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In stark contrast to three poetic, delicate fairy-tales of 

Opus 9 are the three pieces Hhich make up Opus 10. The compositions 

of this set are titled Di As the name implies, they are 

rhapsodic and free, rerrd.niscent of the exalted strains of a Greek goddess 

of poetry and song. 1-Jritten i..."1 the same year as Opus 9 these pieces are 

filled -vlith power and digni"t>J. ?.ney a::-e set in a contrapuntal fra.r:1e-

vmrk of i:'YD .. tative and developmental design. The second of the set is 

the in the third is a short poem characterized by 

classic restraint. All three pieces are in major tonality. 

In comparison Hith the contrapuntal structure of the 11 Tragic 

Fragments 11 of Opus 7 the interpenetration of rhythmic with melodic 

motives is more fully realized in the Opus 10 set. 

In the first piece, four motives form the basis of the entire 

composition. Two are rnelodic, ti-J"O rhythmic: 

EY..A}1PLE 68a: Op • 10, ffl 

EX.ANPIE 68b : Op. 10, /fl 



( 

EXAJ-lPLE 68c: EXA.HPLE 68d: 

3 1\1 r-r r-t 
1 "' ,, J ,! ,t ) "'' 

'-...2./ 

A comparison of the two melodic lines shows similarities in 

rl:zy-thmic pattern (Cf. measure 3 of EX.AHPLE 68a 'With measure 1 of 

EXAHPIE 68b.). After ·the successive statement of the two melodies 

quoted above there is a bridge passage based on the rhythmic figure 

(EXAI1PLE 68c). The figure contirmes and functions as a bass for the 
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re-statement of Melody 1, this time a third lower. The second rl:zy-thmic 

figure (Ex. 68d) is then introduced and it, too, functions subsequently 

as a bass for the first melody. Then follows a canonic treatment of 

the second melody and a return of Melody 1 against the rhythmic pat-

tern of Ex. 68c. The piece ends 'irith an extension of the tonic chord 

through four neasures in the rhythmic setting of the Ex. 68c figure. 

The developmental technic .that is employed in the second piece 

involves a closely integrated relationship of melody, rhythm, and tex-

ture. In E-Flat major the rhapsodic, melodic line unfolds imrr.ediateJ.y 

at the beginning of the piece in full chords. 

EXAI1PLE 69: Op. 10, #2 

Fragments of the line follov1 in a contrapuntal fabric with special 
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e111phasis on the quintuplet figure: 

EXAHPLE 70 : Op. 10, //2 

This is heard against broken chordal patterns orgap~zed in triplets. 

Again the melody appears in a.""l inner voice -vli th some alterations: 

EXlll''-iPLE 71: Op. 10, i/2 

!$?\ 17 

A second section is introduced in 10/8 meter and, within this rhythm 

is outlined another expression of the same melodic theme: 

EXANPLE 72: Op. 10, /12 

~ l~! I'll;-~~ ~~K~~ 
J fit ll !\ ...., I I ' I 

·-:;r 1\ ' I -(!~~ I lJJ 
ll - _, 

I ~' I ·I ~ I £1 <:: ' ~' I 

w Q' .. t'J. 111 0 .. /) fl @ I .. . ·fl- ~ !i- ::__... r .T" ;!J q. . 'I _, .__.. . 

' This homophonic texture is follo-vred by a contrapuntal one, al-.;,;ays p-: 

the s arne rel ody : 
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E..XAl'lPI.E 73: Op. 10, tr2 

Considerable attention is given to the quintuplet in this section of 

10/8 meter: 

EX.AI1PLE 74a: Op. 10, #2 EY..Al,:PIE 7 4b : Op. 10, f/2 

In the Cod.a, too, a relationship vlith the thematic material is apparent. 

The meter here ch~Jges to 12/8 and the bass-line accompaniment continues 

in triplets: 

EXAHPLE 75: Op. 10, #2 
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The final cadential stru.cture in the second piece is similar to 

the first 1ri th. an extended four-rneasures on the tonic chord. 

The third piece contains -v;i thin its three pages an absolute 

contrapuntal teA.-ture with a sir.1ple, classica.l.J.y-arched melodic line. 

Here is one of the many instances uhen Eedtner 1 s music projects the 

classic, simple lines of a Greek temple, beautiful in its simplicity 

and structurally solid in its S,Yrill1letry. In the construction of a classic 

temple, notabJ.y the Parthenon, a special technic was employed by the 

Greeks which created a feeling of solidivJ and visual restfulness. The 

technic, known as entasis, is a system of working with imperceptible 

curves whereby ever<-J line in the building looks straight but, in point 

of fact, the lines are curved, not noticed by the human eye but scien-

tifically proven to be t..'.J.ere. Nedtner employs a technic something 

like this in the third 11 Dithyrainb 11 , the chief difference being that the 

"curved line" is present both to the eye and to the ear. But the fact 

that it serves the sa.rr..e fu..'"lction as the architectural entasis is imme-

diately accepted -.;-1hen, by contrast, the 11 curve 11 in the musical line is 
i. 

omitted. Hedtner 1 s line is r...eard at the opening of the piece and the t 
I! 

triplet in the third measure is the 11 curve" in question: 

EXAivlPIE 76: Op. 10, J/3 

• 
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t In the imitative contrapnntal section vlhich follm·.rs it is clear both 

to ear and eye that the substitutir~ of a single note for the triplet 

decidedly weakens the structure of the musical edifice. A portion of 

this section is quoted in Example 77a as Nedtner v-~rote it. Example 77b ·•'": 

shet·ts the substitution of the triplet by a single note. 

EXAHPIE 77a: Op~ 10, //3 

EXAlifPLE 77b: Op. 10, #3 

' 
already introduced in the n:elodic line, and a scale-line in triplets. 

EXAMPLE 78a: Op. 10, #3 - meas. 17-18 

'P~------· 



EXAHPIE 78b: Op. 10, #3 

1/'1 (.a~. J.S" 1! .. --.-- . . _:.:::-.: --~ 
,--"+-L- ''- r., -J;j$0] -- : -c~-- ~­
H:_::-:K.::~~.:-~ ~=i=+- ~- . ~-~~.:=c=~_:tL~-­
~-": __ ---~~--... ---- ---+-+·-------i f-4L-- ---- -___ , - ' -

