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I w ish  to acknowledge the a ss is ta n c e  of my th e s is

advisors in th is  study . For the use  of major portions of M edtner's

piano m usic , I am grateful to Mme. Olga C onus, Professor of Piano

a t  the C ollege-C onservatory  of M usic , the U niversity  of C incinnati,
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m usic which had been out of prin t since 1922. To my knowledge

a ll of h is solo piano m usic which is  not p resen tly  availab le

through the C . F. Peters Corporation or the J. W . C hester agents

is  out of p rin t. Professor Conus has the following f irs t editions:
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in  the se lec tion  of various books and a rtic le s  about h is  life  and 

w orks, and during our d isc u ss io n s , she uncovered a number of

i
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d isc repancies in published accounts of h is l ife . Furthermore, she 

gavp me a copy of Guide to the D aily Work of the P ia n is t, w ritten 

by M edtner in Russian and tran sla ted  by Professor Conus into 

English in 1971. For c ritica l read in g s, ev a lu a tio n s, and ad v ice , I 

am indebted to Dr. Donald H. Foster of the Department of 

M usicology a t the C ollege-C onservatory  of M usic .

Following is  a l i s t  of M edtner's m usic which w as not 

availab le  to me a t the time of th is  study and was therefore not 

included in my general'su rvey: Op. 1, N os. 7 and 8; Op. 2 ,

N os. 1 , 2 ,  and 3; Op. 4,  N os. 1, 2 , 3 , and 4; Op. 7 , N os. 1 

and 2; Op. 8 , N os. 1 and 2; Op. 9 , No. 2; Op. 10, No. 2;

O p. 11, N o. 2; Op. 22; Op. 23, No. 2; Op. 25, No. 1; Op. 26, Nos 

1 , 2 ,  and 4; Op. 31, No. 1; Op. 34, N os. 1 , 3 ,  and 4; Op. 42,

No. 1; and Op. 48, No. 2 .

Except for some works which are currently  out of p rin t,

I had a c c e ss  to M edtner’s complete solo piano m usic. For a 

com plete lis tin g  of th ese  ed itions see  Appendixes A and B, and 

Table 4 on page 57.
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C H A PT E R  I

INTRODUCTION

N icolas M edtner composed over 100 works for solo piano 

betw een 1902 and 1945. These com positions are inven tive , 

p o e tic , and m asterfully  w ritten . According to W illiam S . Newman, 

M edtner w as "an expert, en te rp ris ing , fluen t con trapun tist . . . .  

He does w rite w ith considerable v a rie ty , ingenuity , and , of 

c o u rse , sym pathetic understanding , for the piano in  particu lar . . . 

He. can c rea te  an ex p re ss iv e , d is tin c tiv e  m elody, w ell planned and 

w ell spun o u t ." 1

Yet h is  works have never a ttrac ted  the a tten tion  of the 

general m usical pub lic , and although M edtner composed profusely 

for the piano (more than any other early -tw en tie th -cen tu ry  

American or European piano com poser), p ian is ts  today only rarely  

perform h is  m usic. Medtner*s m usic is  a ll but terra  in co g n ita . " 2

H is m usic is  not popular even though i t  seem ingly

1W illiam  Newman, The Sonata since Beethoven (Chapel 
H ill: U niversity  of North Carolina P re s s , 1969), pp. 726-27 .

2 Richard H olt, e d . , N icolas Medtner: "A Memorial 
Volume (London: Dennis D obson, L td ., 1955), p . 227.

1
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deserves high re sp ec t. For exam ple, A. J . Swan a sk ed , "How 

is  i t  th a t an a r tis t like M edtner, who has every right to be con­

sidered one of the very g rea t c reators now liv ing , has s ti ll  got to 

w ait for th a t recognition the world over, th a t has been accorded 

many a sligh ter figure than h e ?"  Thirteen years la te r , Sidney 

M iller wrote tha t he w as " . . .  the m ost c o n s is ten t, se rio u s- 

m inded, and devoted exponent of piano m usic in  the la s t  h a lf- 

c e n tu ry ."4 Arthur Alexander a lso  fe lt th a t M edtner w as " .  . . t h e  

composer who comes too la te  and too s o o n ." 3 F inally , Newman 

w rote in  1968:

'S ince  h is death , in te re s t in  M edtner1 s m usic has slipped 
badly  and for the m ost part undeserved ly . Today (as of 
1968) h is  sonatas and other m usic rare ly  get performed and 
not a p iece by him appears in the standard recording catalogues 
(in sp ite  of the support The M aharajah of M ysore gave in 
1950-51 to the recording of many of h is  works).®

There ex is ts  no com prehensive study of M edtner's 

keyboard w orks. Of the many a rtic le s  published in the p a s t , m ost 

are very b rief and concerned more w ith biographical or h is to rica l

3Alfred J. Swan, "N icholas M edtner," The C h este rian ,
X (December, 1928), 81.

4Sidney M iller, "M edtner's Piano M usic: an Appreciative 
S tu d y ,” The M usical T im es, LXXXII (O ctober, 1941), 361.

^Arthur A lexander, "N icholas Medtner: an A ppreciation," 
Tempo, XXII )W inter, 19 51 -5 2 ), 3.

®Newman, The Sonata since  B eethoven, p . 726.
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inform ation about M edtner than w ith the actual m usic. In 1970,

B. H. Loftis made a system atic  exam ination of the 14 piano 

so n a ta s , but the 108 character p ieces were not included .

This study , then , is  an attem pt to provide a general 

survey of M edtner's to ta l output for solo piano w ith additional 

information concerning its  charac ter and com positional s ty le .

His book, The M use and the F ash ion , served as a spring-board 

for the investigation  of h is  m usical sty le  and com positional 

techn iques; i t  a lso  provided valuable in sig h ts  in to  the com poser's 

philosophy of m usical a rt.

^B. H. L oftis, "The Piano Sonatas of N icolai Medtner" 
(unpublished Ph. D. d isse rta tio n , W est Virginia U niversity , 1970).
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C H A PT E R  II

HISTORICAL PERSPECTIVE 

Biography

During h is  life t im e , N ic o la s  M edtner encountered  great

soc ia l and po litica l upheaval; un til after World W ar I I , chaos and

vio lence were in escap ab le . The R ussian p ian is t Konstantin Klimov

described  M edtner's environm ent as follows:

He lived  a t an age of ca tastroph ic  upheavals th a t shook 
the very foundation of c u ltu re , including the foundations 
of the a rt of m usic— an age which has le ft behind many 
more ruins than creative  achievem ents; if we take th is  
into considera tion , M edtner's sp iritua l stand ag a in st the 
destructive  b la s ts  of modernity acquires a heroic s ig n ifican ce . 8

M edtner w ithstood three of the w orld 's  m ost devasta ting  co n flic ts ,

the Russian Revolution and two world w ars . Throughout the

Revolution he taught a t the M oscow C onservatory. A descrip tion

of those  grim days is  given by the Hungarian v io lin is t Alfred Jarosy:

Firing w as going on in the suburbs of Moscow; no 
one dared leave the house after n igh tfa ll. Cold and hungry, 
the "People of Yesterday" sa t  a t their ruined homes aw aiting 
w orse th ings to com e. They w ent foraging in the morning

®Holt, N icolas M edtner, p . 202.

4
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for the provisions th a t were becoming ever rarer; they 
heated  their stoves w ith broken-up furniture or w ith books.
I t  w as the w inter of 1920.

In 1921, four years after the Revolution began , M edtner

le ft Russia for a European concert tour. Except for a v is i t  in

1927, he never returned to h is hom eland, and i t  is  p o ssib le  that

h is  concert tour w as m erely a pretex t to e sc a p e . From 1921 to

1925, M edtner toured Germany, the U nited S ta te s , and France.

H is wife sa id  that during the following decade, from 1925 to 1935,

. . .  he gave a few re c ita ls  of h is  m usic in  P aris , and 
a lso  appeared a t concerts . . . in England, W arsaw ,
Berlin, Leipzig, Riga, and Reval. In 1927 he undertook 
a long concert tour in R ussia , and in 1929-30 he gave 
another se ries  of concerts in America . . . .10

At th is  time he may a lso  have concertized  in C a n a d a .H  L ater,

w hile resid ing  in London during the Second World W ar, "M edtner

and h is w ife le ft bom b-stricken London to live  tem porarily in the

W arw ickshire home of Edna l i e s ,  a p ian is t who had long devoted

9Ib id . ,  p . 159.

10I b id , , pp. 19-20.

^A ccord ing  to Professor C onus, M edtner w as never in 
C anada. O ther sources m aintain th a t he was:

David Ewen, e d . ,  Composers Since 1900: _A Biographical 
and C ritical Guide (New York: H. W . W ilson Co. , 1969), p . 357.

"M edtner, N ikolai K arlow itsch," Die M usik in G eschich te  
und Geqenwart: Allgemeine Enzyklopadie der M usik , VI (1961), 1894.

"M edtner, N ikolay K arlovich," G rove 's D ictionary of M usic 
and M u s ic ian s , VIII (1959), 649.
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h e rse lf  to . . . M edtner's m u s i c . T h e  pain ter Eric Prehn 

commented th a t "during the a ir ra ids on London in 1940 and 

1941, he jM edtnerj w as quite unconcerned about any personal 

danger; h is  only com plaint w as th a t the no ise  robbed him of 

precious hours of w ork."

I t  i s  not unlikely  th a t these  dreadful and v io len t war 

experiences played a role in the conceptualization  and develop­

m ent of h is  personal philosophy of a rt a s  exp ressed  in The M use and 

the Fashion: Being a D efense of the Art of M u sic . There seem s to 

have been a correlation  betw een the im pact of the war years and 

M edtner's negative reaction  to the m usical upheaval of the early  

tw entieth  century:

"He w ill not se t the world on f ire ."  This reproach in c ites  
young m usicians . . .  to invent a ll so rts of exp losives and 
suffocating g a s e s , the e ffec t of which is  equally  pernicious 
to the a rt . . . since  i t  destroys those unseen  w ires th a t 
connect the soul of the a r tis t  w ith the art i ts e lf .

But in our war l ik e , revolutionary age m usic, as a ll 
e ls e ,  has been converted into a regular b a ttle  f ie ld . Upon 
the positions of modernism guns of the m ost d ifferent calib res 
have been  pushed forward to defend not m usic i ts e l f ,  but

^ E w e n , Com posers since 1900, p . 357.

^ H o l t ,  N icolas M edtner, p . 191.

*^N icolas M edtner, The M use and the Fashion: Being a 
D efense of the Foundations of the Art of M usic (Pennsylvania: 
Haverford College Bookstore, 1951), pp. 2 -3 .
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m erely  every  one of i t s  innum erable s e l f - s ty le d  " lea d ers."
In the shape of guns there have appeared innumerable 
"concepts" and "sen ses"  which i t  is  im possible e ither to 
conceive or to s e n s e , since none of them m anifest any 15grav itation  towards un ity , even denying i t  em phatically .

M edtner objected  vehem ently to the liberation  of d issonance  and 

the d isin tegration  of tonality  in "modern m u s i c , b e c a u s e  he 

a sso c ia te d  them with chaos and revolu tion . In stead  he constructed  

h is  entire philosophy of m usical a rt on the an tith es is  of d is in te ­

g ration—unity . M edtner him self claim ed, "In short, I w as guided 

by an insurm ountable asp ira tion  towards UNITY and a COORDINATION 

of DIVERSITY."17

Style

Compared to other la te -n in e te en th -  and ea rly -tw en tie th - 

century  com posers, M edtner u tilized  a re la tiv e ly  lim ited harmonic 

language. I t  seem s th a t he w as bom  too early  to become sp iritua lly  

or in te llec tu a lly  involved in the newer m usical innovations which 

took p lace around the turn of the century—innovations such as 

c lu s te r  chords, quartal harm onies, consonant or d isso n an t chords in 

p ara lle l m otion, po ly tonality , and se ria l m usic. Furthermore, the 

syncopated rhythms of American jazz  (ragtime and blues) were of no

1® Ibid ., p . 42.

1 ̂ Ib id . ,  p . 3.

17I b i d . , p . 6.
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apparent in te res t to him. Perhaps he w as too old to iden tify  w ith the 

French Les Six—Darius M ilhaud, Louis Durey, G eorges Auric, Arthur 

H onegger, Francis Poulenc, and Germaine T aille ferre , whom Joseph 

M achlis describes  a s  follows:

Fervent devotees of American jaz z  and the Parisian  
m usic h a ll , they  favored the b righ t, lean  sonorities and 
the earthy  approach to a rt th a t accorded with the temper 
of the tim e. They adored soph istica tion  and w it by a s  much 
as they  abhorred pathos and p ass io n .

On the other hand, M edtner may have been too young to iden tify  with

the a e s th e tic s  of the Russian Five—Rimsky-Korsakoff, M ussorgsky,

C ui, B alakirev, and Borodin. James Bakst described  the d is tin c tiv e

fea tu res of the ir music:

"The Five" developed them es from Russian h is to ry , folk 
ta le s ,  and leg en d s, heroic b y lin a s , and contemporary 
p easan t genres . . . .

