‘embellishhent énd,
:'paradOXicai és.it may souha, have'é horizOnﬁal.tendency.‘ They»reéuit

- from the motion of voices'since;they are generated}by_voice-leadin§ and

j'.VOice direction and'wiliibefcalleq.contrapuntal*chords,'in éontrastvfb

‘chords of harmonic origin. .

Tb»concluaév;;.Wthé ha£mo$ic”¢h6;ds«afe also sﬁructﬁrai chords,i.
'“v.gonstifuting the'struéfu;élvframework{ thé'céntrapunfal chords, on ;

'tﬁe 6fher hand;zare Siﬁuitéﬁebuslyﬁého:ds of prbloﬁgatioﬁ, because they‘ 
u:;prq;ong énd.élaborate £ﬁé;spacevbetween membersvof thé_ha;ﬁonic

g - )
© ' progression."”

;‘Although\Schenker;is analyzihg specifiéally toqai-musicL the fact that
' hevrecognisedvthe duality;'tﬂat is{ that the horizontal - or linear.or' |
:contraéuntal - factor éd-egists with.the‘veftical factor - or chordal or
harménic_; is_thé{justification for tﬁe aréumeht forvusihé this type of -
'ﬁ,analysis. .Schenkervwaslmoré specific.about'resultszof Vefticai or_hdrizontal.‘
predominance, and @aintainea thaf:'ffhrédéh its power to subordiﬁate tones

- and chords in order to extend a single chord in time, :chord prolongation

1 salzer : Structural Hearing : Tonal Coherence in Music, Vol.1, P_14_
2 Ibid., p.1S5. . -
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'¢reates'tonalhentities, it is thus an-organisingfforce."

Scrlabln was in process of formlng hls musical phllosophy that melody
and harmony were aspects of one parameter worklng with respect to tlme. -So
he assimilated these dual processes,intuitively-into-his compositional development

- towards melody and harmony into one workable compositional'resource.

.In employing the Schenkerian-style reduction analysis,-any rhythmic'motives
- ror unifying features would be eliminated in'the quest for observing»the resultant
‘harmonic' areas. Melodic and thematic features would also be superseded in search

for any possible harmonic evidence or vertical bias indicated in the results.

The dlfflculty that arlses, is that the work is not. traditionally’ tonal
but based on its own system of sound patterns belng juxtaposed belng wrought_
“1nternally by a dlfferent method » Some,areas such aS'the openlngjallegro
Present nO-real’problem. ' But other areas such'as theymenofuivo,‘which.
feventually>succumbdto reduction;'pose the question of whether theibasis_of ;
"validltyvfor what isleliminated in the foreground—middleground—background.

) processvisﬁconsecutive,fsuccessive and loélcal;~"Thenafurther'analysls

» :involving speculation from a different parameter,must-he sought.

Indeed, the reductionhanalysis-helps outlinesthe basis,'and type and
ﬁquality of the_harmoniC“areasﬂ-"It is easier to seejas'alllrhythmic impulSesA
'have been expelled from the analysis. To”illustrate the Vlewpoint,'the

F;Exposition of'this5sonat.avWill-b_e'discussed'J".nsomedetail;4

lFor-example,‘fig.vlA/lBureducethhe'openind»Allegro.to'thfeevbasic'ideas
of a sound pattern. . No. change has occurred from the actual'composition to
. the foreground»because everything,used is compositionally intecral to the
;further functioning of the worh._ Fromvforegroundito middleground, the

rhythmic impulse, the pattern repetition, and the pattern repetition over

3.Salzer : Structural Hearing in Music, p.1l7. _

4 The reduction analysis was done for the Exposition.§ Development only
of this work, deeming the Recapitulation to be superfluous in regard to any
new procedures taken. - Figures 1A to 6B of the reduction analysis are placed
--at the concluSLOn of this sectlon.v'
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'fi§e octaves (i.e. over registers) has beeh discarded. . The appoggiaturas
and sﬁg;l-nqpe figqures are in parenﬁheses.because they exist as less
>ihdepéndent, though separate entities; | They have theif bwﬂ distinc#ness,
but are‘subordinate_to the main (intervallic) shape -of the ideas expressed.
>The loﬁg»unfinishgd Eﬁ brace indicates thé size of the idea, and the long
-D#.té G#, and Aﬁ to E? bracket shows their infervallicvand integral
relatidnghips both horizontally, vertically, and together. Changing from
1,the middleground to background, all arpeggiation and tremoclo effects -

disappéar}"and a basic sound-pattern -emerges. The intervallic -examination

“reveals:

hjtuk']lflﬁ ' 7 : ’ Q
7 q.ﬂ%H t/. ?UJ 7 hu ‘éo
v T dJdT” ’gm
inferuals P5 ’;517 Py
5
A4 l:]
i L.r\ -
P i o 1] 5
D T e 1
T PE STl T f
7 | 1'% : Li() :
distance aparfﬁ{i A4 | ps )
s | mY 1

of bass note

“The ‘usage of tones, peffect fourths, augmented fourths{.perfect fifths by
fjﬁxtapositions, and avoidance of_the'octave=a£e the crux.of this éompositional

.section.

Figures 23, ZB}”2C and 2D or the Languido sectiop'also.reve;l~the basis
"-oﬁ?which tﬁe'area iS constructed. From score to forggrouﬂd the reproduction
is almost-verbatim wiﬁh the_excéption of some.fhythmic articqlation. Phrase
lines indicate related subject maferial. From foreground to{midaléground‘
vmuch more extraneéus matérial is. eliminated. The repeated déscending
.'perfect fourth motif is elongated across the longer phrase iﬁ conjunction
with -the descending harmonic figure on the bass. The tfeble-figure is
open-end bracketed to-show its structurél importance. - Also underneath

tﬁis bracket are the parenthesised subsidiary minor third figure, the

g phrased linear outline encompassing a perfect fifth (middleground -
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" lower line G# A# D# DéTC# B#) and its»‘echo statement .(D743# B#) further
éléng. There ié a brief interlude of a.descending minor third pattern'
before the familiar pattgrn re—emefges, slightly altered, down the octave.
This pattern.then useé its félling perfect fourth idea to proceed, respelling
the intervals enharmonicaiiy to indicate functional internal change.within
Ehe~phrase dh“e# D#_to‘Ab'ﬁb). Then Ehe-(again,-enharmonic) outlining of a
éerfect fifth occurs, by rgpéating this pattern up a semitone, then up an
>augﬁented fourth. .;n i£§:middlegroundltp background reductiop'ﬁhree,main
. ideés emefge; " Firstly, the ﬁalling peffect qurtﬁs ‘flank the internal>
falling augmented fourﬁhf."SeconAly, the falling-perfect.fourthssuddenly
compress for ﬁhe movementtdf a pegfeét fifth, éfter an extensive initial
"iélayout-firstly, and leséiekﬁehsivérbut sﬁbsﬁaﬁtiél se¢ond appearance;
fhirdly,‘the rapid changeiéf ;harmonic rate"vasvit~canvbe desdriptively
termed, foreQarns or antiéipateS'the sudden silence, and entrance of'the next -

. group of ideas.

Figures 3A and 3B. reveal the use of an elongated static harmonic ostinato
being used to cushion the sequential  two patterns of_félling-tones, one of

- alternating minor.sevenths'(tones-in.inversidh) befbre climaxing in the
: o falling tones [47-52] [53—58]

longer divisions“[47467].. alternating m 7ths- [59-60] by a first
: : st inversions & augmented [61-67]
rinversion major seventh . chord Then it resumed the former patternlng,
" with bass note‘addltlons. Movement is then échieVedfby sequential

.reéetition ofitwo;rising éérféét fifths in.the bass_liﬁe_(by perfect fourth)
- bomélementing the major sévenths and'ninths retainiﬁg'ﬁhe-iﬁtefvallic
outlines previously set up. Tﬁe idst perfect fifth basé statement is:
balanced by the use of the minor 7th, and Brdvin the falling-tone progression.