,I ~-~ ; : 
~- --r--- ~~ ----·-+-----
~~~-r=:-=-=:~ ~-------.1_-= 

I - ~ - _______ _._____ __ 
•I - _,:_ ___ , ________ --------·-----l---
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There is at all times in Nedtner' s art evidence of linear design despite 

the seem:i.ngzy vertical construction of his music. The opening measure 

of the third piece of Opus 10 is a typical example: 

EXANPLE 79: Op. 10, #3 

In 1908, the year when 11edtner accepted a professorship at the 

Hoscow Conservatory, he added another set to his collection of fairy 

tales. The Opus 14 shows a decided advance over the earlier pieces 

bearing that name. There are two pieces in the set and they are starkly 

different one from the other in st,yle and character. These are the first 

fair,y tales that Medtner writes which bear titles that offer some 



enlightenment on the context of the music. The first piece is called 

"_Ophelia's Song"; the second is titled, "March of the Knights." 

The 11 song 11 is a simple one, noble in essence, refined in line 

and poetic in construction. Tne phrase structure evolves natural~ 

in a quasi-recitative st,yle as opposed to the rigid four and eight-

bar scheme: 

EXM1PLE 80: Op. 14, Ill 

m ··- ::;:::::.- ~ :::::=-~ 

......--...._ ~ ~ - ..::.._ r-, 

I~* fJ Ei fJ f.IJ tJ J J l !' t i :·I ' ; r 
-==:::::::=. ~---- . =====~ 

If mathematical symmetry is lacking the balance of linear con-

tour supplies the artistic requirements and clothes the texture with a 

high~ imaginative quality. This type of melodic phrasing is reminis-

cent of Robert Schumann W.ose musical poetry is at times clothed in 

~stery - a quality resulting not only from the melodic organization 

but also from the harmonic and textural content. Like Schumann 1s, 

Medtner's harmonic idiom is linear and, especia~ when writing in the 

minor mode, anibiguous. In "Ophelia 1 s Song", written in F minor, the 

amgibuity of harmo~ results from a consistent use of the raised sixth 

step and flat seventh as this example illustrates: 

EXM1PLE 81: Op. 14, #1 , 

78 

''~~; 
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The piece begins with V7 on the fourth degree and onlY at the 

~nd of the exposition of the first nalodic line is there heard a com­

plete dominant harmoey. This same observation was made in the Opus 9 

fairy tales. 

Another instance of the delicate, linear texture in this first 

piece is a second melodic phrase which is in the dominant key: 

EXAHPIE 82: Op. 14, #1 

'hlt<IS .l~ H r~,.J t.,_ 1.-r I· · ·• · ,..., ::~--, _ 
·, 1 r.. - I ~-- - I 

,• ,. 
1.-\o'-; 

h y 
V 

I I I 

/~ -
~I ' 

I . , 

It is treated canonic~ at the close: 

EXAMPLE 83: Op. 14, #1 

I! ,:....---; -1\ I 
( 

V> 
\1'1 , • r , 

I 

.. 
I l I 

~--.... 

I 6r-: ! _J , 
t" 

I . I 

\ -. r f) r-- f-=J r ---~ ~~ 
,:. ~T • , .. . 

' t'-- t '----- .. , .... --- --£J 
·, I ----= 

J i I ~ -----"' ~ /. ------ J ····--. ---~ 
/' , , f' • ,...,. 

I • l'l h-" t: t:r• 
L.'ll ~ 

y; • "TJ 

L--j 
~ -~ ..!.. 

In contrast with "Ophelia' s Song11 is the "March of the Knights •11 

Completely contrapuntal in corttent, the 11arch is one of the most elabo­

rate~ developed of aey of Medtner's works.l6 

1~olt.,. Nicolas Hedtner. "The Art of Nicolas Medtner." Joseph 
Yasser, pp. 53-~6. 



The structure takes on the form of a rondo with developmental aspects 

which categorizes the piece more or less as a sonata-rondo form. The 

two principal themes are brisk in their martial character. The first 

the ne is stated inunediateJ.y: 

EXAMPLE 84: Op. 14, #2 

This is followed by an episode of some subsidiazy material and then a 

return of the first line in its entirety. This concludes the section 

of exposition which is follOW'ed by the development section in which 

a new theme is introduced in b minor: 

Resolute in character and simpler, in rhythmic design than the first 
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melody, although stylistically related to it, the second theme is given 

significant treatment throughout the remainder of the piece. After a 

four-bar connecting passage. the second theme is repeated, now in can-

onic form: 



'k 
11 ., 

t - -~-- - . 

•· .. . 
t:j+ I (J' ;r. 

• 
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+. ,..... TT 

• 

More intriguing still is the appearance of the two themes simultaneously; 

first, in a single two-voiced counterpoint, then in three parts 1dth the 

second theme forming a canon with itself at the fifth in the two upper 

parts and the first theme appearing in the bass: 

EXANPLE 87a: Op. 14, #2 

\ '- 'YYILA\, .; ;, f'- /-----.... 
/ 

1: /'•' I ,-
; 

~ 

.J ·' ,:_;- tt_r·ft1: tr; it!: f ;: !~' f3 -r :f 
f .J 

-- -· 
"'~-

-r, rJ '1 ' ~ ..... '-1 
Ji-, . .11--. 

~ ~ ~ . \.._ 'I'-.--.-/ I' ~.,;: ¥.-11· -r.....__.. -r----,.. -~I " 

I 
f 

1-,. 
I 

f 
r 

l ,, 



82 

EXAHPLE 87b: Op. 14, #2 

'..n:- '7 .-::: /, ;> 
~ ~ 

11 ' 
., 

- 1-..! " 
, ,., 

./ -. -.,. il 
i r ~f~ ~~· tJ (jr ;#-' 

" r 'h'\u$, /, { • ~ 1 v"' L.-
rY'IflYCt1#c p==l .._ 

L\lit" -it 
/of; = ~ lt Ill • " • , , 

"" t. __fJ_ ~ 
w \J • " • .. , ,,. CJ +#'+ ·4~+ in "' -1 ) mt1 ~c. 

Further development is present vtlen the second theme is pitted against 

itself in augmentation: 

EXAi'1PLE 88: Op. 14, #2 

~-!+- I - 1 i---~ r -- --==1 ,.... --""Fl ·~ -,. 
•JI .J 
~ ... .. • .J' • .I 

~. '"' -..- ,.-. ~ '""• I ~ 
, 

·-. .,.- ......... 
! 1 .. ;• '---., I' ;f- --- .... __ ~ I' t=r v ..._ 

-· t-: ~ I ·--i-

1) 
.. 

'··--- I 
f-~ 

--- ;--. --
~ ~ 

: ! -f~-=--j: F::.t-===F::-> 7 i== 
I"\ _]I. • .. 

l'"fr, • • ~ •• / 1J- .. , .. ... 
I'· f 7 • ? 

_,_ 
? 

At the close, the structure builds to a climaX by a series of brief, 

modulatory imitations based on Theme 1: 

-.-

I 

• 
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EXAHPIE 89: Op. 14, #2 

In 1909 Medtner resigned from the conservato~ in order to devote 

himself exclusively to composing. It was in this year that he wrote a 

set of 11 novelettes 11 which constitute his Opus 17. The three novelettes 

continue to manifest l1edtner' s emphasis on thematic development, rhyth-

mic ingenuity and harmonic complexities. The first piece, inspired 

by 11Daphnis and Cl6e 11 whose names are inscribed above the music is 

basically homophonic in texture with a cantabile melodic line supported 

by arpeggiated chordal structure. In the first piece Medtner gives 

more attention to lines which function solelY as accompaniments to 

· meloey than he has hitherto done. The arpeggiated patterns gain im-

petus as they beconra more florid, moving from a sixteenth-note to .a 

thirty-second-note motion. The thirty-second-note line is heard at 

first diatonically but later it becomes more ornate in a heavily-

textured chromatic line. 

The structure and dimensions of the second and third pieces are 

more complex and original in rhythmic and harmonic patterns. In a meter 

of 3/4 the rhythmic organization of the second piece is intriguing and 

well suited to the chromatic context of the tonality: 



EXA11PLE 90: Op. 17, #2 

The harmonic context he~e is linearly conceived. The first tuo 

beats in th~ lei't hand are developed sequentially and appear through-

out the piece. 
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The third "Novelette" begins with a m9lodic statement that extends 

beyond a range hitherto found in Medtner 1 s relodic writing: 



EXAMPLE 91: Op. 17, #3 

,......____, ....... "'-··· 
I ----:::-........ . 

In line with the d;rnam:ic character of the lll3loey is the imagi­

native, non-static rlzy'tbmic pattern. The presence of the dotted note 

and triplet figures are characteristic of Medtner. The linear movement 
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is essentially simple, but the vertical coincidences are rich. The 

opening measure is a case in point. We note here a movement from I to V 

through the supertonic harmoey, all bound together by suspended and 

passing notes. 

After the initial statement of the melo<tr the opening measure 

is heard in a canonic texture against an intricately organized 



triplet-figured accompaniment: 

.EXAMPIE 92: Op. 17, #3 

A second melocy follows,here employing the hemiola: 

EXAiviPLE 93: Op. 17, #3 

This material is gi. ven long elaboration in extended arpeggiated lines 
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and in rich, full-sounding chords until the return of the first section 

which is within a contrapuntal frame treated technically in the tra-

ditional manners alreaqy described. 

The cadences of each of the three pieces manifest conscious 

attention by the composer to voice-leading. Medtner himself speaks of 

voice-leading as a concept which "determines the interrelation of chords 



and renders their isolated existence impossible ••• (Voice-leading) 

determines the function of the separate voices which is· connected both 

with the oonstruction of the mode (the interrelation of the degrees) 

and with the gravitation of .dissonance toward consonance. nl7 This is 

clearlY illustrated in the cadences of Opus 17: 

EXAMPLE 94a: Op. 17, #l EXA.L'1PLE 94b: Op. 17, 112 

?1eas. :r, L~ 
')llta~. 161·10l- ~ ' .. (\_.L ~ 11- ·tf}-

-'T lA • V\ 
/ . ,..., 

' A-. I,-,. / ':>: ,.,. 

87 

,. • IJ .. I--_ , ... n•c_ I 'T ;;... 

j ,. ... .. i : ;t 

~7 
r j,y ~ f.P sf f\' or. l1 1¥3 

I 
r.. . .w I ' -- 6'\' /\. 

it' " • .I ·r ~/'A~ "0 , , '\ 
• --.. Y . 

PI ,.., • ~ Ill '/ / 

·1 -----· ...__ ..... ji] 1~ 7 G 114.>•' .~ '===' c "".-,.! -:::-
? ..... ,--..., ( 1 i· 

b~·. q;~: ~t~~ t- --- ---- --- ··. -- --·-r& ..... ,.. •....: ''· . ;;.; ... .!h ri' n ' r7 ' .k .• '' q 
If I 

I~ - t:::::t::l T-
'I{ ... - - - - - 'sff' 

:'\.)1-llr / / 
,. ' .. 11. .......-'! - ....... 1 

11 \. . _V., , ..... 
- t -i''t-' -#-"-i'7' i:if-. F' 'li;;·: ~- ~ ~~ ~'~· ~a .. ~ .1 -~·. 11~ ~'I l 

\1 : ~~ l t'---····· ., ......... ,_. 

The particular linear interrelation established here by 11edtner which 

respects the gravitation of dissonance and respects the resolving 

directions of the degrees of the scale results in cadential chords of 

rich· harlJX)ey - a writing pattern employing modal interchange and 

l7Nicolas Medtner, The Muse and the Fashion, p. 33. -----
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augmented chords which becomes more and more identified with Hedtner. 

The two fairy tales that constitute Opus 20 each contain striking 

o::rmmr.tc- oo~-rtr.ssts, .fine e~Ya.ii;P1.es o.f .motivic development and solid pianis-

tic writing. The pieces are characterized by a turbulent, menacing 

and f'orboding mood. This quality of' emotion, freely' and dynamically' 

expressed, alw~s refined but less reticent, is of' the very essence 

of' Opus 20. Medtner 1 s reythmic, melodic and harmonic vocabulary is 

present in this work. Present, too, are certain modifications of' 

Medtner 1 s ma lodic and hannonic inventions. The interrelation of' the two 

melodic themes in the first piece manifest contrast in direction and 

unity in rhythm: 

EX.A11PIE 9 .5a: Op. 20, #1 

l11uJ, I - Jf 

EXAMPLE 95\>: Op. 20, #1 

Medtner's typical technic of' developing the melodies in a series 

of' sequential modulatory passages is present in the second section. 

T'nere are, however, two developmental technics that ap~ar for the first 

ti:ae in Medtner's llllSic. First is a chain of changing harmonies set 

to 1ibe .firs\ moQ' war a Y pedal.a 
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EXANPLE 96: Op. 20, #1 

This pattern is repeated four times, each tire a third higher. 

The second technic in this section is the employment of a typical 

Beethovian dynamic effect as shown in the first measure of Example 96. 

This subito pianissimo following a climactic forte is indicated three 

tiloos in the piece. Another example of this is found in the second 

piece: 

EXAMPLE 97: Op. 20, #1 

, .. s. 32. S3 , ,---.--~ . . 
'1...- -~~ I J J I J • .J ,.,. ;=- •• • 

/( -• • 

V 
., /f I 1 

'7 
~ ~ 

if ~ ~ 
-

...... , .... 

~ ~ ~~ 
'--

~ ... 11 

The second fairy tale of Opus 20 is inscribed as follows: "A 

Song or I Bell 1 Fairy Tale, but not about a bell. 11 The theme of the 

piece is a rnythmic, scale-line figure heard in varied forms throughout 

the composition. 
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EXAMPIE 98a: Op. 20, #2 EXAMPLE 98b: #2 - reas. 17 EXAMPLE 98c: #2 

t\£. 
·- ·-- ---,.., 

l:t.l '"1)( ...t • ,/; -
~ 

' -
• ,. • • 

I ~' t:- ~ f j::: 

h1e4S. Jl( ~- .... 
- -·-~ ! ~ c..= 

i 
• • < 

• 
~ I 

• ... _ _ll -~ "! ~ -

Against this figure Medtner writes a part :for the right hand that is an 

uninterrupted displ~ o:f virtuosity '- a melodic line adorned by hariTIOnic 

eni>ellishments: 

Following this is an example o:f interrelated melodic lines. 

Medtner combines the first four measures of the meloqy as illustrated 

in Ex. 99 with the second four measures, each note o:f the second pattern 

following immediate:cy eadl note of the first: 

I 
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EXAHPIE lOO: Op. 20, #2 

The same idea continues, each hand persisting in its role; the 

left hand pl~ing bell sounds heavy and ominous, the right hand weaving 

a melodic line through a labyrinth of dissonance until the long chain 

of thirty-second-notes accelerate to a triplet-figured line for the 

last seven bars. 

The :four pieces of Opus 23 and the four pieces of Opus 26 are 

similar in structure as well as in harmonic, melodic and rhythmic 

procedures. All eight pieces are miniatures, all are in ternary form 

and all are basically in a homophonic framework with emphasis on melody. 

The Opus 23 set is called "Four Iqrical Fragnents 11 and Opus 26 is a 

grQUp of :fair,y tales. 

An analysis of the lyrical lines and th.eir harmonic and rhythmic 

setting are wortey of note and deepens our insight of :Hedtner 1 s indivi-

duality as a composer. It is first of all important to remember that 

all eight pieces are delicately structured with single-line movement 

and with little support from sturey chordal blocks and massive long-

phrased arpeggios. 

The ":cyTical fragments" of the first and :fourth pieces of Opus 23 

are in c minor: 
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EXAMPLE lOla: Op. 23, #1 

'}1lt<1,, 3 ~ /, . .n ~ j") 

. $m .bi,IJ.IJ~j.IJ$u/lt _jf __ 
EXAMPLE lOlb: Op. 23, #4 

J?1cas. 1- '/ 

l~q1lJ 1itt !1 !jSWtJJ1~.J:f#'rrrffi 
~fp i i .IIJ. 
~ ............. -rrrr: 

The similarity of the two lines can be noted in the predominance 

of step-wise motion, the characteristic use of chromatic inflections 

and the brief instances of ~lodic part-writing. In both pieces the 

melodic mode of C minor is emplo,yed, clearly projected by the accom-

paeying lines. The repeated-note is the central .figure in the 

accompaniment of the malo~ of the first piece. 

EXAMPlE 102: Op. 23, #1 

The scale-line bass in Number .four moves in eighth-notes, carefully 

respecting the ~lodic form o.f the minor tonality. The phrase lengths 

of both pieces are approximately the same and each phrase begins on the 

up-beat. 

Similarities are also apparent between the lyrical line o.f the 

second and third pieces of Opus 23: 



EXAMPLE 103a: Op. 23, #2 

EXAMPLE 103b: Op. 23, #3 

'l>lc,M. n. 1.1 