The c irc le 's  in te re s t w as not so le ly  lim ited to Russian 
fo lk lo re . It studied and used  Spanish , Serbian, Jew ish , 
U krainian, Tatar, Armenian, G eorgian, P ersian , and Arabian 
national sub jec ts and m elod ies. "In connection w ith the 
national Russian e lem ent,"  wrote S tasov , "there  is  another 
elem ent that is  a ch arac te ris tic  of the New R ussian M usical 
School. This is  the orien tal elem ent . . . ."

Another feature of the New School w as i ts  ben t toward 
programmatic m usic . . . .  They m aintained th a t both m usic 
and painting were equal to lite ra tu re  in  the embodiment and 
expression  of the varied m anifesta tions of rea lity  . . . . ^

18joseph M ach lis , Introduction to Contemporary M usic 
(New York: W . W . Norton and Company, In c . A 1961), p . 217.

^ Ja m e s  B akst, A H istory of R ussian-Soviet M usic (New 
York; Dodd, Mead and Company, 1962), pp. 95-96.
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Not only are these  fea tu res ab sen t from M edtner's m usic, but

according to Leonid S ab an eev , "There i s  nothing o f the R ussian

m elos, . . . rhythms . . . tonal id e a s , none of the em otionalism , . . .

w hich  em anates from the g ip sy  e lem en t and the fo lk - ly r ic s .  H is roots

90are . . . in  Germ any."

Radical m usical experim entation during the la te  n ineteenth  

century w a s , by and la rge , n o n -ex is te n t. Regardless of the fac t tha t 

during the Romantic period the harmonic language continued to expand 

( i .e .,  n in th , e leven th , and th irteen th  chords) and formal types to 

develop (the sonata and the symphony), there emerged no rad ica lly  

opposing s ty les  or form s. The only rea l dichotomy w as betw een the 

so -c a lled  conservative and progressive s ty le s , which were epitom ized 

in the m usic of Brahms and L isz t resp ec tiv e ly . The f irs t w as 

characterized  by the conven tiona l, or trad itional com positional 

p rac tices  of the m id-nineteenth  century; the la tte r  by experi­

m entation and im provisation. On th is  point Newman says:

The ac tual difference . . . betw een conservative and 
progressive might be elaborated  as tha t betw een trad itional 
law and log ical order versus experim entation and fan tasy .
The elem ents and means are e sse n tia lly  the same but 
they are trea ted  more freely  and sub jec tive ly , w ith a com­
pensatory  lo ss  in dynamic ten s io n . Thus, the melody tends 
to  unfold continuously , in  chain phrases or sm aller un its 
rather than in p h rases-an d -p e rio d  groupings. The harmony 
tends toward more explo itation  of third re la tio n sh ip s ,

^ L e o n id  Sabaneev, "M edtner," M usic and L e tte rs , VIII 
(1927), 328-34.
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enharm ony, and rem oter chord progressions . . . . The 
passagew ork depends more on sequence , the ambiguity of 
the dim inished 7 th-chord , and continual m odulations. The 
tempo undergoes frequent c h a n g e s , grad u ation s, and grand 
p a u se s . And because  th ese  treatm ents and p ro cesses  operate 
in a ll sec tions of the so n a ta , not only in developm ent sec tio n s , 
there is  a sense  of fan tasy  and im provisation throughout, 
however tigh t the logic behind i t  may be (as i t  ce rta in ly  is  in 
L is z t 's  Sonata in b . . . ) . ^1

Since M edtner re jec ted  nearly  a ll the new harmonic innovations of

the period, h is  only a lterna tive  w as to choose betw een e ither the

conservative  sty le  of Brahms, or the progressive manner of L isz t.

For the m ost part, he chose a middle ground betw een the tw o.

Compared to h is fellow  com posers of the late-R om antic period 

and the early  tw entieth  century , M edtner devoted an unusually  large 

proportion of h is energy to the w riting of sonatas (see Tables 1 and 

2 below ). M usico log ist Joseph Y asser wrote:

W hile examining period ically  M edtner's m usic , one 
is  bound to d iscover sooner or la te r  th a t, although both 
the sm aller and larger m usical forms have been exploited 
by the composer to an inestim able advantage, i t  is  the 
sonata form which found in him one of the m ost im pressive 
exponen ts. As a m atter of fa c t, M edtner's works may be 
sa id  to have produced added proof of the inexhaustib le  
and unrivalled  v ita lity  of th is  particu lar form. Eighteen 
opuses of M edtner's complete creative  output are en titled  
in various w ays a s  so n a ta s—fourteen of th ese  for piano 
so lo , three for v io lin  and p iano , and one for a te x tle ss  
solo voice and piano (Sonate V ocalise , op. 41). But the same 
m usical form a lso  lie s  a t the foundation of h is  three piano

21 Newman, The Sonata since B eethoven, pp. 130-31.
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TABLE 1

SELECTED IMPORTANT LATE-NINETEENTH-CENTURY 
ROMANTIC PIANO COMPOSERS

Year Composer Number of Piano Sonatas 
Published U npublished

1833-1897 Brahm s , Johanne s 3 0
1835-1921 S ain t-S aen s, Camille 0 0
1839-1901 Rheinberger, Joseph 4 0
1843-1907 G rieg , Edvard 1 0
1845-1924 Faure*, G abriel 0 0
1861-1908 M acD owell, Edward 4 0
1873-1943 Rachmaninoff, Sergei 2 0
1873-1916 Reger, Max 0a 0
1877-1960 Dohnanyi, Ernst Von 0 0
1880-1951 M edtner, N icolas 14 0

9 W o  V » a  o  *Fr>iTT* r \\  i V \  1 •» c? Vi
A X V  l i U  W  4 V U t  ^ U w j , A l 3 i l w U  W W l i U b A l i C l U  *

TABLE 2

SELECTED IMPORTANT EARLY-TWENTIETH-CENTURY 
PIANO COMPOSERS

Year Composer Number of Piano Sonatas
Published U npublished

1872-1915 Scriabin , Alexander 10 0
1874-1951 Schoenberg, Arnold 0 0
1881-1945 Bartok, Bela l a 0
1882-1971 Stravinsky, Igor 1 0
1891-1953 Prokofieff, Serge 8 0
1895-1963 H indem ith, Paul 3 0

a He has one published Sonatina.
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concert!, the piano qu in te t (his la s t  composition) and , in 
a spec ia l se n se , even some of h is  sm aller w orks.

N early one-ha lf of h is to ta l output for piano is  in sonata form.

During the Romantic period, the once ubiquitous piano sonata

even tually  fe ll out of favor. I ts  low est ebb w as from 1829 to

1838, w ith a sligh t increase  in production during the la s t  half

of the cen tury . As the final quarter of the century p rogressed ,

i t  seem s th a t more com posers were writing so n a ta s , although

few er were ac tua lly  p u b lish ed .23 L ater, during the period 1885-

1915, sonatas for piano and other instrum ents continued.

Newman observed:

Throughout th is  late-R om antic phase the quantity  of 
sonata production continued surprisingly  high . . . .
In the same period the quality  of production continued 
surprisingly  h igh , too . In fa c t, i t  may have been generally  
and re la tiv e ly  higher than in our two previous phases of 
the Romantic Era [ i . e . , Early-Rom antic, 1800-50, and M id- 
Romantic, 1840-851] One explanation might be the greater 
so p h istica tio n , through accum ulated experience, of com poser, 
perform er, and lis te n e r  a lik e , tending e ither to scare  off 
or to indoctrinate  more of those  rank nov itia tes who had 
previously  dared to  see  th e ir untutored sonatas in print . . . . 
Another explanation for the continuing high quality  m ust have 
been the continuing wide influence of the Brahm s-Liszt 
p o la r i ty ______ 24

22H olt, N icolas M edtner, pp . 50-51.

23NeWman, The Sonata since  B eethoven, pp . 67-87 .

24I b id . , p . 414t15 .
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A ctually , un til the publication of h is Sonata in G minor,

O p. 22, M edtner's m usic w as very much in  fash ion . However,

from 1911 until h is  death  in 1951, he co n sis ten tly  avoided

modem tendencies and even tually  became a m usical reactionary . By

1920, the q u asi-p ro g ress iv e , late-Rom antic com poser had become

an o ld -fash ioned  conservative .who fe lt morally and sp iritua lly

com pelled to defend the great trad itions of the art of m usic.

Cedric G lover, in a commemorative a rtic le , wrote:

This in tegrity  becam e, in  M edtner's c a s e , alm ost a religion 
and h is  opposition to the revo lu tionaries, who seem ed to 
have won the day , alm ost a revolt in i ts e lf .  He came to 
be regarded by them as an uncomfortable anachronism  in 
the age which had produced Pierrot Lunaire and W ozzeck , 
and i t  becam e the fashion to dub him "the Russian Brahms," 
a purveyor of o ld-fash ioned  m usic, worthy and re sp ec tab le , 
but inclined  to  pro lix ity . The supposed reactionary  is  in 
tm th as dangerous to the w ould-be reformer a s  is  a rebel 
to  the es tab lish ed  order, and i t  w as d isquieting  to know tha t 
a ll the time there were ind iv idua ls , e sp ec ia lly  in th is 
country and the U .S .A ., for whom M edtner's m usic represented  
the one elem ent of san ity  in a chaotic  w orld. ^

^ H o l t ,  N icolas M edtner, p . 154.
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C H A PT E R  III

SELECTED COMPOSERS' INFLUENCES ON MEDTNER

In The Muse and the F ash ion , M edtner d isc u sse d  the

h is to rica l evolution of m usic and the natural a ssim ila tion  of

the p a s t by the composer of the p resen t. He preferred "renovation"

to revolution; however, he seldom wrote about the influence of

other com posers in any specific  se n se . Therefore much m ust be

assum ed on the b a s is  of h is own m usic and w hat o thers affirm.

As the pain ter Eric Prehn wrote of him:

He heartily  d isliked  ta ll ta lk , hackneyed and i ll  defined 
expressions and judgm ents. He w as annoyed a t  people 
saying tha t a work of art or anything e lse  w as "quite  in te r­
esting" or "somehow e ffe c tiv e ,"  or th a t there w as "som ething 
in th is  or th a t ."2®

M edtner h im self had little  or no faith  in verbal descrip tions

about m usic. In The M use he wrote:

We en terta in  a bored public by concert programs with 
analy tica l n o te s , done in a rough and ready way; by 
biographical d a ta , m ostly  of an anecdotal nature; by por­
tra its  of the com posers and execu tan ts; by public ity  m atter 
about the se lf-sam e com posers and execu tan ts th a t differs 
but l i t t le  from the advertisem ents of soap or cream tha t 
are a lso  included in the same program.

We enterta in  the public by concert ta lk s  th a t are a lso

H olt, N icolas M edtner, p . 192.

14
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intended to explain the p iece ju s t p layed . For such i l lu s ­
tra tions we use  biographical f a c ts ,  anecdo tes, psychology, 
h is to ry , and so on. All of th is ,  in s tead  of educating the 
public m usica lly , deprives i t  of the la s t  vestige  of faith  
in the original se lf-su ff ic ien t domain and power of our 
art . . . .

. . . From the them atic a n a ly s e s ,  and through h isto r ica l  
and biographical illu s tra tio n s , the same public w ill only 
ge t the feeling tha t our a rt is  u tte rly  im po ten t.27

N evertheless there are numerous a rtic le s  about the composer

which help prove th a t h is m usical sty le  w as influenced by

specific  ind iv idua ls , e sp ec ia lly  Beethoven, Schubert, Schumann,

and Brahms. Therefore the following remarks are based  upon

published  comm entaries about M edtner's s ty le , a s  w ell a s  th is

w rite r 's  ana ly sis  of the m usic i ts e lf .

Beethoven

B eethoven 's influence on M edtner w as profound. The 

late-B eethoven sonatas were an insp iration  and a model for the 

eigh teen  so n a tas , fourteen for solo p iano , which M edtner composed 

betw een 1904 and 1 9 3 9 . In the words of h is counterpoint 

teach e r, Sergei Taneiev, who w as on the facu lty  a t the Moscow

Z^M edtner, The M use , pp. 131-32.

2®Harold T ruscott, "N icolas M edtner," The C h e s te rian , 
XXXXI (Summer, 1956), 5.
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C onservatory , "M edtner w as bom  w ith sonata fo rm ."29

I t  appears tha t M edtner adopted many of B eethoven 's 

la te  com positional t ra i ts .  For exam ple, h e , like Beethoven, 

wrote sona tas of lengthy proportions. M edtner u tilized  polyphonic 

procedures ( i .e .  , fugue or canon) w ithin sec tions of the sona ta .