The bass note addition is significant

lower. This

as it is a perfect fifth

C{or

is in the foreground.

NHLO|
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.lhe,foreground to middleground:transitiontfurther highlights this
:interﬁallicqoutline,jand What,is closely related,‘[47e67i,_[68-88], and.
'_I88—94] can.be seen tovhe»sectioned~logically‘as a resultoof these intervallic
vrelationships. The harmonic pedal/ostinato‘and‘the extra additions.of the h

fifth; and rising perfect fifths can be more clearly discerned. Also, the-

s change w1thin the chordal structures of the - nature of the 3rds, 7ths and 9ths

indicates the%1nternal-to—the—phrase level of dependence‘that the chord has -

E ,been-granted‘as a result offthehpositioning and choice of intervals.

bi‘From_foregroundvto background reveals'the baSiC'harmonic:ostinato changes f
lﬂ onewhich the'thenatic_material'is centred. It also sths the additiondof |
the lower Perfect:fifthvin,the:bass line~simultaneousl?fmakes:the‘first-
';.harmonic-area more'anbiguous;;whilstianticipatingrthe‘positioning;,layout,;"
d'jand?parallel,uSage of»the'movenent of'these harmonic<areas;. .
"Figures‘4Avand_4Bs,’[96—ll9lgreduce, readily‘to thiS'spstem. ' The-foreground
l?displays'allbnelodicbandiharnonic ideas almost verbatim;‘uhereas:the'middlé-
1~iground links the inplied and real harmonic structures ‘as two contrapuntal»VOice—

ﬁled parts in the bass line. : The middleground treble: line shows the contrasting

:;Lnature of - the 1mperioso uersus sotto XEEE ideas, yet their relationship to -
'ﬁrormer sections by: virtue of their intervallic ‘outline can be eas11y seen.

.'d;further reduction to the background identifies.the parallel nature of the
,harmonic areas, and the way ‘in which Scriabin transforms materlal (e. g.lriSinq
Ltsemitone.pattern,: obliguely related to the falling tones from earlier

sections) ‘in progress to. the flrst inversion major.seventh - the "climactic"

chord,ﬂagain-used. | Then to elongate and move to the next section,van additional

lower perfect fifth (C) again appears and moves up to a perfect fourth (F),

© against the retained original_sonority.

Explanatiomsof figures 5a, 5B, -5C and 5D5 are cruCial as their reductions
demonstrate fully the system to which Scriabin adheres, (here, intuitively,

aﬁand.in later works, consciously). The fact that all the contrapuntal.lines}v

5 Figures 4A and 4B, pp.118-119; Figures 5A, 5B, 5C and 5D, pp.l20-123.
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and harmonic/homophonic llnesiconVerge>into-this basis 'is the first
proof of'Scriabin's treatment of nelody and.harnony:as aspects-of one
' parameter; _ Because of thls, it was consideredFVital to firstly separate
» the‘partsbso that the independent-and interdependent contrapuntal'nature
'ofhthe lines_could'be shown. - This, established, could then'succumb.to

the traditional reduction demonstrated in previous. sections of this work.

The’foreground fiQure illustrates:the upper contrapuntal :lines are
- cushioned’ by a constant accompanylng sonorlty of a domlnant ‘'seventh plus
van added lower trltone alternatlng.. Repetltlons and arpegglatlons of

‘7the sonorlty dlsappear whlle the two upper parts malntaln thelr level of

'r»lndependence.and interdependence to:the whole.

:From foreground to middleground the.two lower parts.merge into one
'1sonority. -The upper parts:retaln their outline. The. top part keeps- the
5f1rst and last note as the changlng features as these are: of prlmary |
j.rmportance.‘~ Here it changes from mlnorthlnito perfect fourth perfect
‘fourth and-perfect fourthbheldpv1a~tritone/semitone movement and finishing;"'

_téerfectjfifth before the last perfect-fourth statement: ~_The tritone/.
fsemitone movementvis (suhliminallfl anticipatednin:thefinternal structure
.pof these interuallic outlineS'where-the same movement;,tritone down/semitone_
: upwardsais.to be found. In.contrastjithe'secondncontrapuntal line uses the
,?alternatlnéztone-ldea from previously - now.alternating'semitones in the

initial-part of,theistatement_- with the falllng’senitone pattern,-encompass—‘

~ing a minor seventh. ' The tone/minor seventh implications still exist.

.From foreground to. background all melodic lines dlsappear and-the

,lresultant sonorltles onlyvremaln. (See example ‘hext page.)_ﬁ A see—sawing of
:certain notes can be seenlagainst other constant notes.a. TheSe'additions;:
'that'lookhlike delayed suspensions and create a distinct traditional lack of

resolution are the key to Scriabin's development.
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Tﬁe last.group of;féubjects"'in the-Exﬁosition are démonstra;ed.in
 6A/6B [140-157]. Both’contrasting:ideas use intervélli¢ material from
-‘pré§ious sections as their-cémpositignal bas;s.- 'In;the'foreground,-
the>bass.B'J from being'an additional note, plus posgible tonic pedal point
ih the pre&ious séctioﬁ/fiS'uséd_here‘defihitely as a tonic ‘pedal point
:7thibﬁgh both ideas. The'first.idea is based,oﬂ:a first inversion major
seventh, and acts as aﬁ.interpolationl. Its treble again.uSes él;érnating
f'semitonés.[l4b—l40]. ..The second idea [143—1571; breaking down into
'»sﬁccessiéns.[143—146]}1[;47;152]; (by expénsion)'and [153-157] derives the
faiiiﬁg'toné idea-of 3A/3B wifhﬂthe lastAimEerioso'statement of 4A/4B.

Against this and the'pedal’pbinf, various chordal sonorities are placed.

Further reduction to middleground reduces a;peggiation,'accentuates
differentiating- phrase lengths, outlines accompanying sonorities, and
illustrates the duality by the bass B sounding throughout while phrase

openings and closing in the treble outline F’in various registers:



107

MIDDL.EGROUND o =)

. D ' ‘ / i g .
(T =St — : H”
I {9y 1 o 1 TIT 3 / .1 =7 -
N y i1y y 4 L 1

%0

=t
= (b
L{c
R
‘-%
L:14
h
1‘\"“
& il
"
&
o

J
)

(
Bod
\
U~
~Lr
-..:q\ -
i |

[

v L E . _ 'XwQQ.:th1f/
" The transition from middlééround to backgfound:follows tHis:logiCal .
jiprécesé.j’gThefméiﬁ'inférestjlieéhin thé interna;‘s§h§ritiészwﬁere semitone
-;c§nt;é§untai moveient'occﬁrs, ﬁo alter ﬁhe chord stfuctﬁre;frﬁm.firsf,*
’ inveisién'major‘seVenth to."tqnic".chord (and'la5£ly~tp Sgher tonic.chord
~up a.semitone witﬁlbass ﬁritone"— the perfect_fifth~6fi£hé.préﬁious chofd'->f

retained- as .an accented notei)

.'rThe resf'of,the réduction1@hal§sis“folloWs similérly. ‘. But thére is
;enéugh;proof in the Eﬁposition.matérial that spécific'uéefandbdrderiﬁg of
f'éértain.iﬁtervéié}and‘Chordsiwithin:phrasés,;ndiepisédical-ma;érialvodcurf s.
délibe#gtely'in his'COmpOSitiogalﬁproéess. .;Thaﬁ ﬁhéy do;hot éonform,to-ﬁ
.a'iréditibhél senséabf:kéy (byfcadeﬁtial implicétioﬂs;beté.)iis_immatérial;
'ﬁhey-po$Sess épns?gtent.ipﬁéfnal relationship$ £o ea;ﬁfofhef,>.'Scriabin 
uses;a,ceftain cﬁord éf'interQai to iaentify a position’and frame of