~[NJg I! i. iG UU J$1ij.IJ)11R· '( U·~1D·'}RJ!. 
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Both lines are purely diatonic and set in· a lilting waltz rhythm • . 
There is a subtle ·variation in the rlzy"thm of the meloctr shown in Example 

103b caused by a Ehifti..ng of beats in the second-half of the line. While 

this xoolody is clearly identified with F minor - al. though the leading-

tone is conspicuously absent from the accompruving chords - the tonality 

of the second piece (Example 103a) is indeed ambiguous. The piece as 

·a whole is written in A minor, but the melodic line as seen above can 

legitimately be analyzed in C Major. This type of harmonic ambiguity in 

minor tonalities is characteristic of Medtner. 

In the developmental section of the same piece there is a sequen-

tial treatnerrt. - again typical of Hedtner - of a fragment of the second 

phrase of the melodic line (Ex. 103a) set to a delicately framed eross- . 

rhythm pattern. The open texture, cross-rhythm and linear design are 

reminiscent of the nineteenth century German romanticists, SChumann 

and Brahms. 
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EXAl1PLE 104: Op. 23, #2 

The four faixy tales of Opus 26 are shorter and lighter in vein 

than most of the earlier fairy tales. The wide range of the melodic 

line of mnrher one manifests a sense of uninhibited freedom not often 
' 

encountered in Medtner' s llDlsic. 

EXAMPLE 105: Op. 26, #1 

Sequential technic i.s present in the first four-rreasure phrase and the 

repeated-note motif in the second phrase. The treatment of the repeated 

note he re is an instance of Medtner 1 s concern with the organic whole of 

a composition. This motif of repeated tones anticipates the lyrical 

line of the second section with its changing mood from "cantando" to 

"giocoso": 

j 

j 



E:X:AHPIE 106: Op. 26, #1 

A further exarrple of this type of organic development is the handling 

of the repeated-note motif in augmentation against a statement of the 

.first phrase of the principal melody (See Ex. 105): 

EXA11PLE 107: Op. 26, #1 

ll,,., l3·J"mi!1~ m~nJL~~~ 
~~i~r~ ,!f t lg 
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The principal theme of the second piece of the set is a repeated-

note motif which is developed canonically: 

EXAMPLE 108: Op. -26, #2 

The lyricism of the third piece is its outstanding feature with three 

melodic lines introduced into the musical fabric intemittently and 

returning under various guises throughout the composition: 

•• I; 



Ii:XA}fi>IE 109b: Op. 26, #3 
. n?(.:rJ. )1~Jr _ . 

EXANPLE l09c: Op. 26, #3 
Yrlt.-=S. 21. • 3b 

$~J PiP r r IF GICJ ,l,iU 
The second theme in Ex. 109b is heard in a later statement in 

the bass against a single diatonic line. A series of sequences is 

"WOrked out on the first theme, and the third theme returns in an imi-

tative passage. 

In the scherzo-like fourth piece of Opus 26 there emerge from 
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the complex rhythmic frame melodic fragments that are curious~ folk-like 

and Russian in character.18 The folk quality is manifested in the 

element of repetition and short, brisk phrases treated sequentia~: 

EXAMPLE llO: Op. 26, #4 

. ~"''"· , - J& ./ . . 

The r~hmic complexity, directness of expression and emphasis on color 

lBaichard Holt, Nicolas Medtner, A Memorial Volume, P• 61. 
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which are typified in the piece demonstrate a Russian quality .19 

EXANPLE 111: Op. 26, #4 

-
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j .......- r 11 /:L:J I 
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·'•Xll' "1 . .. ljf .-I 

'-11 H h 7' jl; ...., .., ...... -- ...., 
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The structure of the piece is organicalzy- rooted in episodic treatment 

"With an absence of thematic developDBnt and evolution. Present is a 

return of melodic material but it is never developed in the evolving 

manner of imitative counterpoint. It is simply a re-statement, direct 

and unprepared. 

No pieces in smaller :forms were written in 1914. In the following 

year Medtner wrote a single :fa.ir,y tale in D minor and the three pieces 

of Opus 31. The D minor Fairy Tale has the same style as the fairy 

tales of Opus 26 with the thin texture and reythmic interest. lzy"ricalzy, 

however, the piece consists of chordal outlines in short phrases, one 

diatonic melo<U treated sequentialzy- and sections with heavy chromatic 

alterations. A modal effect results from the consistent use of the 

lowered leading-tone. The cadence is an excellent example of Hedtner 1 s 

Characteristic voice-leading: 

19Abraham, Studies !!!, Russian Music, p. 8. 

')> 

-'---



98 

EXANPLE 112: D minor Fairy-Tale 

The Opus 31 trilogy manifests a freer style and a more oonvincing 

affiliation wi t.h the western romantics than the previous pieces do. 

The first of the set is called "Improvisation" and it is in variation 

form. Here the B-Flat minor tonality is clear:cy established with the 

raised leading-to ne in predominance in the melodic line. The line 

unfolds gracei'ul:cy and free:cy with no nark of austerity. 

EXANPLE 113: Op. 31, #1 

1l1~s.' 1- 1 . . j 
$~kb~~ ~ J I J. J I J J ~ I J J J I J 

I$Mo n j) J ~I ,J . 11 

The reythmic pattern of the last measure above is significantly used in 

the accompaniment lines that follow, alw~s preceded by the figure: 

The hannonic technic is chordal and the chord blocks function at tines 

as passing harmonies: 

• 
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EXAl1PLE 114a: Op. 31, #1 

EXAMPLE ll4b: Op. 31, #1 

The five variations are virtuosic with long streams of chromatic lines 

and turns ornamenting the there. The first variation is a dance-like 

caprice in a light, airy texture set to a duple meter. The exposition 

of the theme at the beginning of the piece is in triple meter. This is 

followed by a variation in the same character with less ornamentation. 

The theme is then given to the bass line in the original triple meter. 

The florid effect is at a m:inimum until the end of the variation when 

the 3/4 meter changes to 6/8. Sixteenth-note passages then take the 

music from pianissimo to a fortissimo. The next variation contrasts 

one line in a martial, syncopated, virile texture with an expressive, 

cantabile line; one effect alternating with the other. Then follows 

a double-third, etude-like treatment with demonstrations of resolute, 

= 1.1 ... ., 
I) 

I 
I 

.l 

I 
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brilliant passages alternating with delicately, light ones. The piece 

ends with a re-statemmt of the theme in its original simplicity. 

Characterizing the s e_cond and third pieces of the Opus 31 set 

is the same emphasis on melodic theme. 11Marche Funebre" is the title 

given to the second piece and all the musical elements are brought to 

pley in rendering the funereal atmosphere. The nartial effect is 

established by chords and "drum" notes beating out the cadence: 

EXAMPIE 115: Op. 31, #2 

)tl • I ,\ r' •• • & 
V lr 

Jl 1L ,.. 
~ 

..., 
w 

I 

~~ ft 
r. I.Jt" 1'-' -J, w ~ ,., ,., 

Ho 

ri - . 

This persists thm ughout the piece 'While the melodic line weaves its 

wq through the middle of the texture. The contour of the melodic. line, 

especially with its chromatic inflections, create a doleful effect. A 

close look at this line from the harmonic point of view reveals a lean-

ing toward plagal and mediant relationships: 
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The procession begins in the distance and the lm1, tolling or resound-

'ing of the drum becomes more incessant as the ·theme becomes more intense 

until the texture lightens once again and the procession fades in the 

distance. 

The melodic line in the fairy tale, Opus 31, number three, is 

somewhat simil.ar in character to the melody of the second piece: 

EXAMPlE 117: Op. 31, #3 

The compas and leaps of each are wide. Harmonically, Hedtner follows 

along the same pattern of writing as has already been discussed in previous 

pieces. The emphasis in the linear concept of harmoey is ahm,ys apparent. 

This is illustrated by the cadences of the first and second pieces: 

EXANPIE 118a: Op. 31, #1 
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In summary, the directions of Medtner 1 s writing technic in the 

piano solo music in smaller forms from Opus 1 to Opus 31 indicate a 

curious interplcw of classical principles and romantic expression. 

The classical style is present in Medtner 1 s primary regard for a symmet-

rical, cohesive form. The ~odic, reythmic and harmonic content are 

interrelated ~ order to establiSh as unified a structure as possible. 

Hedtner 1s rlzythmic vocabulary is particularly imaginative. Triplets, 

cross-rhythms, syncopation and hemiola are specifically present in 

these earlier pieces. The harmonic content creates a modal quality 

especially when the pieces are in a minor key. In minor, the natural 

form wi 1:h the lowered leading-tone is frequently u~ed. Plagal harmonies 

are preferred in all the pieces. Medtner 1s harmonic movement is gov-

erned by linear direction which indicates his contrapuntal thinking in 

writing harmonically. Melodies give evidence of the repeated-note 

motif, sequential repetitions and conservative movement. 

Medtner 1s developmental sections are major parts of the struc­

ture of the pieces. Melodies, rhytlunic patterns or fragments of these 

are treated contrapuntally in canon and augmentation. Other develop-

mental technics are found in these earlier pieces such as sequential 

series, reythrnic variations, combining two or more melodies and ornarnen-

tation of a melodic line. 

The technical procedures as manifested in Medtner 1 s art up to 

Opus 31 continue to be part of his vocabulary, but with the subsequent 

pieves in smaller forms there is an injection of more color, dramatic 

effects and contrasts o£ mods. 

" 

" ; 
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CHA.Pl' ER III 

AN ANALYSIS OF OPUS 34 TO 59 
- . 

Thus far the nru.sic of Medtner has proven itself to be 

architectonic with its obvious emphasis on continuous developmnt. .AJ.-

though Beethoven was Medtner 1 s idol mare than Glinka his russian 

nationality was very much a part of his art. He who was deeply committed 

to the ideals of his country and he who absorbed its spirit in everyd;zy' 

life would instinctive~ project a russian nuance in his creative 

expression. The russian idiom mU:ed with Teutonic elements in the 

Beethovenian tradition continue to characterize Medtner's music in the 

sets to be discussed presently. 

In these later pieces from Opus 34 on, however, the elll'hasis on 

specific points of tre russian style is shifted. It was noted in the 

previous chapters that harmonic procedures identified with russian 

music were particular~ apparent in Medtner' s earlier works. The ·empha-

sis in the later pieces is on contrasts of texture and tonal color 

within the same composition. Rhythmic complexities are minimized in the 

later sets. Nevertheless, subtle sensitivity to rhy'tltmic change and 

now is always present. The ele~nt of concentrated conciseness found 

frequentzy in the earlier pieces gives wq now to a style of free 

abandon. Extra-musical in:t'luences are more prominent in the later 

works and macy of them are rooted in russian everydajy life. 

Nineteenth centuzy romantic style is evident by a continued use 

of thematic developmnt which is a prime factor in Medtner' s writing 

procedure. Melodic invention becomes more imaginative. Dynamic markings 
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and directions for style and expression are more plentiful and detailed. 

It must be noted that the differences here outlined between the pieces 

from Opus 1 to 31 and the sets which follow Opus 31 do not indicate a 

radical change in Medtner's art. 'They are to be regarded as ramifica-

tions of the basic principles of Medtner' s aesthetics clearly defined 

by the composer himseli' throughout the pages of his book. These prin-

ciples of the fundamental laws of nnsic are never compromised and are 

always the essence of Medtner1s art. 

The four fairy-tales of Opus 34 each bear an extra-musical in-

scription which sheds light on the content of the piece. The inscrip­

tions deal with fai:ry-tale ideas such as "The Fairy Violin11 which is 

programmed for the first piece of the set and 11The Kind and Mournful 

Wood-goblin'' - assigned to Number Three. The second and fourth pieces 

of the set bear quotations from the russian poets Tiutchev and Pushkin 

respective:cy-. The Tiutchev lines inscribed above the nusic of the 

second piece are: 

When we call sonet.hing our own 
We lose it forever -

Pushkin 1 s line which inspjred the nusic for the fourth piece is: 

Once upon a time there lived a poor knight. 

The general character of the pieces is a free, impromptu-like 

style, in ternary form. The first of the set is more extended than the 

other three. All four pieces are in minor tonality and the technic 

of the lowered second and seventh, frequently used in the earlier pieces 

is again employed here. 

Worthy of note is the melodic content of each piece. The melodies 

are more ornately arched and free in movement. Sequential effects are 
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arnatezy arched and free in movement. Sequential effects are employed 

in the extension of the melodic lines. The principal melody of the 

first piece exemplifies these points: 

EXAI1PLE 1: Op. 34, #1 

)"l)("l• q~ ~~~ 
~0,\'\CO.\'\dO 

14# J I J i hi J J] J J jl D~rj~]Jti"ft JJ;j I 
"W\'f ~!ioft•&$51VO .....:::::::::. 

iJ! J8 JJ l.JI {itJ bcJ I~J 
The second phrase of the line is a sequential extension of the third 

and fourth measures with rhythmic variations - a typical Medtnerian 

device. The sudden shifts in melodic direction as exemplified here are 

typical occurrences in western technic. 

In the second piece the melody is strongly orientated to the tonic 

tonali'GY, moving logicalzy within subtle r:ey-thmic variations. The 

second phrase departs from the tonic framewo:rlc to an allusion of the 

relative major key. In contrast to the melodic line of the first piece 

this melodic structure is more concise and less free: 

EmiPLE 2: Op. 34, #2 - meas. 3-10 

l~ffilli a fJ I J. n j] I J. ;J J J J EB I 
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"The kind and mournful wood-goblin" is characterized in the third 

piece of the set by a plcvful, skipping line with chromatic inflections: 

EXANPLE 3: Op. 34, #3 - meas. 5-9 

Similar to the melodic structure of the first piece is the noble 

line of the last piece: 

EXAMPlE 4: Op. 34, #4 - meas. 1-4 

The contour of both lines (Cf. Ex. 1 and Ex. 4) moves in broad skips 

with terminal points on the lowered supertonic in the first piece and 

the lowered leading-tone in Number 4. 
Consistent with this modal technic the harmonic structure is 

rooted in plagal and mediant tonalities. In the chords which accompaey 

the meloc\v of the first piece the 11Neopolitan11 , a lOiiered supertonic 

harmoey, is prominent. The fourth piece in the key of D minor shows 