In Sonata Op. 53, No. 2 , the e laborate  chrom atic fugue of the

d evelopm ent sec tio n  resem b les  B eeth oven 's  u se  o f im itation  in  the

f irs t movements of Op. 101 and 106 and in the fina les of Op. 106 and 

110. A fan tasy -and-fugue  section  a lso  appears in the developm ent 

of M edtner's  single-m ovem ent Sonata Op. 25, No. 2 . O ther 

exam ples are the extended canonic developm ent section  in Op. 27 

(Introduction e F inale) and the fugue in  the developm ent of the 

Finale of O p. 5.

O ther Beethovenesque fea tu res in  M edtner's sonatas are 

the frequent use of dynamic and tempo markings (see Sonata Op.

11, N o. 1, pages 1 and 10) and the inclination  to red irec t s ign ifi­

can t m aterial (them es, e tc .)  from the firs t movement to the la s t .

The same idea p e rs is ts  in  the single-m ovem ent so n a ta s . A. J.

Swan w rote, "The g rea te s t in ten sity  of movement appears towards 

the end , in h is  co d as, th a t are a further evolution of the c la s s ic a l

^ H o l t ,  N icolas M edtner, p . 18.
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coda, . . . " 30 The one-m ovem ent Sonata Op. 30, w hich is  

609 m easures in leng th ,has a 103-m easure coda; and the four- 

movement Sonata Op. 53, No. 1, has an 8 1 /2 -p ag e  f irs t movement 

compared to a 13-page f in a le . Op. 5 has a 15-page Allegro and a 

36-page Finale (bpth tempi are ind icated  a lleg ro , w ith the 

quarter note being sligh tly  fa s te r  in the F ina le).

the formal organization of the sonata in a sim ilar m anner. They

both considered the sonata form as a "unicum ." This term is

defined by Newman as follows:

Form may be view ed as a unicum —th a t i s ,  a s  the one and 
only re su lt of a particu lar corpus of generative tra its  and /o r 
a particu lar se t of varian ts in a mold, i f ,  indeed , i t  happens 
to approximate any recognized m old. T ypically , moti vie 
p lay leads to a structural re su lt th a t is  monothematic (or 
monomotivic) and cursive (or open), w hereas phrase grouping 
leads to a structural re su lt tha t is  polythem atic and h ierarchic 
(meaning an in tegration  of sec tions w ithin se c tio n s ) . But 
approaching a form as a unicum puts the em phasis on every­
thing th a t is  ty p ica l—in other w ords, on w hatever may 
d istingu ish  i t  from other fo rm s.31

formal sty le  to belong in  the category of "m otivie play

..leads to a structural re su lt th a t is  monothematic (or monomotivic) . . . .

In a very large sen se  M edtner and Beethoven approached

As Newman points ou t, one would expect B eethoven 's

: ]

^ A lfred  J. Swan, "M edtner and the M usic of Our Time," 
M usic and L e tte rs , VIII (January, 1927), 48.

31 —Newman, The Sonata since Beethoven, pp. 1 1 1 -1 2 ..
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In fa c t, B eethoven 's sona tas do not f i t  in to  th is  mold any more 

than do M edtner's sonatas belong to the other level of com position 

where the "phrase grouping lead s  to a structural re su lt th a t is  

polythem atic . . . . M edtner, who used  a phrase-grouping 

approach, tended to compose m onothematic and bithem atic rather 

than polythem atic so n a tas . Both com posers were highly individual 

in  th e ir u se  of sonata form.

Newman a lso  s ta te s ,  "M edtner w as no slave  to ste reo ­

ty p es . Even w ithin the different m ovements' p lans there is  

l i t t le  th a t can be generalized  sa fe ly  about h is  approaches or 

d e s ig n s ." 33 There is  no evidence to support the idea  tha t he 

followed any standardized sonata plan or procedure. For exam ple, 

the f irs t movement of Sonata Op. 53, No. 1, in troduces a 

d is tin c tiv e  new theme in m easures 31-48 which is  apparently  

the B them e, but never recurs in e ith er the developm ent, recap itu ­

la tio n , or coda. The single-m ovem ent sonata Op. 39, No. 5, 

a lso  om its i ts  second theme in the recap itu la tio n . Several sonatas 

include free sec tio n s , often labe lled  "ca d e n z a s ,"  w ithin or near 

the end of a movement: Op. 38, before the recap itu la tion  on 

page 10 (piu m osso quasi c a d e n za , accelerando); Op. 39, No. 5,

32Ib id .

33Ib id . ,  p . 722.
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before the coda on page 43 (poco meno m osso , quasi cadenza); 

Op. 25, No. 2 , before the coda on page 38 (quasi cadenza).

Like Beethoven, who gave descrip tive  t it le s  to seven

of h is  p iano so n a ta s , M edtner has a ls o  g iv en  such  la b e ls  to

e igh t of h is  so n a tas . According to F. E. Kirby, th is  p rac tice  was

re la ted  to the developm ent of the Romantic character p iec e , which

evolved along two d is tin c t paths:

Many of these  works [character p ieces] resem ble individual 
movements of a sona ta . Independent p ieces in sonata form 
appear under various nam es. The noctu rnes, in term ezzi, 
and impromptus resem ble slow m ovem ents, scherzos are 
like th e ir counterparts in so n a ta s , . . . .  This seem s an 
ind ication  tha t the sm all form w as coming to the fore w hile 
the old large form of the sonata w as being pushed into 
the background . . . .  At the same tim e, how ever, i t  
m ust be noted tha t there are in s tan ces  of the rev e rse , 
nam ely, tha t certa in  fea tu res of the character p iece appear 
in so n a tas . By way of exam ple, we can refer to the Grande 
sonata ch a rac te ris tiq u e , as composed by Eberl in f (op. 12) 
and M oscheles (op. 27), or a work like M oscheles' Sonata 
m elancolique in f-sharp  (op. 49) of 1820-1821 . . . .34

Comparable are M edtner's Fairy Tale Sonata in C minor,, Op. 25,.

No. 1, and the Sonata M in acc io sa , Op. 53, No. 2 . Seemingly

th ese  descrip tive  t i t le s  .are not ind icative  of specific  ex tra -
or

m usical conno ta tions. ° Newman s ta te s ,  "They often seem not 

to convey any compelling or immediate em otional m essage .

3^F. e . Kirby, A Short H istory of Keyboard M usic (New 
York: The Free P re ss , 1966), p . 231.

35See th is  w rite r 's  comments about descrip tive  t i t le s  in 
M edtner's Im prov isations, Op. 47, p . 6 5 .
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They are more like philosophical com m entaries on the designated  

em otions. M edtner w as an a b so lu tis t par excellence."® ®

O ther apparent Beethoven influences are the not infrequent 

u se  of a ttac ca  betw een sonata movements (see Table 7 on page 60) 

and the building of entire sonatas from lim ited them atic m ateria ls . 

T ypically , the m aterial which follow s the exposition  is  derived 

from the main theme and m aintains the general ch a rac te ris tic s  

of the orig inal them e—keeps i t  in ta c t to re ta in  a powerful sense  

of u n ity . Furthermore, M edtner's type of phraseology ( i . e . , extended 

phrases) c rea te s  large tonal p la teaus and slow harmonic rhythm s.

In th ese  c h a ra c te r is tic s , again , the s ty le s  of Beethoven and 

M edtner are sim ilar.

Schubert, Schum ann, Chopin, and Brahms 

M edtner particu larly  em ulated the refined and ly rica l 

them es of Schubert and Schumann. Dominique Laberge wrote 

th a t " like  Schubert, he J^Medtnerj is  a natural m elod ist, w ith 

the divine g ift of abundant ly rica l e x p re ss io n ."37 Furthermore, 

them es were not created  so le ly  for "m otivic play" or for extended

^N ew m an , The Sonata since B eethoven, p . 725.

®?Holt, N icolas M edtner, p . 150.
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contrapuntal m a n i p u l a t i o n . ^  W i t h  a ll five com posers under

d isc u ss io n / developm ent sec tions in their sonatas were more

or le s s  sequen tia l sec tions w ith much atten tion  given to sk illfu l

m odulation and repeated  figuration . A lucid  descrip tion  of these

ch a rac te ris tic s  is  given by Newman:

But the m otivic writing in m ost other late-R om antic sonatas 
is  le s s  often m otivic p lay in  the sense  of interwoven con tra­
puntal exchanges than m otives re ite ra ted , sequenced , . 
or more freely  unfolded in single continuous l in e s . This 
p rocess brings W agner to mind more than e ither Bach or 
the C la ss ic  m asters of developm ent.'' Furthermore, i t  goes 
on continuously , as much in the bridges and tran sitions as 
in the developm ent sec tio n . In fa c t, in that re sp ec t i t  
tends to le s se n  the sign ificance of the developm ent sec tio n . 
T ypically , the la tte r  . . . is  a kale idoscop ic  p rocess of 
transposing  the id e a s , reharm onizing and recombining them , 
and unfolding them into further ideas (as in Schubert's 
D. 99 4 /i and D. 9 6 0 /i) . O ccasionally  the developm ent 
is  considerab ly  extended (as in Schum ann's Op. l l / i ) ,  or . . . 
spun out in one long line  (as in Schubert's D. 7 8 4 /i) , . .

A comment by Kirby about Schubert is  equally  app licab le  to Medtner:

Here we s e e , then , th a t Schubert had reached h is own 
c h a rac te ris tic  in terpretation  of the piano sona ta , in which 
we find but litt le  tha t has anything to do with the m otivic 
developm ent so prominent in the work of Haydn and Beethoven. 
In s te ad , we have an e sse n tia lly  ly rical in terpretation  of 
the form with all a tten tion  being lav ished  on the them es 
them selves and not on w hat can be constructed  from their

38 Of M edtner's fourteen piano so n a ta s , there are the 
following exceptions: the developm ent sections of Op. 5 (fourth 
m ovement), Op. 27 (second movement),, and Op. 53, No. 2. In 
th ese  c a s e s ,  he u se s  canon and fugue.

39 ....
Newman, The Sonata since B eethoven, p . 157.
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component e lem en ts . 40

This type of them atic treatm ent is  e a s ily  d iscern ib le  in

any number of M edtner's sonatas and charac ter p ie c e s . One

example is  the Finale of Sonata Op. 53, No. 1, where the

developm ent section  contains large portions of the principal

them e, or segm ents of the accom panim ent figure are re itera ted

and reharm onized. This m aterial m odulates through a number of

k e y s . According to B. H. Loftis:

In fourteen movements of M edtner's sonatas key schem es 
involving movement to c lo se ly  re la ted  keys are em ployed, 
w ith the third re la tionsh ip  being prominent in  five m ovem ents. 
Nine of the movements have unusual key s c h e m e s . 41

Also in the developm ent sec tio n , M edtner c rea tes a heightened

"explo itation  of pure sound, of harmonic and tex tural c o lo r ."42

The composer him self fe lt th a t " th a t which is  devoid of indiv iduality

and tha t w hich (as we say) does not 's o u n d ,' is  rea lly  nothing but

the pa len ess  tha t prevents our grasping the re lie f of the principal

c o n te n ts ."43

Schubert's and Schum ann's influence on M edtner re la te s

40Kirby, A Short H istory of Keyboard M usic , p . 244.

41b . H. L oftis, "The Piano Sonatas of N icolai Medtner" 
(D isserta tion  Abstract XXXI, October: Decem ber, 1970), p . 2423-A.

42Kirby, A Short H istory of Keyboard M usic , p . 234.

43M edtner, The M use and the F ash ion , p . 137.
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m ost d irec tly  to harm onies and them es. On the other hand, i t  

w as the rhythmic ingenuity  and com plexity of Brahms (and to a 

le s s e r  ex ten t, Schumann) tha t influenced M edtner. Other 

Brahmsian features frequently occurring in  h is piano works are 

the ex tensive  use of para lle l six ths (see Op. 38, No. 1; O p. 47, 

No. 7; or Op. 14, No. 1); a heavy texture which often employs 

octave doublings; and a superabundance of broken-chord figura­

tio n s . Among numerous a rtic le s  identifying h is m usical sty le  

w ith th a t of Brahms are w ritings by Sidney M iller and M. M ontagu- 

N athan. M iller observed in 1941;

T echnically , M edtner1 s sty le  derives from the great 
Romantic m asters of the keyboard, Chopin, L isz t, Brahms 
and Schumann. He has frequently  been described  a s  a 
"R ussian Brahms," . . . in th is  case  the para lle l has 
much to support i t  . . . ; he has the same a rtis tic  in tegrity  
as Brahms, the same touch of au ste rity  and aversion  from 
frippery and d isp lay , and a lso  the same immense contra­
puntal sk il l .  . . .