'rrefere§éé'td the.wﬁ6le. -‘This harmonic bluepxihtféiso,yby.i;sék;nd and -
l‘f;elaﬁi§e.éositionin§ wiil either geﬁerate newimovehen£} or prOQidé.a‘

-suspending harmonic' cushion ‘around interdependeht,contrapuntalllines._ -

' iFor:sbmé b;iéf exampleé) thg use‘of'first»inveféiqﬁ @ajor sevenths,
'auémeptéd inﬁexvélé-- especially the Frénchraugménﬁea sixth- - dominant
-sevénth and harmoﬁ;c ostinatqvformations can be'aﬁalyzedvquite spécifiéally
in ;elatién to functidﬁ.> The first}inversion maj6r seVénth is.tréated as
a chord of resolution,’or cadence fiéurevafter afsééﬁéntiai rising series of”

. augmented.chérds are heard [96-115]. LOnée-eétablished'as‘ah "independent"”

‘"_'_chord it is used as a secondary seventh preparation for the following chord
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aéting asva dominant (thus movement of a'perfeCt'4th is the bass) . i.e.

ma] 7 7

actlng as progre551on II -v modulatlon ‘into the domlnant key of the

key-signature. This function remains constant throughout the work.

Augmented chords, whether french augmented sixthe,:or whole~tone
formations on sevenths, ninths. are used to extend the line b§ oscillating
with a paraliel.formation»or_similarlyfstrnctured chord etﬁthe distance of
a tritone'in'the bass line. i They are concluded.by'the'apoeerance of a
eeventh.orﬁninth fornation.- ,Again;tthie is a consistent~§rinciple nithin

the work.

vDominant seventh/ninth formations acouire_tno closely;relatea‘functionsf'
: They either have aibess_tritone'edded in;every other.eppeerence_in'a pattern
Where they;are used ke.g.vmeno.Vivo).or alternetivelyhimovevbyﬂtritone to

- another formetion (e.g::Frendh'augmentedvsixths as-in>theosotto.vocev.

.misteriosc. affanato or. enharmonlcally respelled chords with the trltone

'added [195 198])

The»act;of respelling a chord enharmonically'Qhenfa'tritonevhas been
added also indicates the change of functionﬁfrom-progreseionfto a“form of |

viresolution'or cadenCe'figuringh[i95—l98] and [215-218] are examples. 3

' The crux of Scriabin's compcsitionalisystem'in-this-work relies on his

" . use of the trltone interval in conjuctlon w1th the perfect fourth and

hi[perfect fifth. Where tradltlonal harmony (perfect)_cadences is by V—Iv
'jmovement where the hass linevmoves»upwarde‘by a'oerfect fonrth or,downwards

bf e:perfect fifth,,Scriahiniecrnpulously avoids these directions of theee

intervale.» .Allusionefto perfect fourths and fifths implications insteed

are retained in the treble -line to function as focussing points within these

-eXperimental procedures. =~ ExampleSvare,in.the-prologﬁe,‘languido; and treble’

-outline in the meno vivo sections.
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_Insteéd the bass 1ine‘eitﬁgr reverses the direétion if these intervals
are used (e.g. going downwards a perfect.fourth in lieu of upwards), or
negates the-implication by adding a tritone'stép within the movement of the
‘Béss line. It moves further by semitone to a perfect fifth which then
acts as a chord of'resolution.  When this océurs; Scriabin continuously
bovérlaps'ﬁhis process so that the "resolved" chord also functions as an
"anticipatory“ chord or chord to»be écted on in the following measures.
;This proéedure is alcrucial step in Sc?iabin!s compositioﬁal development

towards his eventual procedure.
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EVOLVEMENT -INTO HIS LATER HARMONIC CODE

.Even in the 5th Sonatallsections of this work show feaﬁures that

5 ¥

intuitively follow his_harmonic.codehdeueiopmenﬁ. The égng»gizg'seotion
has, almost without exception, succumbed.to»the analysis of the etringentd
prooedure that Scfiebin imposed upon his ;ater works,.es much.for his.
theosoohical beliefs as his compositional growthl.l E The startlng p01nt

is taken from the reductlon—analy51s background of this section.

1. - Take the Meno vivo section. - The general Schenkerian background is

_Ias'follows:b

. - o o - o
— -1 o ~ = [»] 2 G
&Y— Hr—o S — vﬁ — o—--= e
: R . = . ~— — — .E:"
Le
L \ 4
) " L
N —o— o] g q 1 Te @) )
'ID - © ©- #e T A
R e np O AP = N — <~ T (15 L & —
e b T T U

. Key signature.is that of aiéz major (or G minor),
2. Find the**mg‘ of B -and respell it at the tritone:’

rfggdfa* ffﬁbae

‘ : , 1
1’»?’ A P ES— —
: 4 e | = #
A4 q’v
’ v T h T T T [
] oy { } i A
1 . . . :
en/'oarma'mcg/{y L'S #.5 ? ,'g q ) “?
" . 1 2 ] i ! 1
a Lb 1 i J ) ' # ‘;"lf
Rp—1 ] ho—qo—#<3
& -1 qe] qo——xo 1 1

(. _{;‘c‘

-7

1 His bellefs are expounded in detail in Bowers The New Scriabin
. pp.104-127. :

2 See: Reduction. AnalYSlS Chart sections 'labelled background in
5A, 5B, 5C and 5D, pp. 120 123.
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S | a
3. Take each form of the . b5 -

. Split into two dependent chords of this chora, with the three moving -

. at the tritone. -

e BN
be-
ID rl
[{ v a =
N\ "X"!"’ s > o
3= b2 1
 #)
A/l b
Ld

7

~X,

y g
W
-
P
q

: L /N
7N ] 7.

“x{}q 9 3 b5l s|#5 7

—1
bs| 5 |#s 7 & |b2] 2@ 3
7 L +
{ e | BTN 7
A D I ¥ \;'l

=, f5._“'Add the Vv and W accessory'tones.to the>intéger5-3'

. L ' , o L
. 2 } Y % M
{ | = | S92 | ] L
. J VN 9 ! 3
1 -

L C v 1 :
1 ] e —20
N X0 gu vV A |
A ¢ Ji I
9O 1
J & — -

.<-~
1.3~

“ N S
4 -
* .

C
:
E

_ .3 The V is the major 6th belonging to the Departure Dominant, the W is
the major 6th belonging with the Derived Dominant, according to Dernova's code.
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Now, 1nclude the related tonlcs, Ta (oxr- Tonic (a) for the Departure

Domnant Da) and Tb (or Tonic (b} for the Derived Dominant Db)

A — ke o3
%) "'_-," () had h‘v W L = — 55 ‘5. *S' v =
75 | 8 b9 1 & a 5 & :

lIE be . hc i”—_-m % : - + N (l t
BT e T o 'in i WA
- 5  #s5 v 1| g b1 9 o
il AR R T R I N
! | ! . .‘ r ll.' : ]
? } — T WW*

7.

@

Using this information, 'arialysbe ‘the basic progressions:

b

D :’to"_D verifies .that the -

a o , S L : o
71 =4 — © " two-chords are.dependent on
€ © ~ = S — ' S SR
= =T =P each other.
D  replaces the. "inissing" #5
F o o) o © of Da, or M9 of Db.
4 . . . .
. (o L < _ L, .
R b'9- \8/ : be - , (.Dﬁ replaces V of Da, and W of Db)
p 7] [ Y OE "c"vl : c# l - f*The A% is” Eb (as the 7th)
/7 o] .7 .