an emphasis on the mediant chord which is a Major triad with the lowered 

leading-tone: 
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EXANPIE 5: 0p. 34, #4 

ll ') 'l)l41 l· L r--.. = r-. 
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The same progression is found in the second piece: 

EXAMPLE 6: Op. 34, #2 
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Medtner's cadences are rarely pure in harmonic sound but more 

frequently are thEV enriched by non-harmonics. The cadences are alivays 

direct and they project a sense of finality despite the de-emphasis of 

the leading-tone: 

··-
•. 

r 
c 
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EX:AI>IPLE 7a: Op. 34 

These cadences. exemplif.Y Medtner 1s attention to voice-leading which 

results in an architectonic effect at the close. This is particularly 

apparent in Example 7c. Here an authentic dominant harmocy is obscured 

by a dominant chord on the lowered fifth degree. The A-minor tonality, 

however, is the fourrlation of the cadential structure as it appears in 

the bass-line trill. As with all IID.lsical elements Madtner views the 

cadence as an integral part of the nusical edifice. "Cadences must not 

appear to us as sotoo kind of nails, hammered into the separate pieces 

of form to hold them together. They are themselves a part o.t' a living 

form. nl 

The architectonic principle and textural contrasts are concomitant 

1Medtner, ~· £!.i., p. 37. 
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in eacll piece. In the first fairy"-tale of Opus 34 two motives pervade 

~he over-all structure in var,ying settings: 

EX.Al1PIE Ba: Op. 34, #1 
\..cu-~o.......,ente. c..~n-ta."'d"' .. . ~· 
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EXAMPLE 8b: Op. 34, #1 
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These motives return twice afterward in direct quotation alternating 

first with a capricci.oso-styled section in a skipping rhythm and lean 

texture. The second alternating passage is a stately, vigorous se~tion 

which, in turn, alternates with the capriccioso part. The melodic 

material of the second alternating passage returns, after a re-statement 

of the two principal motives, in a subtly varied form and starkly con­

trasted setting. Its initial stateDBnt is as follows: 

' .I 
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EXAHPLE 9: Op. 34, #1 
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The variation is in a 4/4 100ter: 

EXAHPLE 10: Op. 34, #1 

It is again varied b,y the use of triplets in the bass accompaniment. 

The first motif (Example 8) follows with a florid accompaniment 

line: 

EXAMPLE ll: Op. 34, #1 
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It is heard, too, as a recitative: 

EXAMPLE 12: Op. 34, #1 
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In contrast to this, the same motif is later given to the bass in a 

more brisk setting: 

EXAMPlE 13: Op. 34, #1 
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The piece closes wi. th a statenent of the second motif (Example 8b) 

sweeping in a valse-like manner to the end. This first piece in the 

Opus 34 set instances Medtner's technic of the organic evolution of 

germinal ideas, but with striking contrasts in s"Grle and texture • . 
In contrast to Number One the second piece moves consistently 

within a homophonic fabric of neloc\v accompanied by a "brook-like", 
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florid, single bass-line. The third piece is also basical~ homophonic 

with its !rollicking scale-lines punctuated by octaves. 

The principal meloc\v in the fourth piece (Ex:a.nple 4) is treated 

pol;yphonical~ and subt]¥ transfOrmed throughout the structure: 
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EXAMPLE 14: Op. 34, #4 
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A secondary zoolodic idea is introduced after the polyphonic treatment of 

the principal zooloey as seen in Example 14: 

EXAMPLE 15: Op. 34, #4 

This motif is counterpointed against the first meloqy in a three-voiced 

texture, Meloqy One entering simultaneously with Melody Two, this 

followed by Meloqy One entering. at the third: 

EXAMPlE 16: Op. 34, #4 
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This type of po~honic treatment continues throughout the middle 

section. A florid coda of running 32nd notes follmvs the closing 

section and increases in momentum as the 32nds move into 64ths at the 

end. 

The four fairy-tales of Opus 35 are in ternary form and continue 

to show· Medtner 1 s predilection for thematic development as well as 

the composer's tendenc,y, in these later pieces, to extend the melodic 

line and to widen its range. The construction of 1-ledtner 1 s melodies 

is based on evolution of a germinal idea, sometimes rhythmic, at other 

times, melodic. This type of melodic structure is exemplified in the 

Opus 35 pieces as follows: 

,;; 1 r~ t : ~ • . I I ._, I 

In Example 17a the third 1masure :imitates the second and the 

melodic idea ends at the middle of the fourth measure. 'lrJhat follows is 

an extension of the terminal part of the four-measure phrase. The 
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seventh measure which completes the melodic thought is a repetition, 

~ sequence, of the second measure. 

The genninal idea in Example l1b is the interval of a fourth 

written most frequently from Sol to Do. The interval of a third pre­

dominates in Exanple 17c with evidence of sequential technic (measures 

5 and 6). In ill examples a syncopated rlzy"thm is prevalent. 

The pt"ocess of evolution followed in the melodic structure is 

extended to the over-all fraJOOwork of each piece. In Nunher One the 

principal neloc\v as quoted in Example 17a returns in an interlocking 

rhythm, first with a quickened accompaniment line, second, in the same 

rhythm as the nelody: 

EXAMPLE 18a: Op. 3 5, #1 EXAMPlE 18b: Op. 35, #1 
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An ingenious contrapuntal texture is introduced in the middle section 

o£ the first piece on a nelodic fragment from the principal melody: 

EXAMPLE 19: Op. 35, #1 (Cf. Example 17a, second measure) 
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The four-note motif pervades the entire middle section in sequential 

patterns which are found in both treble and bass. The closing four 

bars . of the first section appear in a literal quotation in the middle 

part, thus integrating the melodic material more emphatically. 

The fourth piece of the set manifests an interpenetation of the 

melodic idea in the over-all structure. (The :nelodic quotation is given 

in Example l7c.) It is found in successive sequence, in treble and 

bass, in augmentation and in varied accompani.mental settings as these 

examples illustrate: 

.., ' 
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f 
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EXAMPIE 20a: 

20b: 

20c: 
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This fourth fairy-tale was inspired by a quotation from ~ ~ 

which is inscribed above the m sic: 

"Blow, wind, rage-
Until you break Il\1 cheeks. 11 
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In the spirit of this text the setting of the piece is a rich, rhapsodic 

texture of sweeping chord-lines, full sonorous chord blocks and con-

trasting svles o Medtner IS S'GY'listic direction reads: Allegro appas-

siona"tto e tempestoso. The nmsic clearly breathes this spirit. Moods 

quickly change from agitated fortissimo to menacing pianissimos. There 

are virtuosic passages which call for chromatic scale-lines against 

ascending double-sixths. The Ihythmic context is predominantly in 

triplets with ma~ instances of cross-beat complexities. 

The second piece of Opus 35 is also characterized by contrasts 

of texture and moods. The opening section is clearly an etude on 

broken tenths and octaves. It is in the middle section, however, that 

contrasts are most striking. This section is introduced by a rlzy'thmic 

motif which appears throughout: 

EXAHPLE 2l: Op. 35, #2 
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Contrasts of mood are indicated by the stylistic directions of 11risoluto" 

and "tranquillo" which are marked for alternating measures. Dramatic 
.. 

effects are achieved by intercepting a "cantabUe" section with a 

"rinforzando" maasure: 
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EXAMPlE 22: Op. 3.5, #2 

')l)tAS. (.<j. 7j, ___ _ 

Textures vary from the somEmhat thin fabric as exemplified above in 

Examples 21 and 22 to a more substantial one: 

EXAMPlE 23a: Op. 3.5, #2 

EXAM PIE 23b: Op. 3.5, #2 

Again, cross-relationships are part of Medtner 1 a mythmic invention as 

seen in Example 23b. 

In a somewhat thin, homophonic texture the third fairy-tale of 

Opus 3.5 contains s'Grlistic cmtrasts such as a cantabile, lyrical line 

followed by a resolute, martial section. The rh;rthmic motifs in this 

,, 
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piece are basically a rotted figure: J J ), ..., This is present in both 

:the melodic and the accompaniment lines. Medtner' s predilection for 

triP,let figures manifests itself in ingenious w~s throughout the piece: 

EXAMPLE 24b: Op. 35, #3 
..,4-t-
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The harmonic ccntent of Opus 35 is consistent with Medtner 1 s 

previousq def:ined harmonic vocabulary. In Numbe:m Ona, Three and 

Four a subtle shifting from major to minor tonalities is present. 

Extensive use of the augmented-sixth chords, appoggiatura effects and 

plagal harmonies is apparent. 

The dimensions of each of the four pieces are small, but within 

the limited canvas of each is an arrq of color, drama and poetic 

imagination. The Opus 35 set was completed in 1917, the year of the 

Bolshevik Revolution. For two years no pieces in smaller forms come 
., 

from the pen of Medtner. 

Under painful circumstances ot deprivation and with nostalgic 

;! 
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sentiment of bygone days, Medtner began the writing of seventeen 

pieces which he titles, "Forgotten Melodies." The pieces comprise 

Opus 38, Opus 39 and Opus 40~ Most of Op. 38 and all of Opus 40 are 

dances, presumably reminiscent of Russian life before the revolution. 

The pieces of Opus 39 are mora sombre and neditative. Two one-moverent 

sonatas are included in the sets; the Sonata Raminiscenza which is 

Op. 38 No. l and Sonata Tragica, Op. 39 No. 51 As large-di.loonsional 

works the sonatas are outside the scope of this stuey and hence they 

will be referred to onl,y indirectly. 

The dances of the Opus 38 set are lively in character with 

emphasis on syncopated Ihythm, ingenious melodic phrasing and contrasts 

of style within the same piece. A careful scruticy" of the melodic 

content of the pieces proves to be most interesting since most of them 

are rich in meloqy and, again, most of them use the melodic material 

as the evolving alerent in the over-all structure. 

The principal melodic line of the 11Danza Graziosa" 1 Number Two 

of the set, which appears after a four-measure introduction, is folk­

like in character with its diatonic movene~t, sequential treatment and 

syncopated rhythm: 

EXAMPLE 25_: Op. 38, #l 

, .. ~ ...... ,. 

., 
' 
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The third piece, "Danza Festiva" 1 is likewise melodica.lly 

~tructured in a folk-like manner. The diatonic mdvement, repetition 

of fragments of the mloey i? shifting rhythmic beats and brisk, simple 

rhythmic con text are all characteristic of the russian folk melos. 

In this dance, too, the meloey appears after a vigorous introduction: 

EJOOIPLE 26: op. 38, #3 

. ')r1 .... ,. r- ' ~ 
An injection of chromaticism distinguishes the melodic content 

of Nuni>er Five, "Danza Rustica11 • The elements of simplicity, repetition 

1-rl. th subtle rhythmic and ornamental variations are again found in this 

piece. After a four-masure introduction the melodic line appears 

as follolfs: 

EXAMPLE 27: Op. 38, #5 

The next dance to appear in the set is Nunher Seven - "Danza 

Silvestra". This forest dance is a displ~ of multi-varied moods and 

styles from the stately character to a spritely one. The piece begins 

with a brisk-moving line in 4/8 time which ends abruptly at the seventh 

measure. After a tacit measure a stately section is heard first in 
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solid chords, then in an arpeggiated fashion. Af'ter a return of the 
', 

.solid chord naasure a spritely quality is introduced by a thin-textured-

toccata-like figure moving in an ascending chromatic line. The rhythmic 

setting of this passage enhances the delicate effect and one is reminded 

of "the kind and mournful wood-goblin" - Op. 34, No. 3. 

EXAHPIE 28: op. 38, #7 

-
c ''"'' :11- ').).. 

Two lyrical passages follow in a syncopated rhythm and simple nelodic 

structure. The first is more stately and rigorous; the second is' more 

expressive: 

EXAMPLE 29a: Op. 38, #7 

'h1tot•· 'f(. "+'f 

'A fii}a1iftYfj WELD liT~ 
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EIDIPIE 29b: Op. 38, 117 

Again, the principle of sequential development of a germinal idea is 

used. The technic of extending a nelodi.c thought beyong its terminal 

point by repeating a fragmmt of the melodic line - in this case 

repeated three times - is evidenced in the above Example 29b. 

From this point in the piece the thematic ideas hitherto presented 

re-appear in alternating fashion, sometimes literally, sometimes with 

variation, sometimes in fragtOOntation. 

The cadence of the 11Danza Silvestra" suggests a pause rather than 

an end. This was evidently a deliberate intention of the composer since 

an "attacca11 is directed at the close and the eighth piece innnediately 

following functions as a "Quasi-Coda" as indicated by the composer 

directly above the music. The title of the eighth piece is "Alia ·Remin-

iscenza", borrowed from the first piece in sonata form. The significance 

of this is the fact that the opening motive of both pieces, Number 1 and 

Number 8, are identical - the one in C Major, the other in A Major. 

The &CCOmpanimant line 1 however 1 iS Vaned: 
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EXAMPLE 30a: Op. 38, #1 
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EXAMPlE 30b: Op. 38, #8 
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Owing to the nature of the form employed in each piece the dimensions 

are starkly contrasted. The 21-page sonata contains within its frame­

work all tre elements of sonata-form and the four-page coda-like piece, 

Nunber 8, never departs from the initial structure except to bring the 

piece to an end with rolled chords within the last four·measures. 

Apart .from the ei@l th piece two others in Opus 38 _are not dances. 

The .fourth is 11 Canzona Fluviala", the sixth - "Canzona Serenata." 

Charac.teristic o.f its title the ·ncanzona Fluviala" moves in long, 

.flovti.ng sweeps o.f arpeggiated; chord-lines and extended scale-lines. The 

melodic content is simple and direct, in keeping with the style o.f 

a canzona: 

!I 