H is m ost im m ediately no ticeab le  ch arac te ris tic  (again 
we are reminded of Brahms, who, however, never explored 
th is  particu lar field  as thoroughly as Medtner) is  h is 
predilection  for rhythmic play of every kind; c ro ss-rh y th m s, 
syncopations, rhythmic transfo rm ations, and sim ilar 
dev ices abound in h is work to such an ex ten t fhat there 
is  scarce ly  a single p iece in  which they cannot be fo u n d .44

M. M ontagu-N athan s ta tes:

The sty le  of h is  f irs t sonata is  as c lose  as possib le  to 
th a t of Brahms, so c lo se , in  fa c t, th a t one might e a s ily  
imagine the sim ilarity  of opus number and key (Opus 5,

^ M i l le r ,  "M ed tne^s Piano M u sic ,"  p . 362.
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in F minor) betw een th is  work and one in  the same form 
by the German m aster to have been prompted by fee lings 
of adm iration and a desire  for em ulation . 45

In M edtner's untiring search for a personal rhythmic exp ression ,

he alw ays remained w ithin the confines of n ineteen th -cen tu ry

rhythmic no tation . He w as c learly  in favor of b a r-lin e  d iv isions

and a re la tiv e ly  constan t p u lse , which were e sse n tia l to h is

m usical a r t. In the words of A. J. Swan,

But here is  an im portant point of difference betw een 
M edtner and other modem com posers. The m ajority of 
the la t te r ,  in an attem pt to sha tte r the rig id ity  of the b ar- 
line  have made the fo lk-song w ith i ts  free and unsym m etrical 
structure their starting  point: hence the h y ste rica l habit 
of changing tim e-signatu res un til no two su ccess iv e  bars 
are marked alike (Bartok, S travinsky). M edtner is  averse  to 
incongruous b a rs , and even among h is  longer sonata move­
m ents i t  w ill be hard to find such as a change of tim e. He 
strikes up no rhythm but he draws i ts  consequences in c ro s s ­
p assag es  to the end . This lead s to rem arkable c la sh e s , 
with a ll kinds of syncopation, s tre sse d  weak b e a ts , and 
such subtle shifting of accen ts  as we find only in some
in trica te  movements of B rahm s.46

In the four-movem ent so n a ta s , M edtner, like Schubert, 

Schumann, Chopin, and Brahms, preferred a re la tiv e ly  fa s t f irs t 

and la s t  movement. However, M edtner deviated  from standard 

procedure by using a m oderately fa s t  second movement followed 

by a slow third (see Table 5 on page 57). This is  the plan used

45m . M ontagu-N athan, A H istory  of R ussian M usic 
(New York: Biblo and Tannen, 1969), pp. 308-309.

46H olt, N icolas M edtner, p . 32.
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by Chopin in  a ll three of h is four-movement so n a tas , and by 

Schumann in Sonata fur die Juqend, O p. 118, No. 2.

Modern M usic 

M edtner w as not a pioneer in m usic. He did not 

contribute to a new m usical language, but used  the trad itional 

e lem ents availab le  to him. In the m ain, h is m usical ta s te  is  

iden tifiab le  w ith a trad ition  which reached from the end of the 

e ighteenth  century to the la s t  quarter of the n ineteenth  century . 

Owing to a strong sense  of tona lity , the u se  of extended tertian  

harm onies, and the p resence of a sub jective  or poetic  quality  

which p reva ils in a ll of h is piano w orks, h is s ty le , like 

R achm aninov's, may b e s t be described  as late-R om antic.

M edtner used  e stab lish ed  means w ith conviction and im agination. 

E rnest Newman explained the com poser's approach to  m usic in 

th is  way:

M edtner is  another proof th a t i t  is  possib le  to work in the 
ordinary harmonic medium—developing i t  in com plexity, 
of cou rse , according to the n e c e ss it ie s  of the id ea — 
and yet convey an expression  of complete o rig inality .
For h is  forms he is  content to rely  on those th a t have 
a lready shown their se rv iceab len ess for h is particu lar 
p u rp o se s .47

47E m est Newman, "M edtner," The M usical T im es, XII 
(January 1, 1915), 10.
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M edtner w as not unaware of current m usical ten d en c ies ,

but rem ained strongly opposed to w hat he called  the "progressive"

schools of com position. Gerald Abraham w ro te ,"  . . . he w as

not a g rea t admirer of S trauss or D ebussy and liked only the

e a rlie r  works of S c r i a b i n . " 4 ®  In 1927, A .  J. Swan wrote:

I t  never occurred to  him to exp lo it the exotic  world of 
D ebussy and the la t te r 's  u ltra -se n s itiv e  and refined com­
patrio ts . The whole French concep tion , if he knew of i t  
a t a ll a t  the tim e, m ust have m erely m ystified him . . . .

The complex chords th a t have become current in modern 
m usic, thanks to the b rillian t d iscoveries of Ravel and 
other French com posers, leave alone harm onies based  on 
a c la sh  of to n a litie s  (R oger-D ucasse , Koechlin, Honegger), 
would be abso lu te ly  out of p lace in M edtner's severe and 
s tra ig h t-lin ed  tem p le .49

During the f irs t quarter of the tw entieth  century many d iverse

m usical e lem en ts, such as E xpressionism , Prim itivism , U rbanism ,

and Jazz , emerged in the m usic of h is contem poraries. Quartal

harm onies and c lu s te r sonorities came into fash ion , and w ith the

creation  of Arnold Schoenberg 's Three Piano P ie ce s , Op. 11, in

1908, and Six L ittle Piano P ie ce s , Op. 19, in 1911, tonality

w as no longer taken for g ran ted . F inally , seventeen years after

the death of D ebussy, when M edtner w as no longer able nor

w illing to suppress h is an im osity , he wrote The M use and the

48jj0i t ,  N icolas M edtner, p . 87.

49a . j # Swan, "M edtner and the M usic of Our Time,"
M usic and L e tte rs , VII (January, 1927), 47-48.
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-Fashion, where he strongly c ritic ized  the fash ionable m odem s.

He rebuked a t the o u tse t the whole "progressive" movement:

My whole critic ism  of the now prevailing "progressive" 
m usical movement should not sound like a cu rse , but like 
a sort of exorcism . An exorcism  principally  of the modem 
(but rea lly  quite antiquated) ideology th a t is  bu ilt around 
the following contention: gen iuses have nearly  alw ays 
been m isunderstood by the ir contem poraries, therefore 
every new com poser may ju s tify  h is  incom prehensible 
c rea tions by claim ing th a t they are works of g e n iu s .50

L ater, a s  the book p ro g resses , M edtner view s the modern movement

as a d isto rtion  of trad itional m usical concep ts . He claim s:

SUCH A WANTON EXCISION OF SEPARATE SENSES (CONCEPTS) 
FROM THE ORDERLY AND COMPLETE SYSTEM OF THE MUSICAL 
LANGUAGE (whether they serve as a ju s tifica tio n  of com plexity 
a lo n e , tha t does not grav itate  tow ards sim plic ity , or of mere 
sim plic ity  tha t is  supposed to be a tta inab le  w ithout complex 
coordination) I SHALL VENTURE TO CALL A CUT IN THE SENSES. 
Such a cu t, for in s ta n c e , is  the addition of the prefixes "a" 
and " poly" to the concept of to n a lity —th is in fin ity  of 
com plexity is  corrupt; i t  den ies both the sim plicity  of tonality  
and the concept of m odulation, the only ju s tifica tio n  of which 
is  in surrounding the former.

Furtherm ore, he sta ted  tha t due to an over-abundance of a n a ly s is ,

theo re tica l com plexities had stood in the way of true a rt. He

fe lt  tha t h is epoch had created  a generation of inhuman a rtis ts

who had cu t off their sen se s  from the divine and m ysterious muse;

they  had created  m usic prim arily for the in te lle c t, w hich w as

SOMedtner, The M use and the F ash ion , p . 2.

51I b id . , p . 42.
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devoid of fee ling , in s tin c t, em otion, or im p u lse .52

The trouble is  th a t our a r tis tic  ta s te  has been brought 
up of la te  not by feeling and th ink ing , but by sensa tion  
and cold ca lcu la tio n . Thus in critic iz ing  we f irs t demand 
unheard of se n sa tio n s , or e lse  an excitem ent of id le  thought, 
i . e . ,  our "unemployed" in te lle c t tha t is  anxious to find 
some occupation . W hat we require a t a ll co st is  not a 
defin ite  work of a rt, not even a defin ite  program for i t  (in 
the manner of the old naive d ile tta n te s ) , but i ts  defin ite 
problem .

Every contemporary a r tis t  is  for some reason  compelled 
to be a purveyor of unheard of problem s, and woe to him 
if he should suddenly fa ll out of h is role and forget to 
bring out in each new work of h is the current problem of 
h is  a rt.

We are afraid of any precision  in m usical them es and 
the form -con ten ts  of m usic and even in the fundam ental 
se n se s  of the m usical language; and, in s tea d , we saddle 
our art w ith problems th a t by their very nature exclude a 
creative  achievem ent, and rep lace  the la tte r  by theore tical 
re sea rch . No art can e x is t in an atm osphere of a world 
c o n te s t for a un iversal c a ta c ly sm .53

In sp ite  of M edtner's strong reaction  a g a in st modern­

i s t ic  or p rogressive te n d e n c ie s , h is m usic shows some Im pression­

is t ic  in fluence . For exam ple, in the Fairy Tale Op. 51, No. 3 , ^  

and the Sonata Op. 56, M edtner u se s  seven th , n in th , and 

e leventh-chord  sonorities non-functionally . Also no ticeab le  are 

the c lu ste r-cho rds resu lting  from particu larly  c lo se -p o sitio n

^ I b i d . ,  pp. 65-100ff.

53I b id . , p . 128.

^ T h is  Fairy Tale contains the same neo -Im pression istic  
tra i ts  th a t abound in the works of O ctavio Pinto (1890-1950) and 
Joaquin Turina (1882- ) ,  the Latin-American piano com posers.
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harm onies. A. J . Swan w rote, "Doubly augmented and dim inished

chords—an echo of Scriabin . . ."55  are found in the Sonata

Op. 22. O ther modern tendencies are apparent in h is  unique and

com plicated rhythm s. In th is  study have been found numerous

exam ples of syncopation , hem iola, and sesq u ia lte ra  (see a n a ly s is ,

page 63). The sim ultaneous com bination of these  d iverse rhythmic

elem ents c rea te s  polyrhythmic se c tio n s . In 1927 A. J . Swan wrote:

In the . . .  modem craving for new rhythms M edtner has 
become a powerful lead er. The rhythmic in s tin c t in him is  
hardly any w eaker than h is sense  of form, and w hile as an 
a rch itec t he is  but a rev iver of an art belonging to previous 
cen tu rie s , h is  novel and variegated  rhythms stamp him, in 
the tee th  of current, superfic ial judgm ent, a s  a modern of
the m oderns. ^6

Since these  modem elem ents are p resen t in several of 

M edtner's piano w orks, i t  would be incorrect to lab e l h is  m usical 

s ty le  a s  m erely conventional or trad itiona l.

Influences Beyond the Scope of This Study 

The above-m entioned in fluences on M edtner's com positional 

sty le  have been agreed upon by some c ritic s  and m u sico log ists , but 

o thers have fe lt quite d ifferen tly . Although several m usico log ists (e .g . 

Arthur Leonard, M. M ontagu-N athan, A. J . Swan, C . M. Boyd)

5 5 n o lt, N ico las M edtner, p . 31.

56Ib id . , p . 32. ~
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traced  much of h is com positional sty le  to Brahms, others were

not convinced. One such ind iv idual, E rnest Newman, wrote that

His la te r  works abound in rhythmic novelties and fe lic itie s  
to w hich  there i s  no p ara lle l in  Brahms; . . . .

He resem bled Brahms negative ly , so to speak , in h is  
scorn of the fac ile  lyricism  th a t is  so seductive to most 
young com posers. H is mind is  on the whole objective 
rather than subjective: not tha t he has no h eart, but tha t 
he is  never guilty  of w earing it  on h is s l e e v e .  57

Another w as Arthur Alexander, who claim ed th a t M edtner w as "a

staunch trad itio n a lis t, w ith an enduring love of Beethoven,

Schumann, Chopin and W agner (not Brahms, be i t  noted), . . . ."

Furthermore, some w riters c ritic ized  M edtner's m elodies 

a s  being mere sk e tch e s . Sabaneev wrote:

He has not succeeded in avoiding one contemporary 
symptom, common in our day—the decline of m elos.
M edtner is  not a m elod ist. Having parted company with 
the conventionally  sensuous , em otional m elos which would 
not harm onise w ith h is a sce tic ism , he could no t create  a 
com petent, se lf-con ta ined  m elos independent of harmony 
and rhythm. 59

On the other hand, W atson Lyle, in  the periodical S ackbut, 

con tradicted  th is  claim . He wrote:

He loves m elody, in which h is  song-like  insp ira tion  has

57N ew m an, "M edtner," pp. 9 -10 .
CO
°°Arthur A lexander, "N icholas M edtner. An A ppreciation," 

Tempo, XX (W inter, 1951-52), 3.

®9Le0nid, Sabaneev, "M edtner," M usic and L e tte rs , VIII 
(August, 1927), 331-32.
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the fac ility  of Chopin, and (in the earlie r w orks), the 
savour a s  w e ll. He freely  employs chrom aticism , but is  
no slave  to i t ,  nor, indeed , to any manner of w riting but 
th a t which w ill, for the time being , le t him express 
sen sitiv e ly  the emotion and the thought a t the back of 
h is  m a te r ia l .^

Sim ilarly, A. J. Swan fe lt th a t "the fac t alone th a t M edtner1 s

m elodic id eas invariab ly  a tta in  to adequate dim ensions and

become independent them es or su b je c ts , stam ps him as a genuine

m elodist."® ^

W hat about the influence of h is fellow  R ussians?