Fﬁ is.:.'be' (ofBS) in the Db.

GEI is E)‘G ' or*“b) in the Db.

Intervals are counted from the bass note upwards 1rrespect1ve of

hl

. 1nterdependency with another c‘lord
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. 4 o] EE . J R ) Q
54 - I : e =3
D - © ~
o e ¥ — = =
~r 1 h* T
L5 K L Ds o o
717 < © :}0 l‘ —
v R
Q 4 #5' #S 2 W\ AL a9
 — @@W—"J - e a ,
H — P : ' g 49 PY 09— 039
E i y
_Q_-gf___\.g ' o o | | analosed
. : , _ , nalysed a
S o l—bo L e~ 3 et
A £ .y ] u (4 B (@ I ol —— -
f =S /f 7 tog ‘ S —
: P~ . . ) ' - L N A [B®
?5"'9 ' ' DL’\\"J'D@‘ (-g)v\___/w-r.)m“’ﬂ%)

1 : )
o)
=Y =] -*Q - :
| 74 1y
(@)

? Lo . : I " Note parallel’v movement . '
b
=

"' NB. These three chords .

C .of:.the‘-dqminant ninth

chords ., -

. This is analysed from the bass note-upwards, and is obviously a passing

'I—‘I_modﬁlétion to E major - note - modulation to the' subdominant »key,-t:he_ :

- of Scriabin's. favourite modulétions, to date. The progression is’

" - I . The "tonic" E - is sounded to clarify the shift.

If the fourth and fifth chords of this overall sequence are re—arranged;

- the structure is more cléarly seen: .G swaps roles from"#5 to (suspended)
i 13th (which is then.resolved in the
VAR N O . . . . .
2 — ) e m—)
J g— = < o next chord.
< o = down st : .F (acting as #4) moves down a
: S T 1 : .
Nt Fo—— perfect 4th to C (as consonant M9).
\ 7/ l‘} Y o— . o - .
' b% 5 bed F ...The 'old' and 'new' now' co-exist.



NUANCES, OP. 56 NO. 3

_:Infroductionh
| Although=this_§iece is of.onli eighteen bars length)_the oontrol in
thefoompositional construction‘of all parameters is clearly demonstrated,
eMoreover, the linear factor displays continual overlapping, implication;
'and introduction. of new'lines. Therelare basically»four lines present,‘
bhut ﬁheamiddle two lines act as a single unit. So it is3seen as contra-
_f‘puntalvwriting in three parfs, with.ihe rhythmio~factor's sPecificbfunction

to elucidate these parts. The'symmetrical‘layont'isﬂalsorextrapolated.

- Analysis-
The rhythm:.c factor in this work is the most eas:.ly recognlzably-‘
' controlled area. »The‘three parts own.dlstlnctlvelyvdlfferent characterisﬁic

'.jbases.l The fundamental unit of each .line is as follows:

, t»°P> lil?? S ‘l‘ ’ .\ J\ ,J, .
Cmcatemne < (d) 4 4o |do
- bass. iine v “_Jm r : .

o Varlatlons by phrase extenSLOn, sllght alteratlons to. the unlt, and

- retrograding of‘the.unitfs c0mponents occur, but the piece retains its . .

. 2
inner symmetry.

The phrase length ‘variations easily aJ_d the symmetrLcal layout - The

'-,top llne is followed -as the representatlve example

J J‘lJ

.il - J J1cj and its sequentlal extensxon J J\

are balanced by the longer developed phrase ‘of 4 bars length
T4 J‘légll JJ\J

- This length is then repeated to strengthen the progreSSLOn and

odulatlon takLng place v
Lol e JIlJ 4or]a

- The new key is established by a short statement, reversing the

-1 See Rhythmic Basis: "Nuances”, Op. 56, No. 3, p.l34.

. 2 The symmetry referred to is demonstrated in the analysis of the
- two- bass line components.. They are used to.define the basis of the

- source of each bar and hence illustrate the symmetrical layout.
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J J\ components by repeating the cadence

d Mdd

(N.B. - tie configuration maintained)

' Modulating back to theeoriginal key, tﬁe lengthierAphrase using

- the repeated component unit is used:

m[a ¥ A\_/TP.

and the final statement,vto re—emphasize its purpose, uses the

'thythmic pattern .of the cadence in the middle ofcthe work :

IMd “

"Shifting the focus onto the pitch parameters, the bass provides further

"clues. 'This line can be broken intc.two'basic'patterns:

=T e bH ‘xv — HIP__ a[/) = ":_LL._

—
.. as . bases _' |

T
- ' :f o~ ". R ":'*!:-‘p- o*/har oa?L/Cfn)—
.vl N i ' —
,‘21’\/’{[6«3\:“ i l{ i /aéc//J 0.
E LA B .eAr
.The eighteen,baxé,form'the configuration = i x!

) 2 X

1 6 1 & 1t & 1 @ &T*Z:‘,@,l‘_ ] 5—5)

[:] is the basic'l pattern but the interval has been=slighcly altefed in -
the movement from the second to -the thifd beat from-a minor_seventh to a

" major sixth.

v(:}iS’the _l pattern'actiﬁg as_the'pivotai bars from which-the two differing
cadences estdblish themselves.

% 13

. @ X is a 1l structuring over the bass. note. 'So 0 illustrates the structure

of this bar.
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’ L is two consecutive O patterns whlch do not 1nclude the 11 structure.
. v 9

Together the two patterns | ana 0 form two larger conflguratlons,

»called/p and }:
p- 10

j’ /11 O | o :
B The overall constructlon is now seei.a-s—/i\ o / § R

1o (o i (105 o @ oo

;'vﬁ('“‘inclu’des the. O bar, which is not of strict construction following the O

. layout

. on comparison of the bars- following the @ pivot points, ‘the harmonic -

' go'ccurrences rare as-follows:
' l

@2 O O ‘" where the key 'is established at the ‘tritone interval

CL)%/ ! O O ‘where the original key. is. established by a 4-3 suspension.

By separatlng the/p and . f patterns the J.nternal symmetry can be

,ascertalned A vertical- llne J.s used
/O o]t &
L éar.s. 4 bar‘s

'Having'prov'ed the i_nt'er‘nal’ symmetry, focus is shifted to the two upper

parts. There is a multitudinous effect of layering, and linear implications:
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Already in the space of six bars, at least thrée-hew lines have been

implicated and introduced. The existing lines continue their descending

. pattern. and disappear_intb the total framewérk;'as much due to pianistic

: possibiiities as for‘compoéitiqnal clarity.
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. ANALYSIS : SCRIABIN 9TH SONATA OP..68 (1912-1913) :

Overﬁiew

'V_The nipth sonata, als§ known as "Le Meése*Noire“.qr "Black Maés"
sonéta is m;chfﬁore stxaightforward'anaiytié%ll?'than the fifth sonéta.
'This.is no doubt -due to his ha;ﬁonic language néW'being-firﬁly éodified.
By virtue of the pitch element éonfdrﬁing to his code, the rhythmic e;ement
"canvbe yiewed as a much mofe independent paraméter,lworking,'in‘rélation:to,
the whole.  Traditional horizontal and‘verﬁical'(férme:ly'meiodic and

‘harmonic) anélytical procedures'afe used.