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EXAMPLE 31: 0p. 38,, #4 

Here again Medtner ellJI?loys sequential tecllnic and syncopated rhythm. 

The phrase-lengths here are shorter than mst of the JD3lodic phrases · 

in the set and a dance-like character· is de-emphasized with preference 

to a cantabile style. 

The 11 Canzona Serenata" begins in a manner identical with the 

"Sonata Re minis cenza" : 

EXAMPLE 32: Op. 38, #6 (Cf. Example 30a, page 16) 

I I I I 
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After eight measures in this texture a canzona-type meloqy is heard 

which manifests a bolder expanse in phrase length and a wider contour of 

melodic line. Again the ~ncopated rhythm is present: 

EXANPIE 33: Op. 38, #6 



In the third section of the piece the foregoing melody returns in a 

·different neter and in the plagal key: 

EXAMPLE 34: Op. 38, #6 
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Apart from the syncopation in rhythmic content and roolodic 

phrasing other similarities are evident in the pieces of the set. The 

principal melodies discussed and quoted above are contrasted b.Y other 

melodic lines in most of the pieces. 

An example of this is the contrast of the A-Hajor, lively melody 

in the second piece with the expressive, D-minor line which enters 

later on: 

EXAMPLE 3.5: Op. 38, #2 (Cf. Example 2.5, page 14) 

The same contrast type is present in the "Danza Festiva11 , Number 3, be­

tween the D-Major, brisk dance· and a second melod;y' in F#-Minor. Here, 

too, the second roolody is characterized b,y a cantabile style. The 

repeated-note idea appears in this line as well as in subsidiaxy melo­

dies of the fourth and fifth pieces of the set: 

EXAMPLE 36a: Op. 38, #3 

-

l 
I 
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EXAMPLE 36b: Op. 38, #4 

EXAMPlE 36c: Op. 38, #5 

, aIr Of r f FllnlfPP J ®DI1a 
111 t:·"'· 2 ,, ') r 

As has been noted in the second and third pieces a change in mode 

between the first and second melodies in the fourth and fifth pieces 

is also present. The modal relationship in each of the four pieces is 

a typical Medtnerian scheme: 

Number 2: 
Number 3: 

Number 4: 
Nunber 5: 

A-Major - D-Hinor 
D-Major-F#minor-E-minor 

E-minor - D-:Ma.j or 
C-Major - B-flat minor 

(Plagal) 
(Nediant and lmrered 

leading-tone) 
(Lowered leading-tone) 
(Lowered leading-tone) 

Introductor.y passages have a prominent position in the structure 

of three of the pieces: Nunbers, Two, Three and Four. They are similar 

in their triadic construction and in their function in the pieces. 

In the "Danza Graziosa", Number Two, and the "Danza Festiva", Number 

Three, the eight-measure introduction is heard before the two principal 

sections and, in the "Danza Festiva", it appears a third time before 

the re-statement of the principal theme in an enriched, harmonic context 

with norid ornamentation. The "Canzona Fluviala" is introduced by a 

fou.r-masure line which is identical to the introduction of the third 

piece. The canzona introductory' line is heard only at the beginning. 

:j 



The developmental technic is ingeniously worked out in each 

:piece of· the set. The abundance of melodic material in each piece 

takes on a variet,y" of settings in stylistic and textural contrasts. 

Furthermore, similarities in thematic developmental procedures are 

found in the pieces. 

The principal meloey of the second piece, "Danza Graziosa", 

quoted in Example 25, is later enhanced by a chromatic descant: 

EXANPIE 37i Op. 38, #2 

~~ili&dhf&ra$~ t 
m~·'· '"~'1 
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The same technic is employed in the fifth piece, 11Danza Rustica": 

EXAMPlE 38: Op., 38, 115 (Cf. Example 27) 

In the second piece, too, fragnents from the two mlodic lines, 

starkly contrasted from one another as has been noted above, are heard 

alternately within a four-measure phrase. 

Multi-varied settings of a subsidiary melodic line in the third 

piece, 11Danza Festiva", occur throughout the middle section. The 

rhythmic content is the distinguishing factor in the varied passages. 

The nelod;y' in question is stated simply and in a cross-rhythmic formula: 



EXAMPLE 39: Op. 38, #3 

The melody is presented in sequential patterns but with contrasts of 

eynamic textures. It is heard in a high treble range, a rhapsodic 
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wide range setting and in a stately, majestic, solid-chord fashion. The 

sequential patterns lead directly into a series of variations on the 

melody which evolve quite naturally one from the other: 

EXAMPLE 40a: Op. 38, #3 EXAMPLE 40b: Op. 38, #3 EXAMPLE 40c: Op. 38,#3 
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Apart from the em}ilasis on syncopation the rhythmic vocabulary 

likewise stresses the duplet figure. The d.uplet is most frequently 

employed in the accompanimental line to a new setting of a previously 

introduced meloey as the examples on the page following illustrate: 

-
;. J.-. 
I" . .,.... 
V 
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EXAMPLE 4la: Op. 38, #3 EXM1PLE 4lb: Op. 38, #5 
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Marv examples of cross-rl:zy'thms are found throughout the set. 

Passages similar to the pattern in Exang;lle 28 occur in the fifth and 

sixth pieces. 

The harmonic vocabula.Iy is comparatively simple. Errqmasis is 

placed to a lesser extent on plagal and mediant tonalities. The 

dominant-tonic progression is more pronounced especially in the brisk, 

folk-like dances. Plagal and mediant relationships, however, are preva-

lent in modulatory passages. 

As was noted above, the modulatory scheme in the 11Danza Festi va 
11

, 

Number Three, moves from the D-Ha.jor key to F#-minor. The F# tonality 

alternates between the major mode and the minor - a typical Medtnerian 

technic. In this F# passage the harmonic structure is clearly V - I 

with passing chords enriching the text. After a solid V - I cadence 

in F#-minor the same melodic formula is re-stated, this time, in E-rninor, 

and later, it is re-stated again in G-minor. Harmonic, textural·contrast 

is achieved by the insertion of chromatic passages between pure tonal 

parts. 

A modulatory passage in the "Canzona Fluv:tala", Number Four, 

also reveals a plagal relatii.onship. The principal section of eight 

I' 
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measures is set harmonically in the tonic structure o:f E-mi.nor cadencing 

clearly on V - I. The harmonic texture is enriched by the abundance 

o:f chromatic auxiliaries in the accompaniment scale-lines. The second 

section begins in A-minor, arrived at through IV in "A" which is a major 

chord built on the lowered leading-tone in the opening key o:f E-minor. 

This is not a· consummated modulation, but a tonal tendency which revea;Ls 

Hedtner 1 s peculiar harmonic vocabulary. From A-minor the music moves 

through successive progressions o:f F#-minor, B-minor and back to A-minor. 

The relationships between these tonalities illustrate Medtner•s indivi-

dual harmonic pattern. 

Medtner 1 s harmonic conciseness is exemplified at the close o:f 

the second section in the same canzona. The harmonic context o:f the 

two measures immediately preceding the re-statement o:f the principal 

part in E-minor is the dominant tonality of E. The dominant is not 

fi.rrricy" confirmed, however, until the hearing of the D# just before the 

entrance of the next section: 

EXAMPlE 42, #4 - meas. 47-48 
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This type of subtlety in the handling of the dominant chord has appeared 

previously and will appear again. 

In a cadential passage in the 11Danza Rustica11 , Number Five, the 

leading-tone appears in an even less unobtrusive manner than in the 

previously quoted example: 

EX.Alffi:E 43: Op. 38, #5 

In the"Canzona Serenata~ Number ffix, and the 11Danza Silvestra", 

Nuni:ler Seven, the harmonic framework for the principal sections is 

basicaJ.:cy I and IV cadencir.g on V - I. Both pieces are in minor. The 

eighth piece in A-Major cadences on a clear VI7 - I progression. The 

fanfare introduction to the third and fourth pieces, identical in con­

tent but different in mode, is harmonically set in a mediant tonality. 

In the D-Major setting of Number Three the mediant chord is minor and 

the leading-tone is unaltered. A modal effect is achieved in the fourth 

piece, however, when the mediant chord in E-minor is heard as a major 

EXAMPLE 44a: Op. 38, #3 EXAMPLE 44b: Op. 38, #4 
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Appropriate to the general character of the Opus 38 set is the 

inclusion of a "quasi-cadenza" passage at the close of the "Danza 

Graziosa11 , Number Two, and in the "Canzona Serenata", Number Six; for 

the general character of this first set of "Forgotten 11elodies11 may be 

defined as rich in melodic freshness, imaginatively flexible in rhythm 

and phrase-structure, vibrant;]¥ gq and festive in svle and homophonic, 

for the most part, in a thin but full texture. 
' 

In 1920 I1edtner wrote a second set of pieces which he calls 

"Forgotten Melodies" - the four pieces of Opus 39 and the Sonata 

Tragica which is the fifth number of the set. _The spirit of reminis­

cence pervaded the Opus 38 pieces and the remembrances were gay, recalling 

happier days and festive times or Russian life. This inspiration 

"framed" the set, as it were, by the Sonata Reminiscenza at the begin­

ning of the "Alla Reminiscenza" at the close. So, too, in Opus 39 a 

spirit prevails which is the keynote to the character or the Imlsic. 

The spirit is sonbre reflection culminating in a note of trageey in the 

fifth and final number. Even the "Tale or Spring" - the third piece 

and the least grave or the set - reflects a toore sober quality in con­

trast with the exuberance traditionally associated with Spring. Medtner 

has written no program notes for the "Forgotten Melodies" and his 

biographers have not discussed them. But, the three sets were written 

during a two..year period soon after the Revolution and one year before 

Medtner 1 s departure from Russian. In the light of these circumstances 

it would seem logical to assume that the pieces were inspired by Medtner's 

love of the Russia he knew and his sorrow for the new Russia had come 

upon him and his countrymen. 

The introspective character of the Opus 39 set is achieved by 

I 
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a chromatic harmonic texture, chromatic melodic lines and dramatic 

dynamic effects. Thematic development, rhythmic ingermity and a free 

abandon in svle - hallmarks of Medtner 1s writing - are ever present. 

The form of the pieces is terna.ry in structure but somewhat m:>dified. 

Chromaticism is the basic characteristic of the pieces. Chro-

ma.ticism, as defined by Medtner, is an "accidental harmonic formation11 

or a dissonance. Medtner sharply distinguishes between dissonance and 

discordance. The latter "is simply an accidental formation ••• an acci-

dent without a.qy harmonic ima.ge. 11 He compares the discordance to noise, 

an "exploded dissonance 11 , a distortion.2 

.An examination of the chromatic content in the pieces of Opus 39 

quickly reveals Medtner 1s fideli'l:ur to his principles. The first piece, 

in the key of G#-minor, called "Meditazione", begins with an extended 

introductory line on the V9 chord. The chord-line is chranatically 

embellished by tl'e lowered chromatic auxiliaries of chord tones in which 

they are resolved: 

EXAMPlE 45: Op. 39, #1 

111u,, 1:.. r 

After the 24-measure "Lento" section the introduction contirmes 

with a quickened tempo. The general harmonic scheme of the opening 

2Medtmr, ~· ~·~ pp. 94-95. 

ii 
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line as outlined in Example 45 contimes here in a two-line texture. 

~ bass outlines the dominant chord against a treble line which intro-

duces a non-harmonic tone in each measure. The chromatic descending 

line eventua~ resolves on I: 

EXANPLE 46: Op. 39, #1 

At the resolving C# the bass-line begins a chromatic descending line 

from the domi.nant note, G/1, and ends on the tonic, C#. The same pro­

cedure of introducing one note :ln each measure is followed. The dominant 

harmonic tonality mves to the borrowed dominant of VI and fin~ to 

the V of V when the introduction closes. 

The contour of the principal theme in the first piece, heard 

immediately after the introduction, is narrowly inflected by chordal 

outlines and chromatic motion. It is introduced in the dominant tonality 

but it is repeated in the tonic key of 0#-minor. 

The second piece of the set, "Romanza" 1 begins immediately with 

the same meloc\1 as the f:irst piece: 

·; 
I 

i 
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EXAMPIE 47: Op. 39, #2 

The last six notes of the line are developed throughout both pieces 

.in diminution and in chromatic sequential passages: 

EXAMPLE 48a: Op. 39, #2 

EXAMPlE 48b: Op. 39, #1 

The entire melodic line ap~ ars in textural contrasts throughout both 

pieces from a thin stateiJBnt of a single line accompaninvmt to an 

agitated solid textural presentation. At times just the first two-note 

chromatic figure is treated sequential)Jr, at other times the roolody 

is beard in the bass against a chromatic descant in the treble. In the 

second piece the melody is slightq altered but eas~ recognizable as 

a derivative of the original theme: 

. ;~ 
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EXAMPLE 49: Op. 39, #2 
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The harmonic fralllework in the above example illustrates the homophonic 

structure employed throughout the two pieces. The harmonic outlook 

llUlst be viewed over an entire phrase such as the phrase in Example 49. 

Here, as throughout the first two pieces, Medtner employs the technic 

of harmonic prolongation. The entire phrase is within the tonic frame-

work. The inte~dia.ry harmonies are accidenta.lly formed by the chro-

matic movezoont of the lines toward the final F'-minor chord. The tonic 

note, F, pervades the phrase. The complete phrase is then repeated, 

but the penultimate note becomes the final note this second time. The 

second part of the line (as indicated by (2) in Example 49) is repeated 

literally and followed by a sequence of it a third higher thus bringing 

the ha.rmoey into a minor triad on the mediant. This is followed by VI 

in F-minar which moves to the dominant at the conclusion of the section. 

The chromatic texture charges to a tonal one in the third and 

fourth pieces. The "Spring Fairy-Tale", as the third piece is called, 

begins with a nine-measure introduction with the bass outlining the 

dominant harmoey, and the treble descending in a pattern of thirds. 

A comparison of the contours of the introducto:cy treble line and the 

principal melody reveals a striking sim:ilari ty - a technic by now so 

definitely recognized as part of Medtner' a craft: 

ij 
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EXAMPlE 50a: Op. 39, #3 

EXAMPlE 50b: Op. 39' #3 

The melodic line continlles to weave its way through tonic and plagal 

harmonies. The ·unusual range of the melodic line and the emphasis 