I t  may be sa id  tha t their influence on the composer is  questionab le .

Borodin, Rimsky-Korsakov, Tchaikovsky, M ussorgsky, and

Rachmaninov are occasiona lly  m entioned in reference to M edtner's

m usical s ty le , and he is  linked to many Russian contem poraries by

G erald Abraham, Harold T ruscott, Joseph Y asser, Anthony

Leonard, and Professor C onus. However, most m usico log ists

have not claim ed tha t the b a s ic  a e s th e tic  of the Russian "Five"

influenced M edtner. W riters e ither avoid the is su e  of Russian

influence or, like Sabaneev, to ta lly  re je c t the possib ility :

To-day the c o lo ssa l figure of M edtner is  seen  as a 
strange and so lita ry  silhouette  on the Russian horizon.

^ W a ts o n  L y le , "M edtner, and H is M u sic ,"  S ackbut, II (1931), 263.

^^H olt, M edtner, p . 33.
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W hatever he may have inherited  from T ^neev, there is  
so l it t le  that is  Russian and typ ical in h is work and so 
much th a t is  ch a rac te ris tica lly  G erm an.62

After M edtner's death , the same author^3 summed up the entire

is su e  w hen.he w rote:-

Having come into being contrary to fash ion , and not 
intended to be m usically  revolutionary, h is m usic proved 
to be profoundly o r ig in a l. There i s  nothing n ew -fa n g led  
about i t ,  i t  is  organically  connected w ith the p a s t. I 
remember the im pression i t  made on me when i t  w as firs t 
produced at the beginn ing of the century. To beg in  w ith , 
i t  gave one a striking im pression of "the new in old forms" — 
a to ta lly  d ifferent im pression from the very firs t works of 
Scriabin which could , on the contrary , be described  as 
"old id eas  (Chopin) in a new  form." I w as a ls o  struck by  
the general character of M edtner's m elodies th a t w as out 
of keep in g  w ith  the R ussian  com posers' tradition: grave
and austere ; i t  never lapsed  into sentim entality  so prevalent 
in Russian m usic, from Glinka down to Scriabin. One w as 
im m ediately conscious of the affin ity  with the la s t  works 
of Beethoven, which hitherto  had rea lly  no h is to rica l contin­
uation  (Brahms is  more akin to Beethoven of the "middle
period"). 64

®2Sabaneev, "M edtner," p . 334.

6^in the H olt book, N ico las M edtner, the same au thor's 
name is  spelled  Leonid Sabaneiev.

®^Holt, M edtner, pp. 82-83.
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CHAPTER IV

ANALYSIS

M edtner1 s com positions for solo piano divide into

two large groups. The firs t c o n s is ts  of the fourteen sonatas

and a "Theme and V aria tions," Op. 55, No. 1.®® According

to Newman, "M edtner did show a decided predilection  for

'so n a ta  form ,' employing other standardized  designs . . .

much le s s  often."®® According to B . H. Loftis:

Eighteen of the tw enty-five movements in M edtner's sonatas 
are in  e ither a regular or a free sona ta-a lleg ro  form, three 
are in a rondo form, two have ternary and two have binary 
structure.® 7

In fa c t, the sonata-form  principle w as even u tilized  in  several 

of h is  character piec.es (see Op. 14, No. 2; Op. 8 , No. 2;

Op. 39, No. 3). The second large group c o n s is ts  of the character 

p ieces which include "Fairy T a le s ," "Hymns," "N ovels ,"

®®The "Im provisations," Op. 47, are fifteen  varia tions 
on a single them e. The w riter has p laced  these  in the second group 
because  they are a co llec tion  of character p ie c e s .

®®Newman, The Sonata since B eethoven, p . 724.

®7L oftis, "The Piano Sonatas of N icolai M edtner," p . 2423—.

33
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"Im provisations," "Mood P ic tu res ,"  "Lyric Fragm ents," "E leg ies ,"  

"Forgotten M elod ies,"  and "D ithyram bs."

. Sonata Themes

M edtner regarded the theme as the single m ost important

formal elem ent w ithin any m usical composition:

The theme is  above a ll an in tu ition . . . . I t  is  acquired 
and not invented . . . . £ltj is  the m ost simple and a cc ess ib le  
part of the work, i t  un ifies i t ,  and holds w ithin i ts e lf  the 
clue to a ll the subsequent com plexity and varie ty  of the work."®®

His them es do in fac t contain the central id eas from which evolve

en tire  m usical com positions. This ab ility  to unify lengthy

works via them atic repetition  and transform ation led  Leonid

Sabaneev to envision  M edtner as a poss ib le  link betw een la te

Beethoven and the early  tw entieth  century.®®

The m ajority of M edtner's piano sonata them es are sym m etrical.

The phrase lengths are e ither fou r-p lu s-fou r, or e ig h t-p lu s -e ig h t

m easu res. The rem aining them es u se  some type of asym m etrical

phrase  structu re . Frequently occurring are them es which begin

and end on weak b e a ts . This is  a tra it  which one often encounters

in  m usic of the Romantic period. Common to a ll the sonatas i s ,

how ever, a lucid delineation  of an teceden t-consequen t phrase

structure w ithin c le a r-c u t period construction . C onsidering the

®®Medtner, The M u se , p . 43.

G^Holt, N icolas M edtner, pp. 77-85.
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myriad p o ss ib ilitie s  in the com position of so n a tas , M edtner1 s

approach w as simple and direct:

The complexity of the sonata is  genetica lly  tied  to 
the sim plicity  of the song form; the song form is  tied  to 
the construction of a period; the period—to a phrase; 
the phrase to the cadence; the cadence tc  the construction 
of the mode; the mode to the to n ic .70

His them es are sk illfu lly  designed to create  the m ost expressive

contours. Sonata Op. 11, No. 1 (m easures 1-8), is  a good

exam ple. The tension  of the theme is  brought about by rhythmic

fluctuations (poco a lla rg . , a tem po, poco largam ente) . This

fluctuation  of m eter is  finally  relieved  by a gradual acce le ra tio n ,

both in note values and in  tem po, to the high point in m easure 8.

Example 1. Op. 11, No. 1, from the opening pages of 
the exposition .

Allegro non troppo
fbco  o .'ttM po “ poco

i
0

ale...
f f / to  trM J/t+Ta

k

k ' - 7
a  C c e / e r a « e S o

^ M e d tn e r , The M u se , p . 49.
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A sim ilar exam ple, but w ithout the dram atic m etric changes 

found in Example 1, is  the Sonata Op. 11, No. 3 , m easures 1 

through 16 (see Example 2 below ).

Example 2. Op. 11, No. 3 , from the f irs t page. 

M oderate , con passione  innocente

3=
m

r  \j  /  ^ —f — — i— »*— *— »*■
I V \ i  I V

m i i
a

On the other hand, he occasionally  re s tr ic ts  the range of the 

them e. In Example 3, such treatm ent of the theme c rea tes  

a continuous and m assive p illa r of sound. The piano is  trea ted  

here a s  a tu tti o rchestra . The harmonic motion is  com paratively 

slow  (see full score of Sonata Op. 39, No. 5).
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Example 3. Sonata T rag ica , Op. 39, No. 5, the opening 
pages of the exposition .

Allegro riso lu to

B
Otdda la ic  

^  ^  ^  /

 * ^ ^  1 " "M. 11 ' 't ..... .... .

hirc/i/Tb

( f i  1 ^ N v
--------

" +
______ t i c i - ....................... ...........— :
i.................. .. .....................................................................................

..j . j Cr } •£.- -1 - h v ----------------------------------------------------------------------------
( ? f ------ 11 ^ — 1------

A J c a

A good example of a m otivically  constructed  theme is  found 

in Sonata Op. 53, No. 2 (see Example 4 below ). I t  would seem to presen t 

lim itle ss  p o ss ib ilitie s  for m otivic m anipulation. However, the develop­

m ent of i ts  four segm ents is  generally  lim ited to the ir sta tem ent and

resta tem ent in extended se q u en c es .

Frequently, large portions of the theme are re ite ra ted , 

particu larly  in the so n a ta s . In the exposition  of Sonata Op. 39,

No. 5, the m aterial in  Example 5 below is  repeated  nine tim es 

before reaching the developm ent sec tio n . This is  a type of
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Example 4. Opening theme from Sonata Op. 53, No. 2.

Allegro sostenuto  
Concentrando

ri r=-—

i v-
[7- ,**8" y z z

T> caiaxdo ^ Z 7

©

( p p  hf-

Example 5. From the exposition  page 35, m easure 12, of 
the Zimmermann Edition. Derived from the 
eighth  m easure of the main them e.

Poco tenebroso  e tranquillo

m elodic repetition  based  on the main or secondary them e, and 

norm ally modulation through various keys occu rs. On the 

sub jec t of repetition  M edtner wrote:
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W hat is  UNREPEATABLE in art is  m erely the individual 
con tents of the speech and the coordination of the funda­
m ental patterns of the language, i . e . ,  the form, while 
a non-recurrence of i ts  fundam ental patterns make ĵ sicj 
both form and contents of any speech  abso lu te ly  incom pre­
hensib le  to u s . ^

A lso, numerous exam ples of sequential repetition  may be found

in Sonata Op. 53, No. 2 (see m easures 9 through 13 on page 1,

and a lso  m easures 7 through 12 on page 14 of the Zimmermann

E dition).

Treatment of Themes in G eneral 

M edtner's technique of them atic developm ent co n s is ts  

m ainly of the subtle m anipulation and variation of the principal 

them e. M ost of h is piano works (including the charac ter p ieces) 

follow th is  procedure. According to Newman, M edtner had an 

"extraordinary  a b ility , . . . to  evo lve , transform , develop , and 

permute an idea (as a lready in Op. 5 / i ) . "^2 A subtle  example is  

the Sonata Op. 39, No. 5, where the opening statem ent is  tw ice 

a lte red . Both a ltera tions occur in the exposition  (see Example 6, 

a and b below ).

^ I b i d . , p . 20.

72Newman, The Sonata since  Beethoven, p . 726.
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Example 6. Sonata Op. 39, No. 5 , from the exposition  and 
developm ent se c tio n s .

(a) M easure 1 

Allegro Risoluto

i.

(b) M easure 21

I§ z1 /
Sortevu? o

£
1
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Example 6 . (continued)

(c) M easure 40

(d) M easure 151

c?»«> C m  '«• *  ?••*•»«*>

(e) M easure 159

" 'is//AUMVe#Jo SCA/Pr C. - f e  j  '?GAi oTo

SCccO

i e -~0~
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In Example 7 (b) ab o v e , the harmony of the second 

m easure is  a ltered  in order to fac ilita te  a modulation to F minor. 

The theme does not reappear in i ts  original e igh th -no te  rhythm 

again  un til the recap itu lation  (see page 42 of the Zimmerman 

Edition). In Example 6 (c) above, the m aterial has returned to 

ton ic  minor. Also in the same illu s tra tio n , several no tes have 

been  omitted; and the concluding chords avoid the perfect 

au then tic  cadence found in the original theme in order to modu­

la te  to E -fla t m ajor. Examples d and e above show the theme as 

i t  appears in  the developm ent sec tio n .

Example 7, from Sonata Op. 11, No. 3 , shows the 

recurrence of the main theme in varied tex tures in  three different 

sections; the exposition  (a ) , the developm ent (b), and the 

recap itu la tion  (c ), (see pages 43 and 44 below ).

One of the m ost highly modified them es is  from Sonata 

Op. 38, No. 1. The theme in Example 8 (a and b , below) is  

loca ted  in the exposition . A ctually , a s ide  from the different 

harm onies, the m ost sign ifican t change is  in o rchestration  (or 

tex tu re ). O utstanding is  Example 8 (c ) , from the developm ent 

se c tio n . Here the secondary theme (found in the soprano) is  in 

counterpoint to the p rincipal them e. In m easure 200 these  

them es exchange v o ic e s . The secondary theme is  p laced  an
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Example 7. From the single-m ovem ent w ork , Sonata O p. 11 / 
No. 3.

(a) M easure 1

M oderato con passione  innocente

I i
IV K

T—+ r
PH

v»-
k

£

( 3
*

L tU

5 t
xtfc,,

(b) M easure 70

I 1

- tu C J g

?ASoJc

ZHI

z W Z
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Example 7 (b continued)

S Teiifdt

t>nr BP

(c) M easure 138

i
I
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✓ -
octave lower in the tenor voice and the tenor is  transposed  up

a minor n in th .

Example 8. From the exposition  and developm ent of Sonata 
O p. 38, No. 1, a single-m ovem ent w ork.