- Scriabin in this work has developed the use of the rhythndc factor

for

A ; L . . CL . : 4
~within an almost. completely-solitary use of a single!time-signature, g

~‘the bulk of the work. = Only four bars of 2,'and’foﬁr‘bars éf'g briefly -

8 4

o _ ‘ . _ . Ny R 4" v 4
" interrupt the even count.. .Near the conclusion of.the work. changes to - to
emphasize the march tempo slowing down the previous harmonié,changes.and the
.augmentation pfocedures:applieduto thé-melodic.mdtives and germinal cells.;

8 for the remainder .of the work plus_pfésto marking and

'1Therreturn to 4
".-aiminutioﬁﬂcf even£5'ihtthe é&ig marcia section ééhélﬁdes ﬁhg wdrk.:_ Flex-
ibility andvthe~illu§ion'of.its imprévisatory quali#y;haye bééh achievea by
uneven qross?rhyﬁhms andvsug—divisions, within‘thelbér/ﬂénd within the beat.
 Unlike the fifth sonétayﬁhere differént ideas were.éénseéutively juxtapoéed-'
xinfﬁhé main, the hinth'sonaté isAéble to'dis—ih£egra£e_apdlre;integrate
moﬁiyes and thémes by virtﬁe of its use of'different rééﬁlarﬁrhythmic‘cells
wwhich»distinguish”each iaéa'each gimelit'oqéﬁrs..: Some:procedural,examplea
'_inélgde rh?ﬁhmiclrépetition of a néte-tglshortén1or elonéatevan'ideé;

. ' L P .2
. ostinatos, syncopation, diminution and augmentation.

"Pitchwise('as this work conforms to Scriabin's harmonic code, the
lateral and horiZontal elements emanate and develop from.a very small basic
unit. - Indeed, the codification allows the choice of whether .the lateral

-or vertical - or both - elements -will be exploited. v‘In this work Scriabin

1 This occurs at the alla marcia [179-204]. :
. 2 Examples of these procedures are provided in the analysis.  Only
five-six years have elapsed since the fifth sonata was composed.
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~éxtensiVely’employs lateral freedom and coﬁsequent-dontrép@ntal possibilities’»
whilst severely limiting his vertical choices to.three'blueprints. . In addition}
each part or line, can be shown to be both independent and interdependent of

other lines and factors.

Of relatively shorﬁ.length and duration (216 bars'and approximately.
-fnine-minutes long), the basic.séctions of the wqu.can be:divided:as follows:
Sonato No. 9 : length - 2167bars. |
Exposition:  [1-8] -
- Development: -[69—154]
:(Recapifulation:' [1554178]
COdaz-,j »}  [179-209]

-Epilogue: = . -[210-216]

The terms here loésely»deséribe the?functionfof»each.érea, as each pért
¥  is far more closely related thén{in a usual sbnaté form. _-"Subject" area
 grqﬁpiﬁgé'diviéé>inﬁo.two mainvéaxts; : | o |
:."subjéct" areaIOne'COQe;s [1-33]}'ﬁsubjéct".area ﬁwélincludes [34-68];’
"two evenlyvdivided'ideés. ) Eacﬁ subject éreatcénvbé'furtﬁer.sub—dividéa.‘
-;Subject érea one sectionaliges into A1I1—22]'énd a2 [23-32]; ~ subject are&- v

'atw0 separates'into-Bl[34—58].and'B2 [59-68], again proportionally equivalent.

‘The material ofjeach'SUbdividedfsection;in the Exposition is the complete -
- 'basis of the work. "Subject" material, groupings, and description are listed-

" below. aAn addendum of the areas is included.

'"Sﬁbjéct" groupings
f"Fifst.subject" groupings:
a1l lateral : [1-2]
[5—%] top part.
[5;7] contrapuntal melodic inne: part
[7+8] top line
Qértical : interchangeable.use éf 1'M3 a7 M3 47 (ﬁ3f

. . } d4 M6 d4 Me (d4)
in bars [1-2] continuing
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.Alternatelydconstruction of dominant seventh chords, .
: T b3 _9 b3

alternating a major 9th with a minor 13th, i.e. L-¥~-TU~IZ
descendihg and ascending in minor 3rds, [5-71;
Use of a minor 9th construction containing a tritone as
fhe lower interval, and perfect fifth as upper interval
(7] (8] [9-10], and rhythmically oscillated.

. These three vertical occuxrences are 'the only "harmonic" blueprints

 used by Scriabin.inuthis work,

[A2]; lateral : .[23;24]; by 2-bar ideas. .'Basic ?aterial:of-upper part i
. 4 9 : v ‘
123-241 is g YR 1 A ) F

Material "stabilises" [25—26],vis"repeated upwerds~by e
'trltone [27 -28]. | |
[29 30] ‘is’ trltone hlgher than [27~ 28],ﬁfhythm1cally _
compressed from J ?% (125-281). to. Jﬁ ([29-32]).
':[23 241 countersubject idea developed against. the upper
'part. «Although-;ndependent 1ts‘lowest'note'forms thel'i
minofd9£h'bY”impiicapioﬁ'witﬁ»tﬁe'verpioal bass,tritone
ocoufrenoes_egainstvit. |
,:Thisfoodpte;subjectlis aiso'repeatedfupwardsvat a tritonei,f
'-[25—26].[27728].p vfromvphere on the'vexticaliminor-9ph |

. blueprint reinstates~itself [29~33].

vv_kSecond Subﬁect"ﬁéroupidgs:
'Tﬁi]: laterelr:’bB 1s a. longer phrase composed of. two four-bar units [35 38]
'[39-42] © :Its basis therefore'for.all is [35;42].
.[35-381 top,line,'same,pitches repeated four times, the
lest'tpo”times'being-written ehharmonically to denote
chaﬁge ofvfﬁnctionvwithiﬁ the phrase and in’relation1to
 the 1ower sonopities against.it.
v[34¥38] egain, a counterﬁelody exists, both independentlyv

~and interdependently with the overall vertical sonorities-



"vertical

[B2]: lateral :

and’vertical-

All further

ideas.

138

: sonorities derive from the initial Al material : in

movement (that‘of a minor third), or total sound with the
upper lateral parts forming a pattern of dominants or

alternating intervals, or usage.

B2 is a'Cmeination of A2 (top'line)vlast 2 bars of Bl

»phrase—melody, (top liné), a fractionising the ¢ountermelody

material A2, and. the use of minor 9th vertical sonority. in.

‘close conjunction. = Hence A2 and Bl fuse to add to the

work's structural cohesion.

material in the rest: of this sonata is based upbn'these'

This material can be further broken down.

Again, the edition used for the music is MCA, New York.

Examples of

the subjéct groupings. are indicaﬁed;
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COMfOSITIONAL BASES : SCRiABINvSONATA NO. 9

"i‘he opening four notes, varied Vexjtically. and horizontally form one

of the main pitch-related bases of this .sonata.
Note -in the yielded intervals that there is a complete absence of

octaves, unisons, perfect ‘fourths and perfect fifths, the strongest intervals

"defining key.

&~ q
Iz
S

|

g yields o ' _and . : ko ho ba -
A W =V SO W=V NV - P PN " %) = e BV CONR "y -
| A | A % A 2~ I P T Sl L A =1 ,d?c—ée#{#ée—ee——ée—
) L J— HO™ g < Vng ! Ve YN T ALY 7 = T 1 1
J;Hi’-e ik = fe ! (st) _
| ds d7 m1 m3 M3 Aunicn A4 R M2 Mb mb_djm.
) €
vTechniques Scriabin _emplOYS for obtaining a horizontal line almost
: . approach - the techniques Hauer'.u‘se'd in his trépes_ ahd Schoenbérg"s us’e of
. ;the twelve—tonevtéchniqué ‘he éonstrﬁctéd. [7 lO] 1s analysed
e P e YNijb.I/\df}sz '#/'\-bs;'.
i == Pe&_e Pe 1 7~ uob \ e e 7 || 1
A v 1 : be v I 1 T R AR W ! 1
] — : — L e —— = =
y AR 4 1 ~—
o\ I : ]
<r ] : v —
’I b# b J . :
' o E, 9 \,/ . 1
D% : : 1 b;"‘ /\?g f

The ‘treble sequence [?—8] and [9flO] is based onvt,hree .noteé, one note
being repeated in a-‘rhYtl'xmj'.c Apattevrn.. .The_vthrée note iriotive is related to

the opening four notes, given above." Transposition of ‘the four note material.