given to 11G11 , the sub-mediant of the key, are worthy of note. Con­

siderable develop:roont is given to the first six notes of the theme 

(Example 50b) in a setting of dramatic coloration. First the motif is 

heard three tiroos in a bass-line accompaniment, each time a whole-step 

lower. It is then heard in the treble, three tiroos, each ti:roo a major 

third higher: 

EXAMPlE 5la: Op. 39, #3 EXAMPlE 5lb: Op. 39, #3 

The meloey of the "Morning Canzona11 , the fourth piece of Opus 39, 

is constructed basically on a two-note motif: 

i 
t 
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This is the treble line of the opening measure and its predominance in 

t-he melodic line which begins in the third measure is readily seen: 

The motif and nelodic line appear in a developmental passage further on 

as the two ideas are ingeniously int.enningled: 

EXAMPIE 53: Op. 391 #4 

The two-note motif is also present at the final cadence in an inverted 

direction: 

EWiPIE 54: Op. 391 #4 

The cadence of the first piece in C#-minor closes on the Picardy 

third preceded by n7. The other cadences in the set are authentic. 

P.rolonged trill passages and velocity lines are found at terminal points 



in all four pieces - a technic used often in these later works. 

The last set of "Forgotten Melodies 11 - the six pieces of Opus 40 -

are more similar to the Opus 38 set than to Opus 39. They are, never­

theless, mare extended, abtmiant in rhythmic intrigue, thematic develop­

ment and textural contrasts. The keynote to the style of the set in 

general canbe· expressed by the title of the fifth piece, "Danza Ondu-

lata." All six dances move in an undulating manner. The f:irst piece, 

11Danza col canto" is a three-mood dance with its martial, snappy r{Vthmic 

section, its graceful, songlike passage and the fast, swirling, virtuosic 

third section. The three sections appear in the following scheme: 

I II - I - III - II - I (modified ternar,y form) 

The 11Danza Sinfonica", Number Two, is the largest in dimensions. 

It, too, is characterized by three cxmtrasting moods, considerably ex-

tended and thematical~ related. 

The smallest pieces in the set are 11Danza Fiorata", Nuni:>er Three 

and "Danza Ondulata", Number Five. As their titles suggest they are 

alike in a flexible, flowing style. This style is achieved by the 

broad sweep of arpeggiated lines and the :irregular meter. The third 

piece is in a 7/8 meter and Number Five is written in 5/8 with an 

occasional bar in 6/8. 

The "Danza Jubilosa", Number Four, and "Danza Dithiramba", Number 
" " 

Six1 are the least colorful of the set but each contains examples of 

interesting thematic development. 

As with the dances in Opus 38 the. harmonic vocabulaxy in Opus 40 

is basical~ si.nple with little chromaticism and with a preference for 

plagal harmonies. 

The interest in this set seems to be in the melodies. A care-free, 



folk-like character, it will be recalled, was found to fashion the 

Ill;6lodies of the Opus 38 set. Here the melodic quality is more intense, 

more expressive by its longer phrases and bolder leaps. These charac-

teristics are exemplified in the first piece, appropriatelY titled, 

11Danza col canto". After a fanfare-type introduction a song-line for 

two voices begins in D-minor, 5/8 meter: 

EXAMPLE 55: Op. 40, #1 
~ ')1)1~ .. ,. lt.- 'l.'3 . . . ~ 
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The line continues £or four measures in a double sequence of the first 

two measures. This is followed by a repetition of the melody in the 

lower voice with a descant above. The melodic intervals of the sixth 

and seven'\;h create the expressive quality in the line. 

In contrast to the contour of the melody in the first piece the 

principal melodic line of the 11Danza Sinfonica" moves in a diatonic 

manner. It, too, has a quality of expressiveness and intensity due to 

the emphasis on the plagal notes, Re and Fa and the upward curve at the 

end of the line: 

EXAMPLE 56: Op. 40, · #2 

The opening phrase occurs throughout the piece in varied forms. It also 

appears alternating with the scherzo .t'igure o.t' the first section: 

I 

J 
J~ 



EXAMPlE 57: Op. 40, #2 

It is then heard against an accompaniment line set in the skipping 

rhythm of the fourth measure of Example 57. In a section further on, 

a line appears 'Which is clearly a derivative from this same melody': 

EXAMPlE 58: Op. 40, #2 

t '}rl~•S. lfl-l"fof 
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Again, it is heard in a canonic texture: 

EXA!1PLE 59:. Op. 40, #2 
"Yn~'i. 1 \'1J - z r~- ·~ _ _ · 
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The rhythmic figure seen in the last measure of Example 58 ~s 

present throughout IOOst of the piece. Another rhythmic motif is given 

considerable contrapuntal development in this second piece. The figure 

first appears at the end of the Scherzo section: 

qw t rr u 1 t tt J 

It is treated canonicaJ.4r further on and t award the end of the piece 

it becomes the subject of a· four-part 1'ugato passage. 

Sim:llari ties are readily seen between the melodic line of the 

third and fifth dances. It has already been noted that by their 

titles - "Danza Fiorata" and "Danza Ondulata11 - the pieces are 

li 
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stylistic~ similar. Bath are written in irregular meters, Number 

Three in 7/8 and Number Five in 5/8. While the nalody of the "Danza 

Fiorata" is diatonically shaped and the melody of the "Danza Ondulata" 

is constructed of broken chords the organization of the phrases is 

basically the same. Each phrase :in both pieces begins on a double 

up-beat, i.e.,.the last two beats of the measure; the opening phrases 

of eaCh piece is repeated, then heard in a lower sequence. Both melodies 

are accompanied by a :running bass-line in single sixteenth-nates: 

EXAMPLE 60b: Op. 40, #5 
')1'l £o<T • I- 3 ,/.;] 
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Contrasting wi 1h the broken chord-line melody in the fifth piece 

(Example 60b) a diatonic melody is :introduced which is set in a quasi-

pozyphanic texture. This technic of weaving nelodic fragments simul-

taneously in a given passage is a favorite one of Medtner. Most often 

the melodies are imitative of one another. Again, this instances 

Medtner 's concern for a meaningful structure in the light of every 

1m1sical element. Examples of this technic of writing are found in most 

of Medtner 1 s ~sic. illustrations from Opus 40 are as follows: 



EXAMPlE 6la: Op. 40, #5 

EXAMPlE 6lb: Op. 40, #2 

The 11Danza Jubilosa", Number Four, projects a martial quality 

by the use of certain military devices. For example, the piece opens 

with a trumpet call: 

This IOOtif is heard four times, alternating bass and treble. The 

vigorous melodic line is then introduced against a typical military 

bass acco~animent: 

,I I 1 • -+ 
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The triplet figure as it appears in the "~et call11 is found through­

out the piece. 

The nelodic development in the 11Danza Jubilosa11 manifests an 

. ingenious handling or textural contrast. As it is first introduced 

the meloqy is clearl1 a march tune against the bass quoted in Example 63. 

In a second section a seemingly new meloqy is heard which is given 

equal proMinence with the martial meloqy for the rest of the piece. 

This second rrelocy is a sweet-sounding song accompanied by the tonic 

harmo~ whiCh unfolds in a broken chord-line of triplets. But with 

careful analysis one becomes aware or the close relationship between 

the two melodies: 

EXAMPLE 64a: Op. 40, #4 

EXAMPlE 64b: Op. 40, #4 
rt'1t.ts . l. f. l} . . · . 
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The 11Danza Dithyramb", Number Six, begins with a melodic line of 

song-like quality, poetic phrasing, and structured on the principle of 

repetition: 

EXAMPLE 65: Op. 40, #6 

Here, too, the principle of thematic development is manifested in the 

second section where the thematic material is in imitation or the 



opening :roolocy: 

EXAMPlE 66: Op. 40, #6 - (Cf'. Example 65) 

After nru.ch development of' the opening melocy a new theme is heard in a 

chromatic setting which establishes the "dolorosa e tenebroso" mood 

indicated on the score. This meloey, too, is developed considerably 

by placing it an octave higher, embellishing it with non-harmonics, and 

setting it in a faster tempo of sixteenth notes as opposed to the 

quarter note context. 

Thus, with I!Dllti-varied rhythmic patterns, ingenious handling of 

melodic ideas in relation to one another and within the f'ramdwork of 

the rhythmic themes; with the display of' a rich, contrapuntal fabric on 

the one hand and a thin, pure homophonic. texture on the other, Medtner 

has achieved an expression of marzy--faceted nuances. The "Forgotten 

Melodies" of' Opus 38, Opus 39 and Opus 40 were the last compositioB.S that 

Medtner wrote en Russian soil. One author in 1953 speaks of' Medtner 1 s 

swle in such terms as 11heightened emotional temperature. • • restlessness .•• 

yearning ••• tone of' protest and excitement.") Such qualities are found 

in the 11Forgotten Melodies." 

The set of small pieces that followed the Opus 40 pieces was the 

three fairy-tales of' Opus 42, wri ttan during Medtner 1 s sta.y in Germany. 

The sojourn there was an urihapp,y one for Medtner and the fair,y-tales 

of Opus 42 reflect his feeling. All three are in the minor mode. The 
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first piece is the only one with a special title. It is called 

11Russian Fairy-Tale" - indicative of his abiding nationalistic spirit. 

The three pieces of the set are in ternar.r form, rich in melodic ma-

terial, and stvlistically tinged with a strong pathos by means of the 

manner of handling the minor mode. 

The Russian Fair,y-Tale manifests Clear roots in Russian folklore. 

The nelodic material is Medtner's creation but the folkloristic qualities 

and Russian nelos cannot be denied. 

The Russian folk song is usua.J.ly a simple, diatonic line with a 

frequent appearance of the augmented-second interval. The barmoey is 

simple with a few chord changes and the structure adheres to the prin­

ciple of repetition as well as includes colorful contrasts. All of 

these qualities are exemplified in the Russian Fairy-tale. The over-all 

svle of the piece nuv be labelled a tale of colorful contrasts - a 

digest of Russian folkloristic phrases in capsule form. Four melodies 

are found in the piece. The first one heard at the beginning illustrates 

a simple line, the augmented-second interval and the principle of repe-
~ 

tition: 

EXAMPlE 67: Op. 42, #1 

The same idea is repeated a fifth . higher. The eight measures are har­

monized on a prolonged dominant chord with passing chromatic harmo1ues. 

T'.aa dominant note becomes a sustained pedal for the entire phrase. 

The second meloqy illustrates the interchange of the major and 

minor modes and the IIDdal quali't\Y produced by the lowered leading-tone 
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as well as syncopated reythm: 

EXAHPLE 68: Op. 42, #1 

~v,;:q ;~1111.1 J J J u ~~ )) ~r·il$1·• J.'tuJ * .~J 
Here, too, the .harmoey is basica.lly tonic with a passing IV chord and 

the phrase ends on the nediant major chord in f-minor. 

-A rigorous tune then follows in 0-m:i.nor, similarly constructed 

as the second tune (Example 68), with syncopated rhythm, a lowered 

leading-tone, repetitions and the major III chord at the end. The 

meloey is heard in the bass against a simple figure of sixteenth notes 

'Whidl emphasize the tonic note of C: 

EXAMPIE 69: Op. 42, #1 
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A fourth IOOlodic idea appears which is in a martial, rhythmic 

setting, again in an extended tonic tonality of B-flat minor with the 

lowered leading-tone and the second degree in prominence. The principle 

of repetition is apparent in the melodic line and in the accompaniment 

figure: 
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EXAMPIE 70a: Op. 42 , #1 

EXAMPLE 70b : 0p. 42, #1 

The accompaniment figure in Example 70a oontinues through the melody 

as seen :in Example 70b. The supertonic harmoey functions as a passing 

sound within the B-fiat minor frazoowork. Contrapuntal texture is 

created by imitative development of the fourth melody in one passage 

and the same developmental tecllnic of the second melody in another passage. 

The last eight measures of the piece combine the fourth melody 

and the :rllythmic figure of the accompaniment to the third melody, all 

on the F-minor tonic harmoey. The dominant chord is used as a passing 

chord without the leading-tone thus highlighting the modal sound. 

Although the second tale does not bear the title, "russian", its 

contents nevertheless manifest Russian characteristics. Medtner does 

indicate, however, that the piece is in the phrygian mode. This mode 

contains a lowered second and sixth degrees - a connnon device in 

Russian nru.sic. Here, too, the meloqy is basical.J.y simple with some 

s,rncopation and with the repeated-note idea: 



150 

EXAMPLE 71: 0p. 42, #2 

The texture of the piece is mai.n]y a two-line fabric with the above 

meloey ap:p3aring throughout, sometimes with some variation, other times 

in a literal re-statement. The harmony alternates between the progres­

sions I - II and VI - II. Here the lowered second and sixth are brought 

into prominence. The harmonic scheme is laid out in a broken chord-line 

pattern which becomes almost an ostinato in its unending repetitions: 

EXAMPlE 72: Op. 42, #2 

f?:~?JP tffl r U wr 1 
' + 
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'When the melocy is repeated the second time the same figure accompanies 

it, but the VI chord replaces the tonic in the harmony: 

EXAMPLE 7'3: Op. 42, #3 

The piece ends with a V7 of VI to I cadence. 

The third fairy-tale is the most intricate of the set. Like the 

Russian fairy-tale this piece is rich in colortul contrasts, changing 

moods and melodic material. The Russian character is not pronounced 

in the third piece as it was in the first two of the set. The piece 

begins with a quasi-cello solo line in G#-minor: 



EXAMPlE 74: Op. 42; 113 

A "scherzando" section follows. The raised third in the same zooasure 

with the raised leading-tone instances Medtner 1s device of intermingling 

major and minor tonalities within a short passage: 

EXAMPLE 75: Op. 42, #3 

Before the return of the "cello" theme an agitato passage in B Major 

is interjected. S,rncopation and chromaticism are characteristic of 

this section. After the re-statement of the first theme and the 

11 scherzando" section the mood changes immediately to a gey, light­

hearted air. The key of G#-m:inor ends on IV and, through enharmonic 

change on a dominant pivot in G/1-minor, the new tune begins in E-Flat 

major. This meloqy is folklike in its simplicity and repetitions, its 

s.yncopation and irregular phrase lengths. It is harmonized throughout 

b.Y the E-Flat Major chord: 
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EXAHPIE 76: Op. 42, #3 