(a) M easure 17

A llegretto tranqulllo  (Andantino con moto)

£ o # rtzt 'v/a ( / l e v *  f fo s jo )

A i .grj.,

P<1»i r sfigg
jfczzz ~cr 2 2

__\
- A -------------------------- r

............................. l  - ......... „

r f

W -

ife__

V

........... ...... ...... .

%

V

r—-br-r-w

f ~ x — r

i “ = t
J = u l P P 1 f  ' w ^ —
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Example 8 (continued)

(b) M easure 83

CanojtuX^o-i*o^o
\
&

¥

3
8

2 £

iM.
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Example 8 (continued)

(c) M easure 196

f

i

JTrT 2  h J . i

E

Thematic Treatment in the S ingle- and M ulti-M ovem ent Sonatas 

In general, i t  may be said  tha t a ll of the single-m ovem ent 

sonatas have two important them es, more or le s s  sim ilar in 

charac te r. They a ll contain complete second them es in contrasting
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k e y s . In m ost in s ta n c e s , how ever, the second them es are 

c lo se ly  re la ted  to the main them es. In Example 9 , for in s ta n c e , 

the main theme (a) is  varied  rhythm ically (b). More im portant, 

the tenor voice is  an inversion of the orig inal. T his, in  turn , 

becom es the head and middle idea of the second theme (c ).

Example 9. From the exposition  of Sonata Op. 11, No. 1. 

(a) M easure 1 

Allegro non troppo

(b) M easure 25

\ 10-M0
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■**»

Example 9 (continued)

(c) M easure 37

»

ft

if

4

Sim ilar m odification of them atic m aterial is  a lso  d iscernab le  in

O p. 25, No. 2 , and Op. 39, No. 5. On the o ther hand , M edtner

may choose a second theme w hich is  not d irec tly  derived from

the main them e, bu t which i s ,  n e v e rth e le ss , quite c lo se ly

re la ted  in ch arac te r. In Example 10 (a and b ),n o tice  the frequency

of b -natu ra l in  both them es.

Example 10. From the exposition  of Sonata Op. 11, No. 3. 
The main (a) and second (b) them es.

(a) M easure 1

M oderato, con passione  innocente

M-P * i f i
7 2 r 
\ !Yf f

7" ** ^ -JU— 5 ^ -*• T f f .f - r — |—
< 7T

M U r T .......:
w 4 ± ^ i
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Example 10 (continued)

(b) M easure 32

jr- 11
......— i jCfC: ,

f..- f f

G0?v~ta\n

<■___

::=\ ,,—x.-----t=UJ f  f r ^  1 f  i IitttrH
|
i

In like m anner, the com poser frequently chose to u se  non­

contrasting  second them es in h is  m ulti-movem ent w orks. Of the 

rem aining sonatas certa in  second them es are more contrasting  than 

o th ers . Also no tice  th a t the Sonata O p. 56, f irs t movement, is  

m onothem atic. Table 3 below is  b ased  on th is  w rite r 's  a n a ly sis  of 

the four m ulti-m ovem ent sonatas availab le  to him. Only O p. 25, 

N o. 1, is  om itted.

TABLE 3

TYPES OF SECOND THEMES IN FIRST AND FINAL MOVEMENTS- 
OF MEDTNER'S MULTI-MOVEMENT SONATAS

O p. No. Movements

F irst L ast O ther comments
5

27a

53, No. 1 
56

contrasting

contrasting  
(ternary form)

uniform 
m onothematic 
(binary form)

contrasting

contrasting

uniform
uniform

c y c lic , fugal dev t. 
s e c . in final movt.

"1s t  movt. theme used  
in dim inution in final 
m ovt. a s  fugue; cyclic  
cyclic

aB. H. Loftis has analyzed  the f irs t  movement a s  a free 
so n a ta -a lleg ro  form. See h is  work, "The Piano Sonatas of N icolai 
M ed tner," p . 58.
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The most d ifficu lt sonata to c a s t into any mold is  Sonata 

O p. 53, No. 1. This work is  a c y c lic , four-movement so n a ta . In 

th is  c ase  the m ateria l, as  i t  unfo lds, becom es iden tifiab le  w ith 

ea rlie r  portions of the com position, to the ex ten t th a t secondary 

m usical elem ents become alm ost ind istingu ishab le . ° This 

sonata m ust be illu s tra ted  w ith full score in order to com pletely 

rea lize  the striking sim ilarity  of te x tu re , tem po, and mood th e re in .

Three out of four m ulti-m ovem ent sonatas examined 

by th is  w r i te r ^  have intermovement them atic re la tio n sh ip s , i . e . , 

cyclic  treatm ent. F irs t, Sonata Op. 5 re s ta te s  portions of the 

second theme from the exposition  of the f irs t movement (see 

Example 11 a) in the final movement. Example 11 (b) is  taken 

from the exposition , and 11 (c) from the coda. (See pages 52 and 

53.)

Secondly, in the second movement of Sonata Op. 27, 

m aterial from the exposition  does not appear in the developm ent 

se c tio n . Rather, the opening theme from the f irs t movement, 

Introduzione e F inale, is  used  (in the developm ent section) for 

114 m easures as the sub jec t of a co lo ssa l fugue. There is  lit t le

^ N e w m a n ,  The Sonata since B eethoven, p . 724.

^ T h e re  are 5 m ulti-movem ent so n a tas . Sonata Op. 25,
No. 1, w as not availab le  a t the time of th is study .
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Example 11. From Sonata O p. 5.

(a) M easure 35, from the f irs t  movement. 

Allegro

*■

(b) M easure 58, from the exposition  of the la s t  movement.

'■ _ — * .

' r Toco -e f 'a / ie j / tso
\ \

£!
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Example 11 (continued)

(c) M easure 351, from the coda of the la s t  movement

in the h isto ry  of piano lite ra tu re  which compares to th is  work,

excep t for the la te  piano sonatas of Beethoven, Op. 101 and Op. 106.

The third so n a ta , Op. 53, No. 1, is  cyclic  in a ll

movements (see d iscu ssio n  on page 51). Each movement begins

w ith sim ilar m aterial a fte r an a ttac ca  in d ica tio n . Therefore,

the entire work tends to fuse in to  a single u n it, giving the im pression

of an extended fan ta sy , rather than th a t of a four-movement 

7 5so n a ta . a

I t  can be seen  from the preceding investiga tion  tha t 

although them atic dualism  in M edtner's sonatas does e x is t ,  i t  

i s  only in the sense  described  by Newman in h is d iscu ssio n  of

7C
An en tirely  new theme is  located  in the developm ent 

sec tion  of th is  sonata in the 4th movement, m easure 37. I t is  
only 16 m easures in length and does not reappear.
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the Romantic sonata:

But . . . the m ajority of Romantic sonatas bring up, 
ra th er, the . . . problem , the one tha t w as to increase  
la te r  in the e ra —over a ssim ila tio n . In the Romantic as 
in the C la ss ic  m asterw orks, the dualism  was achieved 
u sua lly  by co n trasts  in only one or two a sp ec ts  of the 
them e. The second theme w as more an expressive  variation 
rather than an antipode of the f irs t , w ith the sen se  of con trast 
heightened more or le s s  by tonal po larity . . . .

The problem of over a ssim ila tio n , or ex cessiv e  o n en ess , 
began to appear early  in the e ra , as a concom itant of the 
overly p e rs is ten t working of a m otive. When a single 
motive tends to perm eate a ll of the "sonata  form 's" them es, . . . 
then we have in m iniature a kind of cyclica l in te rre la tion ­
sh ip . . . .

The problem becom es a more serious one in the "sonata  forms" 
of the late-R om antics, then the motive tends to dominate all 
e ls e .  . . . Once more outstanding craftsm en like  . . . M edtner 
come to mind, . . . .  The extreme consequence of continuous 
m otivic writing is  the v irtual elim ination of fu ll-fledged  them es 
as tonal and m elodic landm arks, leaving nothing but the rise  
and fa ll of porten tous, modulatory passagew ork rich in 
sonority and interwoven m otives. . . .

. . . the motivic w riting in m ost other late-R om antic sonatas 
is  le s s  often m otivic p lay in  the sen se  of interwoven contra­
puntal exchanges than m otives re ite ra ted , sequenced , or 
more freely  unfolded in single continuous lin e s . This p rocess 
brings W agner to mind more than e ither Bach or the C la ss ic  
m asters of developm ent (cf. the M edtner ex . . . . ) .  [H ere Newman 
is  referring to the second movement of M edtner's Fairy Tale Sonata 
in C minor, Op. 25, No. l f j  Furthermore, i t  goes on continuously , 
a s  much in the bridges and tran sitions as in the developm ent 
sec tio n . In fa c t, in tha t re sp ec t i t  tends to le s se n  the sign ifi­
cance of the developm ent sec tio n . T ypically , the la tte r— 
ag ain , excepting Brahm s's "sonata  form s"—is  a ka le idoscop ic  
p rocess of transposing  the id e a s , reharm onizing and recombining 
them ,.and  unfolding them .into further id eas  . . . .

^N ew m an , The Sonata since  B eethoven, pp. 155-57.
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M edtner's sty le  of com position may be c ritic ized  as

being too rhapsodic and im provisational to be logical; and h is

them es may seem too long-w inded to be considered powerful.

. . . M edtner's form s, e sp ec ia lly  those w ith alm ost 
constan t developm ents of main id e a s , are too prolix to be 
called  " tig h t,"  . . . too free to be called  " lo g ic a l,"  and 
too philosophical and homogeneous (or devoid of dram atic 
contrast) to be called  " dynam ic." . . . Rachmaninoff found 
the developm ent sec tions too long in Medtner*s "sonata  
form s." M edtner's answ er on one occasion  w as tha t " it 
is  not the length of m usical com positions th a t c rea te s  an 
im pression of boredom, but i t  is  rather the boredom that 
c re a te s  the im pression of len g th ."  But th is  overly pat 
remark m erely ra ise s  the ch ick en -o r-th e-eg g  question .
We s t i ll  have to account for the boredom when i t  does 
occur. . . . in a t le a s t  some of h is  sonatas M edtner did 
not choose to write d is tinc tive  m elodies, and even h is m ost 
ingen ious, resourceful developm ent is  not quite enough in 
i ts e lf  to carry the m u s ic .77

In any c a s e , M edtner is  a m aster craftsm an in  h is ab ility  to

bu ild , from one or two id e a s , a large and homogeneous m usical

d esign .

Sonata Movements 

M edtner preferred the single-m ovem ent sonata to a 

m ulti-m ovem ent p lan . His tendency to compose in a la rge , one- 

movement form reflected  the conviction that the aim of m usical 

com position should be "the coordination of . . . m ultip lic ity

77 Newman, The Sonata since Beethoven.., p. 727.
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and d ivers ity  into ONE W H O L E . " O f  the fourteen sonatas 

for solo p iano , nine are in one movement (see Table 4 below ). 

M edtner1 s predilection  for single-m ovem ent sonatas supports 

the hypo thesis th a t in formal m atters he w as indeed influenced 

by L iszt (see pages 9 -13 ). In th is  re sp ec t, M edtner, the 

tra d itio n a lis t, w as rem arkably adventurous, since  experim enta­

tion w ith the single-m ovem ent sonata w as a t tha t time re la tiv e ly  

unusua l. Newman wrote:

But in  the century before S criab in 's  la te r  piano sonatas 
(1907-13) the number of one-m ovem ent sonatas of any sort 
is  rem arkably sm all, including ch iefly  M osche les ' Op. 49, 
L isz t 's  "Dante S onata ,"  W agner's A lbum -Sonata, Raff's 
Op. 129, and several exam ples by M edtner (both before 
and a fte r S c riab in 's , . . .) J ^

Of M edtner's m ulti-movem ent so n a tas , 2 are in  4 

m ovem ents, 1 is  in 3 m ovem ents, and 2 are in 2 movements (see 

Table 5 b e l o w ) . I n  Sonatas Op. 5 and Op. 53, No. 1 , the 

order of the movements is  not iden tica l to other typ ical four- 

movement Romantic sonata p lan s . The difference lie s  in the p lace ­

ment of the inside  movements (see d iscu ssio n  on pages 24-25),

^ M e d tn e r , The M u se , p . 7.

79 Newman, The Sonata since B eethoven, p . 134.

80 During the Romantic period a sm all m inority of sonata 
com posers wrote tw o- and five-m ovem ent so n a ta s .
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TABLE 4 

MEDTNER'S PIANO SONATAS

O p ./n o . Key Title F irst pub. Year N o.of m vts,
5 f B elaiev 1904 4
11/1 Ab " Sonaten- Jurgenson 1906 1
11/2 d Triade" (N o .2= Jurgenson 1907 1
11/3 C "Elegie") Jurgenson 1908 1
22 g ^dition Russe 1910 1
25/1 c "Fairy Tale" Edition Russe 1911 3
25/2 e Edition Russe 1912 1
27 F# "Ballade" Edition Russe 

✓
1913-

14
2

30 a Edition Russe 1917 1
38/1 a " Remini scenza" Zimmermann 1922 1
39/5 c " Tragica" Zimmermann 1923 1
53/1 bb "Romantische" Zimmermann 1933 4
53/2 f "O rageuse"

(or "M inacciosa")
Zimmermann 1933 1

56 G "Idylle; Pastorale" Novello 1935 2

TABLE 5

TEMPO INDICATIONS IN MEDTNER'S MULTI-MOVEMENT PIANO SONATAS

O p ./n o .
Movements

I II III IV
5 Allegro Interm ezzo Largo divoto Allegro

riso lu to
2 5 / l a F ast Medium F ast
27 M esto Allegro
53/1 Andantino Allegro Andante Allegro

("Romanza") ("Scherzo") ("M editazione") (Finale)
56 Allegro Allegro

a not availab le  a t the time of th is  study.
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where a m oderately fa s t movement is  followed by a slow er one.