) o ©) 8 NO), IONN
5 i Jl 7~ A JETPY P L LU0 PO
WARN e IN’fo] j5Xe} 3¢ 26} e A ; o
I E—=S i 7AEe) 1 {-,;‘_’,’5 ]le'g%( 7 E]’dfa
(J':}f‘e' - ' 70 #o 73 - T
() @) g?) o 10 ) (R ;
PR P PR N hle) bo e o LbTﬁ* ]96' [—7'9'
By it Y90 Ta /i X&) 1 L 1 A 1
B fee———Hc r———-e o
. = ¥y T 1 7 i
dJ ! ! v
[7-8] - possesses notes from (9);. {9-10] possesées notes from (1). [7-8] . is

"missing" the remaivningznote A from (9) H '[9_-101 does not have the remaining>
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note C# from (1) in its part. .However, both these “missing" notes are

- located directly beneath their relevant part, as the bass note of the

minor 9th structure: N [ / ':Eo‘ bo u//
] ~ LR Dbo 7 T 7 i
e Ki)P N {6} 7 T 7
7 T d | N
7L Y 1
gy 7 7
T 7 Ea 7
7 Py =HCO 7
T A"J o~

[7-¢] [%-1w0]
The bass .line also.uses three notés of a-‘'germinal - cell, repeated
- -upwards by a major third. The long held;ﬁote‘is at thé'intervailicvmajor
6th with the corresponding note of the treble line, while the.bther notes. - .
‘alternate in avrhythmicvpattern. iThis'structure also derives from the
opening bar materiél.l
F;:The_qthervmain link lies in the>§peninglfivevnbtes;,laterally, both parts:

T ,i “1 = "'The'top'liﬁe, with its.;ompaSs of an'augmented

~tff*, - \f’ second;fandffeature-of falling semitones, and

uses these attributes fullyQ;.'Also used is the
fact that each group starts a tone -apart (i.e.” (B-A-B).

The lower part encompasses a minor. sixth, and

5

=

P
I
T

[
A

'diminished.fifths sépafated.byﬂa tone'in'pattern

i

again features.

Used vertically and horizontally, .features peculiar'tO'each idea are
© fully worked out. Scriabin also combines-the'lines;to-yield the resultant

structures seen of pitch in both dimensions:

1 This is. demonstrated in the section where Scriabinbcombines the
horizontal and vertical lines to form various 9th structures, p.149.
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-From: these bases form fhe-éitch coh¢eption:for'the WCrk: The.
#hythmic-pafaﬁeter thefefore'acts-morebindépendently and with;gréa£er
-»flexibilify to help differentiate;tﬁe-@6tives,a£hemes‘ana phraSe'iAéasvout'
-of this gérminal material. it‘is gepéiately developed.‘ Sériabin eﬁpioys'
: tradition;i pchédures-of-couﬁterpoint; aﬁgménﬁatiqh, dimiﬁﬁiioh[ rhythmic.
motiVes’aﬁd-célls”tO»Qofk.throﬁgh ﬁhisvsonaté._ .Hiévusés*of'the minor niﬁth
and fdomiﬁéﬁt' structures énd hié‘élternation OE-thém/ use'of:thé*thréé-note
.,motive,'oscillating semiﬁbnef ahd:of feéultant,m§tivesHagd‘their dérivation$~

‘are ‘shown ' in.the examples.

;1It canﬂbé éeen'that,due to his self—imppséd'discib;iné over.the‘
rLhaimonic‘element,'ﬁhat-tﬁis’wokais much more straightforwérdfanélytically»
‘. 3than.£hevfifth»$ona£a. " Imaginative use.bf_composiﬁioﬁal édnstruétion;in
:;boﬁh_pitch:énd rhythmic parametéfs,’énd thoroﬁgh workingvouﬁ pf his germinai
__ﬁateriai érovide‘the work with its intrinsic quality.u--Sériabin'liﬁits his:
inte;vallic use to tﬁat oflthé dpening statement, ana investigates it~
lthroughout thé work by various rhythmic and contrapuntél procedures. | This

.applies to both vertical and horizontal pitch ideas presented.
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ADHERENCE TO THE "CODE"

Scriabin strictly follows his harmonic procedures in the Ninth Sonata.

Followivng Der’nova's-analysis, the basis on which Scriabin built this work

cah be followed.

The opening two bars provide the clue to both the

Departure -and Derived dominants. These bars conform both vertically and

' horizontally; and each part, or vertical structure can be seen to be both

ihdependent and ‘'independent of the other factors.

[1-3:{

i 1 1
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Included are the related tonics

p
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Therefore,-analysing_the’first.two_bars brings up the ways in which it

can be'approéched.

On the horizontal level there are fourvlines,-of'whichvtwo pairs

. 'share the same intervallic shape-ahd,relationships."

y/] -j ﬁ = - ) WS : v - _— T - » :
e e e e e

. Scriabin wanted to presefve continuity within the lines with each 'line

. finishing on:the same pitch as it started and'retaining the patterns so

this occurred as a conseguence. Also, the resultant intervals of each

.. Beat for each bar arg_retained,vi,e. semitones and diminished‘fifths (or

~  augmented'fourthsl being repeated a tone lower in both bars. .

' tThe-duality of the nature of these opening barsvbecomeé.obVious when °

'Derhova‘s.code'isﬂapplied'tO'them;, hérizontally:

g = — . |
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-and, Vertically:
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Within each pattern, the alternating major third/diminished sevenths

and diminished fourths/major sixths also form a;germinal unit.
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Further invéstigation of these~clueéVProvide»the compositional

- basis on which:Scriabin structured this work.
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There- are three-prerequisite.swstemsithat are fundaméntal to understanding
thevprocesses outvof which Scriabin fashioned‘his~unique compositional‘Stwle.
Thew.are the basis ofbtonality, tonal‘ekpansionj»and familiarity with
comoositional processes andlformsrof;previous musical periods.- »Theseiareas
’xprowide-the-background material»and’means to identiff_a basis of design. The

iway in- Wthh construction is perceived provides choices from which: formulation
'ﬂiof ‘a method may be achieved g The investigatory plan 1dentifies thebelements,
.-defines and examines the method of control-over these elements, and stodiesii

‘the compositional conseéuences. V It'must'be realised that all the»parameters'
uwork 1nterdependently w1th1n the tlme continoum there is no element that is

© S0 1solated that. it can work independently of its source’ and resource.,.‘The::
forms.that.are used»result as a\solution to certain.dilemmas of-éitch,_rh?thm,

or-organisational principles.

The codification‘of Scriabin 's mu51cal language; as iaentifieo byv
Yavorsky and Dernova, was testealin sections of his exéerimental works and
more fully in his matore compositions._.'The Derndva‘system proved to be theh'
M.vmost relevant and comprehensive resource of analytical method and althonoh

it was published in. 1948 1tjwas some;twenty yearsilater before her analysis:

'was known to the Western world. ' This. twenty year time ‘span. was, and still 1s,'l
B a huge’ loss 1n the analytical accurate analys1s of Scriahin s compositions.,

.Cnrrently, the vast'majorlty’of poblicatlons_used;as resource material still
'vrefer.to quartal harmon?{aseScriabin‘s'compositional basis.;l This is a

fundamentally inaccurate statement.