The meloqy is repeated a whole-tone lower. The piece ends with another 

statement o:f the :first theme and the "scherzando" theme. The accompani-

ment :figures are similar to those :found in the second piece. The har-

monies employed are substantially I and V. 

In 1927, :five years after Opus 42 was completed, 11edtner wrote 

the next set of small pieces - the two fairy-tales of Opus 48. 

By this time r1edtner was settled in France where, despite the unsettled 

artistic climate, he enjoyed the comfort of understanding friends. 

The Opus 48 pieces are each given a descriptive title; Number One is 

called, "The Danci~ Fairy-tale", the second bears the title of "Elf's 

Faicy-tale". 

The first piece is poly-thematic and considerably extended •. 

Thematic develop~nt is brilliantly worked out in both pieces. Rhythmic 

devices are imaginative and :intriguing. Cross-rhythms appear not only 

in the actual rhythmic patterns but also as a result of the melodic 

phrasing. It will be recalled that this was a special feature of ma.rw 

o:f the dances in the "Forgotten Melodies" sets. 

An example of this dual-cross-rlzythmic technic is found in the 

opening of the :first piece: 
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EXAMPLE 77: Op. 48, #1 
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Whenever Medtmr writes a dance-melody this cross-rhythm technic in the 

melodic phrase is certa:in to appear. Thus, in ma.n;y dance tunes of the 

first fairy-tale of Opus 48 this technic is present: 

EXAHPLE 78a.: Op. 48, #1 EXAMPLE 78b: 

EXAMPIE 78c: 

The dance meloey in Example 78c appears in the first large section of 

the piece. It is a fast-moving, light-stepping dance heard against a 

line of open-fifths on c. The open-fifths are in this rhythmic pattern: 

~~)~m 
This bass-line is the substance of the dance-beat for the 54 measures 

of the "Presto" section. In the middle section of the piece the 

light-quick-paced dance {Example 78c) is transformed into a martial, 

sombre variation in the key of c minor: 
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EXAMPLE 79: Op. 48, #1 
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Using the same fra.IOOwork the thezoo is then heard in C Major and, finally, 

a re-statement of it follows as it first appeared in the opening section. 

Contrasting with the quick, lively tunes already quoted is a 

"cantabile" line which follows immediate4' the "Presto" dance: 

The line continues to move in descending sequences of the last two 

measures above. The "Presto" tune appears again and closes this section. 

A new section begins and a new melody is introduced, but one 

that is in the style of the "Presto" tune: 

EXM-1PIE 81 : Op. 48, #1 

'fi~ti~-tSJr u MJ''' ht31ifffll 
>- > > 7 >' 

This net-T melody is also transformed as was the "Presto" tune discussed 

above. It appears in minor and then it becomes the subject of a fugato 

passage with entrances at the second and fourth. This contrapuntal 

part is then followed by the martial arrangement of the. "Preston tune. 

Still another idea appears near the close of the piece - a heav.y, 
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"heel" dance in a broadened J/8 meter :indicated by l-1'edtner as 3/8 = 2/8: 

EXAMPlE 82: Op. 48, #1 
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The piece is structured by alternations of dance-types and their 

developmental variations. A diagram of the over-all scheme reveals a 

balance of oontrasts with:in each major section and the architectonic 

structure of the piece as a whole; i.e., the first dance frames the 

musical edifice and a new idea, strong and dramatic (Dance 5) is 

reserved for the climax. 
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Characteristic of Medtner' s harmonic voc~bulary :in the dances _ .. 

previously analyzed the harmot\Y" of "The Dancing Fairy-tale" is free from 

complexities. The piece remains, for the most part, in C Major with 

soiOO borrowed harzoonies :in sequential passages. 

The "Elf Fair,y-tale" is smaller in climensions than the first 

piece of the set and it, too, has superb examples· of thematic development. 

Two IOOlodies are introduced in the beginning section of the piece. They 

are similar in rl:zy"thmic context an:! general contour: 
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EXAMPLE 83a: Op. 48, #2 

EXAMPLE 83b: Op. 48, #2 

.1rt~:s . ..,, . :.i 1 > 
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The second example appears in varied forms throughout the piece. First 

it is adorned in a quickened rhythmic passage, then it is accompanied 

by a chromatic texture: 

EXAMPLE 84a: Op. 48, #2 EXAMPLE 84b: Op. 48, #2 

The general design of the piece is linear with arpeggiated chards 

and chromatic scale-lines. The cadence is an authentic V- I over'a 

tonic pedal. The repeated-note idea is very much in prominence.· The 

image of the "capricious elf", finally, is convincingly projected in 

the piece by alternating expressive passages with light, "giocoso" ones. 

In the f'ollowirg year, 1928, Medtner wrote a set of three pieces, 

Opus 49, which he calls, "Three Hymns on Work." The first one is a 

hymn "before work", the second, ''Hymn at the Anvil", the third, "Hymn 

after Work." The pieces do not connote the traditional idea of lab or 

songs with their frenzied excitement. Rather they emboqy a mood of 

serenity, calm and sancti.:f'ying reverence. To achieve this Medtner uses 

the simplest technical means without obvious or even subtle complexities. 

:I 
,I 
·l 
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The three pieces are in C Major, time signatures used are 2/4 and 4/4. 

The rhythmic vocabu1a:cy contains no ingenious patterns. The first 

and third pieces are rhythmically constructed on a sixteenth-note 

scale-line motion in the accompaniment line against a melody set simplY 

to quarter and eighth notes. The second piece in 4/4 is basicallY 

structured on a moving line of eighth notes agai.nst a malody rhythmically 

encased as simply as the other pieces of the set. 

The melodies in each hymn are reserved in contour, unadorned and 

quite extended. Unlike most of Medtner 's pieces, the Opus 49 hymns 

are mono-thematic and it is the "mono-thema" that constitutes the essence 

of each piece. An examination of the melodies clearly reveals their 

utmost simplicit,y. An absence of chromaticism and attention to s,yrnmetri-

cal balance in lire and rhythm are the notable features that contribute 

to the simple qualii'U of each melody: 

EXA11PLE 8 5a: 0p. 49, #l 

The melody of the first hymn (Example B5a) continues for sixteen 

measures in a symmetrical relationship to the first phrase. For exam­

ple, the second eight-masure line descends (The first phrase moved 

upward. ) • The rlvthm of the first measure in the second phrase is 
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identical to the second measure of the opening line. Part of the hymn­

line is in the E-fiat tonality. Through a series of sequences on frag­

ments of the melo~ the C-Major harmo~ returns with a literal statement 

of the hymn. The piece is beautifully balanced by the insertion of a 

"bell-tolling", four-Ill3asure introduction which appears before the re­

. statement of the hymn and again. at the close. 

The second hymn, "At the Anvil", is more heavily textured with 

a syncopated accompaniment part that is both linear and chordal: 

EXAMPLE 86: Op. 49, #2 
)ytu,. f-l 
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The effect achieved by this accompaniment pattern against a simple 

melodic line is a vitalizing motion and energizing action. With the 

exception of sixteen measures this pattern is present throughout the. 

piece. In the sixteen m asures men the pulsating motion is inter-

rupted the treble line becomes more active with chromatic octave-lines 

and sixteenth-note movement. 

The malo~ of the "Anvil" hymn (Example 85b) appears in four 

modified versions. First, it is heard one octave higher and enriched 

b,y chords in the lower register of the treble. The second time it is 

stated in the dominant key, the third presentation is in C-maj or with 

harmonic variation, and finally at the close, it is adorned by an 

ornamental line above as illustrated in this example: 
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EXAMPLE 87: Op. 49, #2 
11\.uf. 70~ ?I -- -- -- ----- ---

This hymn, too, begins with a f our-.IWasure introduction which is not 

heard again in·the piece. 

The most colorful of the three lzy'mns is the third, "Hymn After 

vlork. 11 After a four-measure introduction on a descending chromatic 

scale-line the meloqy appears against a running sixteenth-note scale­

line passage in the bass. The meloey is then taken up by the bass 

and the treble accompa.ninent is the same as the one heard in the bass 

previously. In the middle section the first measure of the hymn melody 

is developed at great length in varied harmonic settings and with modi-

fied rhythm: 

EXAMPLE 88a: Op. 49, #3 EXAiviPLE 88b: Op. 49, #3 

I 
Two eynamic, colaristic effects are included in the third hymn. 

The first is a chromatic scale "con strepito" that extends over three-

fourths of the keyboard, beard iirlnJ:!diately before the re-statement of 

the introduction and melody. At the close of this recapitulation a 

second chromatic passage is introduced. Solid chords in both hands 

moving _chromatica1ly and in contrar,y motion usher in a coda section 

of arpeggios in varied patterns on the tonic Chord. It is interesting 

, that, in keeping with the inspirational nature of the pieces, the 

cadence of each hymn is plagal. 

' 1 
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The six fairy-tales of Opus 51 are dedicated to Zolushka and 

.Ivanushka, tiro of the most beloved personages in Russian national 

lore and commonly referred to as Cinderella and Ivan the Fool. This 

last set of fairy-tales is full of nelodic charm, grace .and nobility. 
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In arzy- of the tales that are directly related to russian lii'e and 

thought }~dtner projects a quality that is undeniably authentic. The 

individuality of his melodic structure, his rhythm and harmonic vo-

cabular,y are expressed with graceful ease and naturalness when his 

inspiration springs from russian ties. The reason for this is that 

the characteristics of Medtner's art in terms of technical devices 

coincide in large measure with the technical characteristics of the 

russian folk-song. This fact was evidenced in the Russian Fairy-tale, 

Opus 42, No. 1. In a more striking manner does it reveal itself in the 

Opus 51 set·. Concomitant with the russian quality is the western­

orientated principle of thematic developmant. Each tale is basically 

structured on an evoluti~n of the given folk tune. 

The folk meloqy of the first piece in the set is in D-minor. 

Here is found the repeated-note idea, s.yncopated rhythm, irregular 

melodic phrasing, repetition scheme in phrase structures - all charac-

teristics of the russian melos: 

EXAMPLE 89: Op. 51, #1 

The tune is then repeated, followed by multi-varied forms of the whole 

or part of the meloey. In the following examples the folk tune is 

! ,. 
I 
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first augmented; second, its brisk st.yle is transformed into a legate, 

11dolce 11 mood and two m9asures only are worked through a series of 

sequences; finally, a contrapuntal texture is created by one line in 

augmentation against a line in the original meter: 

EXAMPLE 90a: Op. 51, #1 
-..., 1- , 7 
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EXAHPLE 90b: 0p. 51, #1 

EXAMPLE 90c: Op. 51, #1 

The nature of the folk melody in the third fai:cy-tale is more 

chordal than the first. The rhythmic schem9, however, is similar: 

l 
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.EXAI1PLE 91: Op • .51, #3 

Here, too, the. development of the folk tune cons.titutes the principal 

content of the piece. The fifth and sixth measures of the malodic line 

are gi_ven extensive development. First, the melodic segment in question 

is heard, followed by a measure related to the melodic structure. This 

in turn is followed by the ~lody of the first measure beginning with 

the second note: 

EXAMPLE 92: Op • .51, #3 
11l"-1· 3CI- 33 

This is repeated and the repetition is followed by a development of 

the third to sixth measure of the folk tune alternating between treble 

and bass through a series of sequences. The folk tune then returns in 

the original key accompanied by the tonic chord arpeggiated in staccato. 

The melody of both the fourth and sixth pieces enq;>hasizes the 

repeated-note idea. The fourth fai:cy'-tale is :l;.n F#-minor, the sixth 

in G-Major: 
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EXAMPLE 93a: Op. 51, #4 

EXAMPLE 93b: Op. 51, #6 

repeats a third higher thus placing it in an A-major setting - a charac­

teristic procedure of Medtner. The G-maj or meloey continues in a broken 

chord-line of C-major, thus establishing a plagal relationship with G. 

This, too, is characteristic of Medtner. 

The first folk tune (Example 93a) is developed canonically. 

The one in G-Major (Example 93b) appears in various forms. It is 

written with some modification against ascending scales and, in another 

section, it appears in a broken octave context: 

EXAMPlE 94a: 0p. 51, #6 
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EXAMPLE 9 4b : Op. .51, #6 

The F#-rrdnor tune in the fifth piece again manifests the same Medtnerian 

procedures in minor-scale melodies, i.e., lowered leading-tone and 

shifting to the relative major tonality: 

EXAMPIE 9.5: Op. .51, #.5 

f! J J; Id J 1,1 J +!!JJ I 3 J J b J I; ~ J IJ 
s. l~---- - -#' ------- '.:--:-

Five o£ the six pieces begins with an introduction. Most o£ 

the introductory passages are different from the main structure o£ the 

piece i'n terms o£ texture, meloqy and rh;ythm. The harmonies employed 

are normallY suspended tonalities that ultimatelY resolve to the tonic 

at the end o£ the passage. 

In the f:irst piece the opening texture is legato, the rhythmic 

pattern is a series o£ £our-sixteenth notes to each beat in 2/4, t~us 

contrasting "With the staccato texture and syncopated rhythm o£ the 

main theme. The harmonies are within the framework o£ the borrowed 

dominant o£ V. In D-minor this is the tonality o£ A. The introduction 

finallY resolves on a clear V - I cadence in D-minor: 

:I 

I; 

,, 



EXAMPLE 96: Op. 51, #1 (Cf. Example 89) 
)'}~. -r~ 'f ............... 

The second fairy-tale of the set, written in A-minor, bears a 

signature of one sharp, thus placing the tonality in the Dorian mode 

structure. Its twelve-measure introduction also contrasts with the 
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basic structure of the piece in textural and rhythmic patterns. Melodi­

cally, however, the introduction outlines the principal tune which 

follows immediately: 

EXAMPLE 97a: Op. 51, #2 

EXAMPLE 97b: Op. 51, #2 

The harmonies in the introduction are clearly I and V7 - in the natural 

minor mode of A. 

The short introductory passage in the fourth piece, unlike the 