The form of the second movement in  Op. 5 is  ABABA; in Op. 53,

No. 1, ABA. In the slow er m ovem ents, the form is  e ither a free

sona ta-a lleg ro  (Op. 5) or binary (Op. 53, No. 1).*** The outer

movements a re , like those of h is contem poraries, re la tiv e ly  fa s t .

According to Newman, i t  was

. . . obvious th a t, a t le a s t  outwardly and in i ts  la rg est 
o u tlin e s , the Romantic sonata showed more conformity to 
norms than the C la ss ic  sonata had . This conformity undoubtedly 
re flec ts  the increased  codification  and aw areness of sonata 
procedures in the 19th century . . . .

In the th ree - and four-movem ent so n a tas , M edtner 

alw ays p laced  the g rea te s t amount of m aterial in the final 

m ovem ents. They are nearly  tw ice the length of the f irs t m ovem ents, 

excep t for Op. 53, No. 1, which is  nearly  five tim es longer.

Below is  a tabu lation  based  on Newman's count of four

83rep resen ta tive  Romantic com posers. I t  shows the to ta l average 

number of m easures of their com pleted sonatas and "works on 

the fringe of the so n a ta ."**4 This is  compared to the average

®*Loftis, "The Piano Sonatas of N icolai M edtner," 
pp . 53 and 61.

^N ew m an , The Sonata since B eethoven, p . 135.

83̂The four com posers rep resen ted  are Schubert, Schumann, 
C hopin, and Brahms.

84N ewm an, The Sonata since B eethoven, p . 137.
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number of m easures found in M edtner's m ulti-m ovem ent sonatas 

(see  Table 6) . The following conclusions may be drawn:

TABLE 6

THE AVERAGE NUMBER OF MEASURES FOUND IN THE COMPLETED SONATAS 
OF FOUR REPRESENTATIVE ROMANTIC COMPOSERS COMPARED TO 

MEDTNER'S SOLO PIANO SONATAS

Com posers
Movements

First Final All Movements
The Four 241 257 808
M edtner 144 329 610

M edtner's first-m ovem ent average is  nearly  o n e-ha lf shorter than the 

average f irs t movement of a typ ical Romantic sonata; the final movements 

are one-fourth larger; h is  overall sonata length i s ,  on the average , 

shorter by nearly  one-fourth . Again, the larger final movement seem s 

to support the hypothesis th a t M edtner in ten tionally  sh ifted  the w eight 

of the sonata to the end.

M edtner often fused the movements of h is  m ulti-m ovem ent 

so n a tas  by m eans of the a ttacca  ind ica tion . I t may be found betw een 

the movements of Op. 27 and O p. 53, No. 1. The la s t  two movements 

of Op. 5 are a lso  linked (see Table 7 below ). I t seem s the composer 

fe lt  th a t such a bond betw een movements would so lid ify  the com position, 

thereby creating a more c learly  ex p ressed , more in ten se  overall design .
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TABLE 7

ATTACCA INDICATIONS LOCATED IN MEDTNER'S SONATAS

Movement
O p ./n o . ■ ---------------------------------------------------------------------------------

i it____________ in_________ iv
• -  a ttacca

a ttac ca
a ttacca  a ttacca  a ttacca

From a large formal standpoin t, the com poser's sonatas a re , 

in d eed , highly un ified . However, some le s s  than obvious structural 

e n titie s  e x is t  w ithin h is  sonata constructions. In fac t, the sin g le ­

movement sonatas are c learly  sec tiona lized  (either by the u se  of a 

doub le-bar or, in some c a s e s ,  by tem po-change in d ica tio n s), w hereas 

the m ulti-m ovem ent sonatas have a ttacca  ind ications linking their 

m ovem ents. On th is very point Newman wrote:

As for M edtner1 s Op. 38/1 and 3 9 /5 , these  are not independent, 
single-m ovem ent so n a ta s . More accu ra te ly , each is  a single 
movement w ithin a five-m ovem ent, them atically  in terre la ted  
s u ite . M edtner's other "one-m ovem ent" sonatas are  ac tua lly  
som ething more than th a t. Thus, Op. 22 acquires an incip ien t 
slow er movement by incorporating an "Interludium" ("Andante 
lugubre") into the developm ent sec tion  of i ts  e labo ra te , a llegro 
"sonata  form ." Op. 25/2 . . . frames a huge, complete "sonata  
form" w ith an extended "Introduzione" and an even more extended 
coda. On the other hand, w hereas M edtner's single-m ovem ent 
sona tas tend to add add itional, in c ip ien t m ovem ents, h is  m ulti­
movement sonatas tend to fuse into one long , fan tasy  movement.
In O p. 5 3 /1 , for exam ple, the four movements tend to fuse 
because  they a ll come back to the same opening id ea , they  run 
on from one to the nex t, a tta c c a , and much of the ir separate  
id en titie s  of tempo and mood tend to be neu tra lized  or cam ouflaged

5
27
53/1
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by the in ternal con trasts  of tempo and mood th a t each movement 
reveals.®®

The C haracter P ieces 

M edtner composed 108 character p ieces in w hich , for the 

m ost p a rt, he im itated n ineteen th -cen tu ry  prototypes in  both form 

and s ty le . He neither added nor subtracted  from the es tab lish ed  

form s, but m erely used  w hat w as availab le  to him. I t  is  safe  to 

assum e th a t M edtner, who w as an in ternationally  su ccessfu l concert 

a r t is t ,  who performed m ost of the standard repertoire h im self, and 

who p o sse sse d  a genuine com poser's in s tin c t, w as com pletely 

know ledgeable about th is  genre of m usical composition.®® The 

following are some general observations about the n ineteen th -cen tu ry  

charac ter p iece , based  on a study of Schubert, Chopin, Schumann, 

M endelssohn , L isz t, and Brahms: (1) The m ost frequently  employed 

formal plan w as the ternary (ABA); (2) the middle section  w as frequently  

in  co n trast to the outer sections; (3) v irtuosity  w as minimized;

(4) g rea t numbers of charac ter p ieces were w ritten  by th ese  com posers 

(th is type of com position becam e as popular as the sonata had in the 

preceding era); (5) five of the six  com posers make some reference to 

l ite ra ry  sources or id eas (particu larly  Schumann); (6) m ost of the

85I b id . , p . 724.

86As a concert a r t is t ,  M edtner sp ec ia lized  in  the C la ss ic  
and Romantic piano reperto ire .
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p ieces are short ly rical works w ith much harmonic color and modula­

tion; (7); m ost of th ese  com positions carry descrip tive  t i t l e s ,  such 

a s  "Impromptu," "N octurne," "F an tasy ,"  "H um oresque," "Songs 

w ithout W ords," "S cherzo ," "C ap rice ,"  "In term ezzo ," "N o v e le tte ,"  

"A rabesque," and so on . In reference to the use  of descrip tive  

t i t l e s ,  K irby's comments about Franz L iszt are enlightening;

In th is ,  i t  w as ch iefly  the asso c ia tio n  betw een m usic and 
lite ra tu re  tha t drew L isz t 's  a tten tio n , and one of h is central 
convictions had to do w ith , a s  he put i t ,  "the renew al of m usic 
through its  inner connection w ith poetry ."  Or, a s  he expressed  
i t  in the preface to h is early  co llec tion , the Album d 'un  voyager 
[voyageurj, he w as working w ith a rarefied  a rt form, not for 
the many but for the few , in  which the attem pt is  made to put 
into m usic the im pressions of nature upon h is  sou l, to express
T A f V t a ’f  V» o  4 - q  v»rv> c? + V » £ \  l l i n + ,r ' i r > c ! < r <  m  rs 4 -ryrv c  i  r i  r r  c* **
vV a a C L i .  n u  b C i i i i b  U x C >  i i x u x i i b i v  u n < a  O  w o .  O  •

And h e re , we can certa in ly  see  a contradiction w ith the other 
L isz t, the g rea t popular v irtuoso p i a n i s t . ^

M edtner's character p ieces m ay b e  divided into two large 

ca teg o rie s—the se ts  of short p ieces and the large su ite s  (see 

Appendixes A and B). The f irs t group includes the "A rabesques"; 

"Fairy T ales"; "Dithyram bs"; "N ovels"; "Three P ie c e s ,"  Op. 31; 

"Roman Sketches";"Hym ns in the Praise of Toil"; and the "Three 

Im prov isations,"  Op. 2. These p ieces exhib it e s se n tia lly  the same 

tra its  a s  the charac ter p ieces of the six  com posers l is te d  above.

The only exception is  the fa c t tha t 75 percent of the works by 

M edtner contain non-con trasting  middle sec tions (they do, however,

®^F. E. Kirby, A Short H istory of Keyboard M u sic , p . 311.
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m odulate to to n a litie s  other than the ton ic). Therefore, the B sec tions 

are not in  sharp con trast to the A se c tio n s . T ypically , m ost secondary 

m aterial following the opening is  derived from the main them e— a 

feature common to a ll of M edtner's m usic. O ther ch arac te ris tic  

fea tu res are the frequent re itera tion  of rhythmic patterns (see Op. 9, 

No. 3 and Op. 51, No. 5) and an abundance of broken-chord figura­

tio n s . A tru ly  Brahmsian influence is  the appearance of rhythmic 

com plexity, such a s  hem iola, se sq u ia lte ra , and syncopation . A 

good example is  the "A rabesque," Op. 7 , ‘No. 3 , which employs 

hemiola and sesq u ia lte ra  sim ultaneously  (see Example 12 below ).

Example 12. From the middle section  of Op. 7 , No. 3.

Allegro inquieto ma al rigore di tempo

The second category , the large su ite s  of charac ter p ie c e s , 

inc ludes the "Eight Mood P ic tu re s ,"  Op. 1; three volumes of "Forgotten
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M elo d ies ,"  Op. 38, 39,®^ and 40; and the "Im prov isations,"  Op.

47. The general ch arac te ris tic s  of these  large su ite s  are b a s ica lly  

iden tica l to those of the shorter s e t s . For exam ple, they have in 

common the rather un ifo rm -in -character middle sec tio n . Over one- 

ha lf of th ese  com positions have non-con trasting  middle sections 

(and in several c a s e s ,  no middle sec tions a t  a l l ) , and even though 

the to n a litie s  are d ifferent in the B p a rts , other m usical elem ents 

u su a lly  rem ain sim ilar to the opening (A) id e a s . A lso, a s  in  the 

f irs t category , there are repeated  rhy thm s, broken-chord fig u ra tio n s, 

and a sim ilarity  of a ll them atic m aterial to the principal id ea .

The s u ite s , how ever, are d istingu ishab le  from the other 

charac ter p ieces of M edtner in a number of w ays. G enerally  speaking , 

there are longer individual com positions within the su ite s , and some 

form of inter-m ovem ent un ifica tion . For exam ple, there are a ttacca  

ind ications after Op. 38, No. 6 and Op. 47, No. 11; Op. 39, No. 1 

and O p. 39, No. 2 are cyclic ; short R ussian tex ts  introduce Op. 1,

No. 1 and Op. 1, No. 5; the individual p ieces in Op. 38 and Op. 40 

contain  dance t it le s  (in Op. 40 5 /8  m eter occurs in N os. 1 and 5 and 

7 /8  m eter in No. 3). A lso, th ese  p ieces are more like ly  to vary in 

form. Although the m ost common formal scheme is  s t i l l  ABA, some are

^ E x c e p t Op . 38, No. 1 and 39, No. 5.,, which are sin g le ­
movement so n a tas .
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in  le s s  conventional form s, i . e . , AABAB (see Op. 1, No. 4) or 

AABA (see Op. 39, No. 3);. O thers are sim ply AA'(see Op. 38, N os. 

4 , 6 , and 8) or AA'A" (see Op. 1, No. 2).

The "Im prov isations,"  Op. 47, fifteen  varia tions treated  

in  a  free -fan tasy  s ty le , deserve spec ia l a tten tio n . Here M edtner 

com bines absolu te  w ith program m usic, unusual because  the va ria ­

tion form is  not norm ally a sso c ia ted  w ith the character p iec e . 