It was necessary, therefore,lto trace.the»background’ofvcontemporary
musical-resources available.to-Scriahih,'both,to focus and direct the
Scriabinic trends and tovtest-the,Dernova code.as a~viahle-alternatiVe
.explanation. Dernova's code was successful: itvexplained the.compositional

basis of Scriabin's mature works as well asvproved the_specificity of the
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directional nature -taken in Scriabinfs pre-codified and intuitively-led period.
*An[ekample»is the meno vivo sections of the fifth sonata. This ‘demonstration
- of wideness and relevance of scope of the Dernova code proved its importance

as an analytical tool.,

Scriabin evoived.an alternative solution to the problem that tonal.

expansion;ptesented,whenvperceiVed initraditional compositional form. - The

"basis-of.tonalityxwas'the fundamental reliance onca'hierarchy of importance of
de”order ofhnotes felative tofa:singie note. Scrlabln s.system prov1ded sound

. units of spec1f1c pltches of equal lmportance and- these could be deflned and

*shlftedvby certaln other'lntegers of pitch to create<change and to.direct.the
nusical'tension-’ ‘This change\inAaspectfiibe:ated‘the Qertical-and hofizontai
planes from.theit-mutual dependencies. Instonality'thejplanes-ﬁete.dependentf"
and inter-dependent - both harmony ‘and counterp01nt could ex1st 51multaneously
- but one would be subllmated to the other. ‘In Scriabin's system,-both'elements
'“couldteg;st 1ndependently;w;thout:harm:to the strenéth of the compositional’
,ﬁstructute and?therefote the“rhyth@ic parameterjconldfheiusedfas an:altefnatiVev

extra, and separate resource..

ﬁssentially thisfprovided afkaleidoscopic effectzbithe same material Qould
g he nsed, but.dependind:onfthe'effectrrequi;ed'wouldeeterminehthch feature
-Qould.be»demonstratedt _ﬁsing-the simiie‘of a kaleidoscobe‘was.the best |
".[pOSSLble v1sual reéresentatlon of 1ts auralvequlvalent._ It llterally
3illlustrated the Shlft.Of focus that occurred in. Scrlabln S comp051t10nal

. procedure.

Scriabin's pfeoccupation with Certain.chords because of their intervallic
implications‘provided'the first sions of styiistic changes. © He concentrated
in partlcular on: those chords whose construction or tradltaonal resolutions
enabled hlmdto examine ‘two areas. Flrstly ‘he wished to follow the effect
caused by tritone—to-perfect:fifth movement, 1n_both lateral and vertical
difections,»and'secondly to observe andvdevelop alternatitevsolutions7to

‘hitherto tonal dependenciés contained within a composition;
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Two chromatic chords.and'one typehof'yertical structure largel§
".fulfilled these requirementst‘ The Neapolitan'sixth;and.the French augmented
. sixth enabled Scriabin to study‘thevimplications of the tritonevand perfect
fitth eftect~in either, or both, the basic harmonic material-and bass line
7'movement,’" In addition, the French augmented sixth was internally symmetrical,
.containing a tone, two major thirds, and augmented Sixth (enharmonically a’
.minor.seventh); and’most importantly, two interlocking tritones. » Furthermore,l
-afany_key in”traditional harmony contained tWo_augmented sixths which existed.
- a perfect fifth apartv- an- interval vitally Significant to Scriabinr, .This
'.chOice of - intervals was. prophetic, and integral to the development‘of his
lfuture system.vn The vertical structure-of the dominantuchord_was also’_°".
carefully examined;‘g:Dominant sevenths and,ninths were‘ohservedfwherebyfthe '
”structure retained the seventh 1n the.lomer part.w1th other notes. generally
'tplaced above; " Again, the presence of perfectvfifths,'tritones, and-sevenths

~ﬁ.was ‘evident.

l-hndther”teature:from the earliest"works:waS»the:simultaneous soundingiof {
the tonic note Wlth dominant structure contained Within a passage _ 'Not only
did. it make the inherentvstrength of tonality ‘less: but it created ambiguity as
to. the purpose of-- the harmonic progresSLOn.~. on one hand it-rendered the
bcoﬁpOSltlon less dependant on.- progreSSLOns ‘as’ a constructional baSlS, by
. implying multipliCity of function. . On’the other'hand an establishment ofi
v"harmonic areas centred around perfect fifth bass pedal pOints replaced the;:

o progress:.ons .

The - steady re-emergence and increase in contrapuntal writing inexorably
'c01nc1ded w1th the progressive evolvement towards Scriabin s compOSitional
outcome.. CounterPOint as a linearly—based technique reduced the necessity :

- for harmonic.progressions to be employed.

" These factors determined smaller processes such as sequential repetition

.- and parallelism as means of creating diversity and:interest in-the composition)
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' andln an 'evffort to cvr:ea.t_e ‘unification whilst_toria'lity was fﬁndamentally
_‘weékened,itheméfié fransformationvwés iheviﬁébly:adoptéd.. This pfoce§é>
'offapplYing one or.méré p#oéedures'to a‘speqific'facet of_aﬁ:idea or théme
was investigatéd and evaluated in minuté detail. The singling out and
applicatidn of material and éffect‘was essentially‘métivic‘treatment of
'fpiﬁéh and/or»fhythmié'factors:contéined within the context of the.broader:.

- and more general overview.

It,CAﬁ.be sé§ﬁ thatvthe cboiceéhbfleleﬁénts,}fphcfibﬁs, and procés;es
léd téia deciine'iﬁ:the mqtual>depeﬁaénpies that govefned horizoﬁt&l and ;
";erficélfaspécts. [The'rgnewal.oﬁ'integeSt in théjfhythhic element
coincié;abﬁ;éhithe_grbwingifreedqmlﬁetween.thesé.éspects-and fhe coﬁsequgﬁt”

~ shift.of focus in pitch organisations.

,!_fhé evdlﬁfion»of‘Scriabin's sy§£em'was demonétfaﬁed;thrbugh the gnalysié

.inthe'chéséﬁ»coﬁpbsitidns;f\‘Chronologically4evin¢ed'soluﬁioﬁs'to tﬁevimPCSed,
tdilémma; of,éiﬁcﬁ;.rﬁythm,gaﬁd/of brﬁcedurai éfggﬁiéation were diséiayed,ih‘the
6u%éomés,of‘the>éoﬁ§55iﬁions. *. They. were digcusséd,';elétivéfto the ngﬁure or:

trend of the dilemmas.

'The;enwag no:eyidence in the.early‘preludes of any-future predicaﬁentg_in‘-
cémpoéitional integfity." The preludesAillqstratéd choicé specificity: ;they
démdnétrafed famiiiéiity»%ithAcdnventioﬁal mid—hineteéntﬁ century élements'of

' chfomatic’harmon?;ana the@atié.proéedu:esiespeciéilytih,the“Choéin'traditipn:
";he diéﬁisséd ﬁatioﬁélistié_foiksoﬂg,iséaleé.éﬁa.modeslas resoﬁrce ﬁaﬁerial.
 Initial'materiaivwésnthematicaily uéed as the basis_6f‘the development,3and.any
ﬁoti&es which mayﬂﬁave constituted pakt of'the,theme:were egploreé from'within
’.EEE éontext bf the thematic;natufé;  The:preludes-existed within a traditional
élearlyvdefined hafmonic basis.irréspective ofveither harmonic or contrapuntal
érientation. It was neceséary, tﬁerefore, to extrapolate certain harmoﬁic
blueprints apd bccuffencéS'that, in retrospect, influencea'the continuuﬁ'of

‘musical decisions that led Scriabin to his codification of pitch. = Experimentation
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rWith respecttto‘iatervallic outcomes has already been discﬁssed in preceding
paragraphs_relating to chromatic chords,_dominant'structures, and s;multaneous
soundings of perfect fifths, in the bass line. - The choice ef, and consistent
approach‘that.écriabinvdemonstrated to these featureSnwere the only links to
future events. Thrqughout, phrasing was regular and of equai’lehgth, and

rhythm was subordinate to pitch and as yet not viewed separately.