Following are observations about the collection: m ost of the varia ­

tions are in ternary form; they are predom inantly homophonic; and 

there is  constan t them atic Fortspinnung. These com positions are 

good exam ples of Kirby's descrip tion  of th is  genre:

P ieces of th is  type were given a "programmatic" or em otional 
t i t le ,  ind icative  of w hat they are to express or w hat their 
a sso c ia tio n s  a re . M usic then became a sso c ia ted  w ith the 
expression  or characteriza tion  of extram usical i d e a s .  89

Each varia tion  has a descrip tive  t i t le .  The third one, "W inged 

D ancers,"  vividly portrays i ts  titlfe (see Example 13 a ,  below ), as  

do "M id the W aves" (Example 13 b) and "The Gnomes" (Example 

13 c ) . The rem aining t it le s  in  O p. 47 include "M ed ita tion ,"  "C a­

price ,"  "Enchantm ent," "H um oresque," "Tumult of the Growd,"

"In the F o rest,"  "The Sylvan ," "C onjuration ," "The T hreat," "The 

Song of the W ater-N ym ph," "The Storm ," and "C onclusion ."

S^Kirby, A Short H istory of Keyboard M u sic , p . 230.
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Example 13. From "Im provisations," Op. 47.

(a) No. 3 , "W inged D ancers"

Allegro capriccioso

i
m

r
jCCc * •

(b) No. 6 , "M id the W aves" 

Lesto

T p r ypp
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Example 13 , b . (continued)

✓ q * *PS
idgfe î -JT
i ± y -J '  Jt ?^ |T V TT

c*

(c) No. "The Gnomes" 

Allegro riso lu to

n ’ > ' " " ■

1

l

1
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W hile i t  is  not the purpose of th is  study to evaluate  the 

worth of M edtner's m usic, i t  does seem m ost rem arkable to th is  

w riter th a t no system atic  a n a ly s is , other than B. H. L oftis' d is se r ta ­

tion,^®  has been made and e sp ec ia lly  th a t l it t le  has been w ritten  

about the charac ter p ie c e s . They are w ell-w ritten  and appealing , 

and would be a welcome addition to the rep e rto ire , particu larly  for 

the teacher seeking m aterials to u se  a t the low er-advanced  lev e l.

®®Loftis, "The Piano Sonatas of N icolai M edtner."
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CONCLUSION

The foregoing study of M edtner's solo piano works has 

resu lted  in the following conclusions: H is m usical craft w as of 

a high qu a lity , exhibiting many durable e lem ents—w ell-s truc tu red  

m elodies (or them es), inventive counterpoint, striking rhythmic 

in te re s t, and poetic  ly ric ism .

His larger com positions ( i . e . , sonatas and variations)

are d ifficu lt to perform and , due to the ir extended them es and

ep iso d es , are somewhat d ifficu lt to follow . I t  is  th is  w rite r 's

contention  th a t even the m ost so ph istica ted  m usical audience

would find th ese  works lengthy and e lu s iv e . A sta tem ent by Paul

Hindemith about the early  Romantic com posers brings to mind a

tra it  which M edtner shared with the p o s t-C la s s ic  composers:

. . . desp ite  the beauty  and often even fascina tion  of their 
them atic invention , R he p o s t-C la s s ic s —i . e .  , early  Romantics j 
fa il to reach the heights a tta ined  by the C la ss ic  m aste rs .
They k ill one beautifu l theme with ano ther, so th a t sharp them atic 
co n trasts  and consequent m elodic tension  are lack ing—a lack  
w hich is  brought a ll the more painfully  to the a tten tion  of the 
lis te n e r  by the  faulty  proportion betw een a conten t which is

69
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lacking in  tension  and a form which is  of exaggerated d u ra tio n .91

The sta tem ent is  a sligh t exaggeration , but i t  does point up one of

M edtner's id io sy n crac ies—his in s is ten c e  on the to ta l unification  of

a ll m ateria ls into one single design (frequently devoid of vivid

co n tra s ts) . Furthermore, Newman w rites:

As view ed h e re , a primary cause  of boredom, caused  by the 
ex cessiv e  lengths in h is developm ent sec tions is  found in 
M edtner's frequent se lec tion  of id e a s—usually  m otives rather 
than them es—that are too bland to ju s tify  ex tensive  develop­
m ents. 92

G enerally  speak ing , these  observations pertain  only to the larger 

com positions.

In sp ite  of the afore-m entioned c ritic ism s , M edtner1 s solo 

piano works are of a high ca liber and deserve more a tten tio n . The 

shorter com positions, in  particu la r, are  worthy of perform ance.

Since the sonatas have recen tly  been subjected  to system atic  an a ly sis  

by B. H. L oftis, perhaps they  w ill be red iscovered . From the point 

of view  of the piano teacher or perform er, M edtner has le f t a monu­

m ental legacy  of good solo piano m usic.

^N ew m an , The Sonata since  B eethoven, p . 156. 

92I b id . , p . 727.
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O p ./n o . Op. title
Appendix A; Sets of C haracter P ieces

title  or key form . Length in pp. yr.
2/1 3 ' lip pro vi sati on s " 1. "Nixie" - — 1902
2/2 3 'Im provisations" 2. "A Ball Reminiscenca - - 1902
2/3 3 ’Im provisations" 3. " Scherzo infernale" - - 1902
4/1 4 ■Pieces" 1. "Etude" - - 1903
4 /2 4 'P ieces" 2. "C aprice" - - 1903
4/3 4 ’Pieces" 3. "Moment M usical" - - 1903
4 /4 4 'P ieces" 4 . "Prelude" - - 1903
7/1 3 'Arabesques" 1 . "An Idyll" - - 1905
7/2 3 'Arabesques" 2 . "Tragedy-Fragment" - - 1905
7/3 3 'Arabesques" 3. "Tragedy-Fragment" A BA 9 1905
8/1 2 'F airy  Tales" 1 . c minor - - 1905
8/2 2 'Fairy  Tales" 2 . c minor - - 1905
9/1 3 'Fairy  Tales" 1 . f minor A B A 7 1906
9/2 3 'Fairy  Tales" 2. C major - - 1906
9/3 3 'Fairy  Tales" 3. G major A B A 4 1906

10/1 3 ’Dithyrambs" 1. D major A B A 7 1906
10/2 3 'Dithryambs" 2 . Eb major - - 1906
10/3 3 'Dithryambs" 3. E major A A' 3 1906
14/1 2 'Fairy  Tales" 1 . f minor A B A 3 1908
14/2 2 'Fairy  Tales" 2 . e minor - - 1908
17/1 3 'N ovels" 1. G major A A* 4 1909
17/2 3 ; 'N ovels" 2. C major A B or (A A') 6 1909
17/3 3 ' 'N ovels" 3. E major A B or (A A*) 8 1909
20/1 2 'Fairy  Tales" 1. Bb minor - - 1910
20/2 2 ' Fairy Tales" 2 . b minor - - 1910
2 3 / la 4 'Lyric Fragments" 1 . c minor a b a 3 1912
23/2 4 'Lyric Fragments" 2 . a minor - - 1912
23/3 4 'Lyric Fragments" 3. f minor A B A B 3 1912
23/4 4 'Lyric Fragments" 4. c  minor AB 3 1912
26/1 4 'Fairy  Tales" 1. Eb major - - 1913
26/2 4 'F airy  Tales" 2. Eb major - . - 1913
26/3 4 'F airy  Tales" 3. f minor -  ... - 1913
26/4 4 'Fairy  Tales" 4. f# minor - - 1913



R
eproduced 

with 
perm

ission 
of the 

copyright 
ow

ner. 
Further 

reproduction 
prohibited 

w
ithout 

perm
ission.

Appendix A:

O p ./n o . Op. tit le
31/1 3 "P ieces"
31/2 3 "P ieces"
31/3 3 "P ieces"
34/1 4 "Fairy Tales"
34/2 4 "Fairy Tales"
34/3 4 "Fairy Tales"
34/4 4 "Fairy Tales"
35/1 4 "Fairy Tales"
35/2 4 "Fairy Tales"
35/3 4 "Fairy Tales"
35/4 4 "Fairy Tales"
42/1 3 "Fairy Tales"
42/2 3 "Fairy Tales"
42/3 3 "Fairy  Tales"
48/1 2 "Fairy Tales"
48/2 2 "Fairy Tales"
49/1 3 "Hymns in P raise of Toil1
49/2 3 "Hymns in Praise of Toil
49/3 3 "Hymns in P raise of Toil
51/1 6 "Fairy Tales"
51/2 6 "F a iry  Tales"
51/3 6 A Fairy Tales"
51/4 6 "Fairy Tales"
51/5 6 "Fairy Tales"
51/6 6 "Fairy Tales"
54 , h / 2 / l "Romantic Sketches"
54 ,h /2 /2 "Romantic Sketches"
54 , h / 3 / l "Romantic Sketches"
54 ,h /3 /2 "Romantic Sketches"
54 , h / 4 / l "Romantic Sketches"
5 4 ,h /4 /2 "Romantic Sketches"
5 9 /a 2 "E legies"
5 9 /a 2 "E legies"

Sets of C haracter P ieces 

title  or key form Length in pp . y r. Published
1. "Im provisation" - - 1915
2 . "Funeral March" through composed 2 1915
3. "Fairy Tale" AB A 3 m s
1 . b minor - - 19,16
2 . e minor - - 1916
3. a minor - - 1916
4. d minor - - 1916
1. C major A BA 4 1917
2. G major AB 7 1917
3. a minor A B coda 5 1917
4 . c# minor A BA 8 1917
1 . f minor - - 1922
2. "Phrygian" A A' 3 1922
3. Gb major ABA 7 1922
1. " Dance Fairy Tale" A B C B A 16 1927
2. "Elf Fairy Tale" - - 1927
1. "Before Labour" ABA 5 * 1928
2. "At the Anvil" A A 'A " 5 1928
3. "After Labour" free 7 1928
1 . d minor ABA 9 1929
2 . a minor ABA 6 1929
3. A major A BA 6 1929
4. f# minor A BA 6 1929
5. f# minor through composed 6 1929
6 . G major ABA 6 1929
1. "Prelude" A A1 2 1933
2. "Tale" ABA 4 1933
1. "Prelude" AB 3 1933
2. "Barrel-O rgan-Player A BA 7 1933
1. "Hymne" A BA . 4 1933
2. " The Beggar" A A' 4 1933
1 . a minor through composed 5 1945
2 . eb minor AB 5 1945
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Appendix B; Large Suites

O p ./n o . Op. tit le tit le  or key form Length in  pp. y r. p
1/1 8 "Mood Pictures" 1 . "Prologue" A BA 5 1902
1/2 8 "Mood Pictures" 2 . "Allegro con impeto" A A' A" 3 1902
1/3 8 "Mood Pictures" 3. "M aestoso  freddo" canonic 2 1902
1/4 8 "Mood Pictures" 4. "Andante con moto" A AB A B 4 1902
1/5 8 "Mood Pictures" 5. "Andante" free 5 . 1902
1/6 8 "Mood Pictures" 6 . "Allegro con umore" AB A 4 1902
1/7 8 "Mood Pictures" % 7. "Allegro con ira" - - 1902
1 /8 8 "Mood Pictures: 8 . "Allegro con grazia" - - 1902

38/2 "Forgotten M elodies, Vol. I 2. "Danza graziosa" A B codetta 3 1919
38/3 "Forgotten M elodies, Vol. I 3. "Danza festiva" A BA 9 1919
38/4 "Forgotten M elodies, Vol. I 4 . "Canzone fluviale" A A* 3 1919
38/5 "Forgotten M elodies, Vol. I 5. "Danza rustica" A BA 4 1919
38/6 "Forgotten M elodies, Vol. I 6 . "Canzona sernata" A A' 4 1919
38/7 "Forgotten M elodies, Vol. I 7. "Danza silvestra" A A '(attacca) 6 1919
38/8 "Forgotten M elodies, Vol. I 8 . "Alla Rminiscenza A A' 2 1919
39/1 "Forgotten M elodies, Vol. Il('Lyric Tunes') 1 . "M editazione" A BA 8 1920
39/2 "Forgotten M elodies, Vol. II 2 . " Romanza" A B A 8 1920
39/3 "Forgotten M elodies, Vol. II 3 . "Primavera" A AB A 6 1920
39/4 "Forgotten M elodies, Vol. n 4. "Canzone m attinataf A B A 6 1920
40/1 "Forgotten M elodies, Vol. III ('D ance

, T u n es ') . 1 . "D anza col canto" A B A 6 1920
40/2 "Forgotten M elodies, Vol. Ill 2 . "Danza sinfonica" A BA 14 1920
40/3 "Forgotten M elodies, Vol. III 3. "Danza fiorata" A BA 5 1920
40/4 "Forgotten M elodies, Vol. III 4 . "D anza giubilosa" A B A 7 1920
40/5 "Forgotten M elodies, Vol. III 5. "D anza ondulata" A B A 6 1920
40/6 "Forgotten M elodies, Vol. III 6 . "D anza ditiram bica" aabb=A B A 9 1920
47 "Im provisations" 15 varia tions 6 var. in  ABA 43 1926

pub lished

sj
C O
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