.Ia comparison te'the six preludes,»7Nuances“»worked’rn_both horizoetal
and-verticai'planes. As ih:the secend apd fdurth,preludes it was eontrapﬁntally
writtea in three parts, each part coataining its own rhythmic pattern. But
unlike these preludes,'the»harmonic basis was not.clearly delineated_ana-was
a eontinual linear everlapping of choices.and alternatives. "Nuances" was -
"thematicaliy" based on a ver? much shortened‘idea of three-notes length‘,
centainedvin the first bar and two-thirds. Hewever}'thevmain linear
‘-develepmehts from the-Preludesite "Nuances" showed a_distinct'meiodic
shortehinq. .’T@e.tradrtienai theme containing :three or foﬁrfideas has”beceme'
'shorter in length-and more compressed;v-'L;nearly;;“Ndances",was more vigorously
,Qorked:throhgh‘alternatiyeS'cauSed by;theﬁchrematic,chanée-of one note'infone.
part which affected the;wholebVerticalilayout'of the.sﬁbseqﬁent'passage.
Scriabin ‘also ‘indicated that a change of functioh.had oecurred-in'two ways.

He enharmbnically respe;t a note if it was usea inotally as a-peint.of
departure, or alternatively.he reSéeit the nete to bleadeithin’the conteXt
-of the passage to sth iink.aﬁd_to demonstrate linear eeatinuity;_ _Tﬁev
ambiguity in-function of both vertical and,horiiontal-faetors made it -
necessary to pursue the development of alternative soiutiods to the ways in

which pitch would be used as a resource.

"Nuances" deliberately obscured the traditional sense.of key and,
therefore, tonality by delaying and overlapping what were formerly "resolutions”
in the classical sense. - However, it remained eompositionally logical by its“
dependence in contrapuntal writing, strong sequeqtial usaQe, regular phrasing,

and presence of internal symmetry of the work.
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The fifth sonata,illustrated the pinnacle of;expetimentationvinvall-
facets of compositional.areas.' ihis»work telied;on thematic transfornatlon,-
'pattially because of the evident tonal instability. But more importantlyy.

: thematlc transformation was a . meticulous procedure which consciously and
>conscientiOUSly involved both pltch and rhythmic parameters simultaneously;
dThe'procedure was perceivedkto contain the»best wayS‘of finding acceptable.

- compositional_resolutions,.whichhenabled,unification of large-scale_norks'tot

fbe-tlthlleonstructed.

The_most(ctucial conposltional development in.thistsonata wasvthe v
fteplacementiof a tonal unit with a form;of harmonicvprocedure'and_thereforev"':
.Etheeformatlon.oftjnxtaposed harmonic_areas. It'was eyident that thev
..instigatlon,of_thls procednre nltimately affected Scriahinlsicomposltional

techniqﬁes._b‘

'The.sttﬁctﬁre51of'the;Neapolitan and French?angmentedhsixth; doﬁinants,
t'51multaneous perfect flfthS, and preoccupatlon w1th the trltone to—perfect
‘4?f1fth movement in both vertlcal and. horizontal planes were the features that
l%most fnlly contributedytowards‘pitch codification. :_ln:this;SOnata $criabint »
>:1Was'most:inventiye when\explorlng contrapuntal writiné'and.certainllinear'“
interyalliceand vertlcal sonndbcombinationsy:whichfwete-containedVin_each' o

‘$trongly-contrasted subject area.

.vAsna'tesult,itheirhythmic.factor and variation“technidues were'furtherc

'"deeveloped and"thexnseTOf;teéeated‘chords became more impottant; ‘5In~eatliet

o ZWOrkszrepeated'chords belonged to the neutral‘backétound; ‘in this composition‘
vthey fulfilled a‘motivic fnnction.l 'Inﬂadditlon;.the comblnation:of‘repeated
lchords in a syncopated rhythm appeared as one of the most important rhythmlc

lmotlves of this work.l : Metrlc changes, Cross- rhythms, and complex subd1v151ons

were evident, There were also frequentjtempo-changes.

.1 Samuel Randlett, "Elements of Scrlabln s Keyboard Style", Piano
Quarterly, Summer 1971, pp.22-24.
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It is significant that‘Scriabih was not able to effectively complete
codification in his works until after he_had systematically worked. through
'the'proéess of thematicvﬁransformation. . The subsequent succeésful~application
of his code as a justifiable procedure proved that it was a logical extension

of the choices and parameters out of the available musical resources.

The compoéitionalbbasis~of thé ninthAsoqaﬁa'ggntred around his codified
éyéteh.. As in.the_fifﬁh‘sohata, thg“opening_@aterial also clqséd the work ..
"But unliké-the fifthu$onaté; the hiﬁtﬁ soﬁaﬁaiWa$ileséhexperimentélidue-to his
'i*sy;temised piﬁch proqedure. i Conéequéntly; pOSéible choicés,in the.vertical
- and horizontal‘planes héve élso:peen.strictly limited.: ’Tﬁe style ofiwriting
' wés'lingar énd independent-on iﬁe;veftical sonoriﬁies.although both elémégts
'used the,séme séﬁnd patterﬁé'ésstbe.résourceiiu Both planééVWeregintervailicaiiy
motiﬁiéf -énaieaéh linea;ﬁdnif-Qas\cohtrap&ntally.invértible énd consisﬁént in )
usage.' infernalIreiatiénships,wére;maiﬁtainedudespite.a‘pfopehsity.ﬁo.share
fiaicommon‘note 5etweén.itsélf;and:anoﬁher partia ;Mést-ihportaﬁtly;-each‘unit.
»_exiétéd ihter&ependentIY*bf othervparts}‘bﬁtﬁqouldirétainfits:independencg by

‘its own’spécific{intervallic and rhythmic. flavour.

The Ninth Soﬁata élso:shafed many4c0mmon traits Qith ﬁhe_t;ansiiional
workéi : Enharmoﬁi¢,re$péiling of ﬁhéAsame notesito.indicafe.an intérnalvchéhgé-’
of fuﬁctiontwiﬁhin q'pbrése oritoidéménétrate‘liﬁéar coﬁtinuity'was evident.
gThé’ﬁritone”and pérﬁéétififthxﬁegé uséd:ingboth Ehe‘nihth-and.fiftﬁ'sohétasf'
ffhe éigqificéntidevelopméntlwas{tﬂat_thésé intérVéis coﬁldTohiylbé ﬁsgd inia'
ho#izontél plane'in ihe £ifth soﬁéfa,'whereas they'could be used.both
horiZontallY'and vérticaily‘in tﬁe niﬁth sonata. 'Thé'fifth sonaﬁa ;lternated
fritones to éstabliéh ha;monicléreaé-byv"rééoiviﬂg" to a perfgct fifth. Both
,intervalS‘in_tﬁe ninth sénata céﬁidibé used as a minor_ninth.structure or |
v tonsecutivelyvas separate entities. i Both'employed paraliel movement upwards
’_or downwardé in'minor third:piogressions of dominant strucﬁures. Thé'rhythmic
facfbr‘was sepafately cohceiﬁedvas a mbtivic eiemeqt in bothvworks, but wasv

‘more fully integrated as a separate entity.
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It can be seén that a metamorphosis occurred as a result.of thezexpansion'
_of tonality and consequent experimentation witH éompositionai procedures.
Thematic elementS-and;dévelopment gradually evolved to orgahisational units
.of sméll motivic_cgllé of pitch and rhythm, both with the caéacity to work-
‘in both'hdrizontal»and vérti;al planes."»These»motivic_cells becamé the basis
gf construction in an established organisation of sonorities, in the formal

design of the late:works composed by Alexander Scriabin.
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