two introductions alreaey discussed, is incorporated in the main struc-

ture of the composition and given considerable development along with 

the folk meloey. Harmonically, it is set in a I - V context of F#-minor. 

The leading-tone is conspicuously absent from the V chord until the 
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end of the introductor,r line when the cadence is a solid V - I: 

.EXAMPlE 98: Op. 51, #4 

uv~ / I \ -;-

'-11": ,.,r.,.. 6 .I IJ 
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11 
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In the fifth piece the triplet accompanimental figure constitutes 

the main idea in the introduction. A cross-rhythmic pattern is employed 

here: 

EXAMPlE 99: Op. 51, #5 

M'ir 'J I ~ Jl 
1l I I ;• I ,• I .I 
,, -1 •• ,-_ 

V -

"' V 
I + ,. • 

The four-measure introductory passage in the sixth piece presents 

the repeated-note idea of the folk tune accompanied by a progression of 

chords that exemplifies superbly the technic of harmonic prolongation. 

Here the dominant harmoey is prolonged through a series of passing 

cllords and a dominant pedal, appearing at the third measure, serves to 

solidifY the dominant s:>und. The suspended series f:inally rests on the 

tonic at the opening o£ the principal section: 

l 
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EXAMPlE 100: Op. 51, #6 

" 
The sense of anticipation created by the harmonic framework of these 

introductions exemplifies Medtner 1 s fine sense of structural values. 

Not only does Medtner manifest a similarity- with Robert Schumann 

in rbytlunic devices and in his interest in a fanciful, poetic atmos­

phere as the Fairy-tales exemplifY but also, like Schumann, Medtner 

was inspired to write ImJ.sic far children. In the latter part of Schumann' s 

life he wrote the 43 pieces of the Album for the Young. Medtner, too, 

in the second-half of his life wrote eight pieces which he titled, 

"Romantic Sketches for the Young". The eight pieces are divided into 

four books, two pieces in each book. Each piece has a descriptive title, 

the first piece of each book is in the major mode, the second is in 

minor. Like tre .Album for the Young each piece has some technical prob­

lem, and each piece is clothed w.ith an imaginative, poetic spirit and a 

sense of wonder. In these miniatures there are no harmonic obscurities, 

no heavy chromaticism in the melodies, no extended passages and no complex 

developments. There is, however, an abundance of noble beauty and ar-

· tistic simplicity made comprehensible to the young by an open texture 

of simple lines and lU ting rhythm. 

It is not lmown for how young a plqer Medtner intended his 

sketches. An examination of the music readi~ makes clear that a pl~er 

'• 

f! 

l 
I 
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needs solll3 proficiency to pley the pieces. The Album of Schurnann, 

reveals the composer 1 s ability to speak musically in an elementary yet 

none the less artistic language. Medtner never expresses himself in 

elementary terms. His most light-hearted moments betr~ his multi-

faceted outlook on music. Thus, while the Romantic Slr.etches are 

structurally and technically simple in comparison with 11edtner 1 s other 

works they nevertheless require a certain amount of musical maturity 

for full comprehension. TI1ey might compare more accurately with 

Schumann's Scenes from Childhood which can best be interpreted by an 

adult who is young at heart • 

. The two pieces of Book One off-set one another by a contrast of 

ideas. The first piece is a pastorale prelude in A-Flat major and the 

second, in C-minor, is called "The Little Bird 1s Fairy-tale". The tex-

ture of the first piece is a running line of sixteenths against melodic 

lines that are constructed in a free, open st,yle. Examples of these 

melodies are as follov1s: 

EXA}WLE 10la: Op. 54, I, #1 

EXAHPIE lOlb: Op. 54, I, #1 

There is a Schumannesque character to the first example with its diatonic 

skips and syncopated effects. It resembles somewhat the Ill3lodic line in 

Nuni>er 21 of the Album for the Young: 
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EXANPLE 102: Schumann (Album for Young) - //21 

The second melody, indicated in Example lOlb, appears in a 

development section within a typical 11edtnerian frallJ3work of linear and 

vertical motion: 

EXAHPLE 103: Op. 54, I, #1 

Medtner 1 s polyphonic thinking is clearly seen in a similar treatment of 

the same ~relody: 

EXAMPLE 104: Op. 54, I, #1 

Thus, even in a piece of 48 bars, which is the length of the Pastorale 

Prelude, Medtner's predilection for thematic development is present. 

Furthermore, even in a miniature such as this these devices evolve 

freely and naturally without ruv forced effect. The piece ends with 
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a canonic scale-line for both hands just before the IV - V cadence. 

The second piece, "The Little Bird 1s Fairy-Tale", is thinly-

textured with two gay, freely skipping melodies and sone syncopation: 

EXANPLE 105a: Op. 54, I, #2 

EXAJ'1PLE 105b: Op. 54, I, #2 

~ 'h'-'< • ._,.,_;I I ' 

The first meloey is delicately ornamented as follows: 

EXAMPLE 106: Op. 54, I, #2 
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The second neloey is accompanied by a scale-line in sixteenths and 

followed by a series of "bird calls" alternating with the first melocy. 

The "bird call" is depicted by embellished single notes in octave skips : 

EXAMPLE 107: Op. 54, I, #2 



The piece is framed by a section skipping in a rhythmic pattern 

of .f.fJ. 
In the second book of the sketches a contrast is achieved be-

• 
t\veen a stately "Saraband Prelude 11 and a "Scherzo Fairy-tale." The 
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prelude o;f fifty measures is in B-Hajor with the diatonic :meloey set 

in the rhythmic figure of n . This rlzythmic motif is also present 

throughout the accompaniment line. Medtner 1 s attention to linear motion 

is apparent in an ascending accompaniment line against a simple, dia-

tonic :melody: 

EXANPLE 108: Op. 54, II, #1 

tl-~ 1 3 ~ '3( llus .. !) , - ~ -r-~- ---~ --,~ 

If '.11' ...- ~ ~ ~ -- •. I"' .I 
~ i.L '"t• .J .I 
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-) ~ .. rr I 
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' ~ Jt:r!- }- ft ~t- ~i I,. I I+ 'fx-#-l I,L){±)(L) 

• + 
;'\rJI-~ - - - ~ it 1'1' •· ,. 

• 11 . )( •· r-· 'I' 
/ ~ 1'. ,,. If" ~ 

,_ ..__.. -,. I- ...._ - -
Characteristic devices of Nedtner are much in evidence in the 

"Scherzo Fairy-tale." The cross-bar phrasing of the opening melody is 

unmista?~bly a Medtner label as well as the contrapuntal treatment worked 

out with the same nelody. Present, too, are harmonic changes -r;vithin the 

polyphonic "lveb. For example, after the presentation of the Ill3lody in 

E-minor a canonic texture is initiated with the first entrance on the 

dominant and the second on the lowered leading-tone of E-minor. If the 

harmonic outlook of B-:minor is preferred at the canonic entrances then 

the passage after the second entrance contains the lowered leading-tone 

of B-minor since this second passage is in a setting of D-major. 

When, further on, the canon begins again in a B-minor setting the second 

entrance begins on the raised leading-tone of B-minor, this time in a 
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Dll-minor setting. Both examples are here illustrated: 

EXAlviPLE 109a: Op. 54, II, /12 EXAMPLE 109b: 54, II, #2 

-tt ~ j' A$. .;, 57 · ..1--ll~s. '-17- ¥'1 ·~ J. ~I IT 
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TI1is t.ype of abrupt modal interchange specifical~ around the leading-

tone is a characteristic point in Medtner 1 s harmonic thought. 

The prelude in the third book is called "Tender Reproach" and 

its texture consists basical~ of scale-lines in a chromatic context. 

The first two measures typify the content of the rest of the piece: 

EXAMPLE llO : Op. 54, III, #l 
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Further on a setting of a similar texture is found in C.#-minor -

a nadiant relationship with the tonic of A Major. Again, Medtner 1s 

consciousness of linear contrast and s.ymmetry is apparent in such 

passages as this one: 

H 1 J+-

, 
> 
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EXAHPIE lll: Op. 54, III, #1 
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Here a chromatic descending line in the bass moves contra~ to an 

ascending line of fourths and fifths. 

Variety in unity is achieved by presenting the treble line of 

the opening section in diminution against the original bass. TI1is occurs 

in the re-statement of the theme at the close. 

"The Barrel-Organ-PlC\'fer Fairy-tale" which is the second piece 

of Book III is a humorous piece with its shifting from diatonic to 

chromatic settings for the same tune, abrupt alternations of major and 

minor tonalities, and progression of successive dominants. That 1-Iedtner 

errphasizes plagal harmonies, prefers the natural minor mode and relates 

keys around the lowered leading-tone is not surprising. The unique 

factor in the piece is the rmllti-varied hannonic settings for the same 

melod;y". The little tune is rhythrnica.lly patterned after the melod;y' in 

the first prelude of Book I and the harmonic content is D-minor and 

F-I1ajor - a mediant relationship: 

EXAMPlE 112 : Op. 54, III, #2 
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The sare idea is repeated a fifth lo,-Ter, the relationship thus beine; 

plagal. The next appearance of the tune shoHs chromatic changes in 

the melody and the D-m:inor tonality is coupled with 11 Neapolitan" 

harmonies, as easy transition into C-minor which is the next harmonic 

setting for the tune. 

After a definitive D-minor cadence a nmr tune is introduced, 

quieter in mood but related structurally to the first melody: 

EXM1PLE 113: Op. 54, III, #2 

n~. 5/;- ~3 

~ flt~' I~J ,I ,I,;J.Y'·V-'.[1) ) ,,,f,l ;I 
The harmonic setting here is an A-minor tonality with emphasis on the 

natural mode. A new texture is introduced in the Coda. Interlocking 

sixteenths support a new song-like melody and the harmonies are clear~ 

V - I in D-minor with some interplay on the borrowed dominant of V. 

Medtner 1s change of movement frequent~ found in his codas serves to 

add a tone of intensity to the music which, as in his introductory, pas­

sages, illustrates his sensitive concern for structural values. 

The 11Hymn Prelude 11 - the opening piece of Book IV - resembles 

the structure and texture of the three hymns of Opus 49, especially 

Number One of the set, 11Hymn Before Work. 11 In both pieces the same 

simplicity in melodic contour and harmonic content is present. Here, 

too, the relodic line is unusually extended and accompanied by broken 

chord-lines in sixteenths. The middle section of both pieces moves 

through the flat keys notably F -minor and E-Flat major. The cadence 

in the "Hymn Prelude 11 manifests a 11 Neopolitan11 setting and concern for 

voice-leading. The progression of the bass-line at the cadence 
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illustrates :Hedtner's modal outlook: 

EXAHPIE 114: Op. 54, IV, #1 

An :interchange of 6;8 and 3/4 is the highlight of "The Beggar's 

Tale" - the last piece of the Romantic Sketches. This interchange is 

quite obvious in the melodic line which opens the piece in the natural 

mode of E-minor: 

EXAHPLE 115: Op. 54, IV, #2 

Phrase-lengths move in groups of three bars rather than traditional 

four bars. The accompaniment line is characteristic of Medtner with 

emphasis on the lirear aspect resulting here, and in most of his writing, 

in the harmonic prolongation technic. Characteristic, too, is the 

repetition of the rneloqy a third higher thus shifting to the relative 

major tonality. The second repetition follows still a third higher 

resulting in a shift to B-mi.nor. 

The rhythmic subtleties made possible by combining 6/8 and 3/4 

are vast. One example which Hedtner employs as a unifying device in 

the piece is the juxtaposition and fre~ent simultaneous occurrence of 

these t110 rhythmic figures: 
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or 

m 
The first pattern is present in every section of the piece. The alterna­

tion of the 3/4 pattern w.i.. th the 6/8 one occurs twice in the first 

section and is the only rhythmic idea in the closing section. The 

example below taken from the closing section further illustrates the 

ingenious voice-leading of the lines: 

EXAMPLE 116: Op., 54, IV, #2 

The 11Romantic Sketches for the Young11 were completed in 1933. 1-1hile 

1-'Iedtner was still in France. Twelve years passed between the writing of 

these pieces and the next group of pieces in smaller forms that was to 

be the last set in this medium. In 194.5, eight years before his death, 

Medtner wrote 11 Two Elegies", Opus 59. By this time Medtner was happ~ 

settled in London. 

The two elegies are strikingly similar in structure, melodies, 

harmonic and rhythmic content. The texture of both pieces is rich in 

dissonance w:i. th a mingling of homophonic and polyphonic outlooks. 

Accomparzy-ing lines to the meloqy are laid out in broad, rhapsodic sweeps 

and highly virtuosic passages. l'lliile unusual rhythmic devices are absent 

from the llnlsic there are present, nevertheless, subtle rhythmic 
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figurations which result from the linear independence of the structure. 

A predominance of the repeated-note idea is visible in both pieces. 

The elegies begin in an identical manner, the first in A-minor, the 

second in E-Flat minor: 

EXAMPLE 117: 0p. 59, #1 
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The harmonic outlook illustrated here is continued throughout both 

pieces. At first sight, the harmony seems to be a complex structure, 

but when examined linearly, the line is actually simple. The harmoey 

can be reduced to a V - I structure. The opening chord is not the first 

harmony of the piece; rather, the first harmony is an implied V7 of 

A-minor at the sixteenth rest. This is readily admissible by the fact 

that the opening pattern of the first measure follows the V chord at 

the end of the phrase. 

The two elegies illustrate in a striking manner Medtner r s harmonic 

effect of suspending a harmony of repose, such as the tonic, over a long 

phrase. This he does by moving lines, sometimes independently and some-

times simultaneously, through a series of non-harmonics until the 

phrase terminates on an unmistakable chord of rest. It is precisely 

this type of extended suspension that creates the feeling of tension 

and pathos. 

Medtner's genius for thematic development is clearly present 
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in the two elegies. The opening measure permeates the entire structure 

~Y appearing in varied fonns, sometimes in an "agitato" context, at 

other times in a "cantabile" mood: 

EX.AHPIE 118a: Op. 59, #1 EXAMPLE 118b: Op. 59, #1 

At the end of the seccnd elegy an ingenious polyphonic develop­

ment is worked out on the same opening bars: 

EXANPLE 119: Op. 59, #2 

Hedtner's preference for the 11 Neopolitan11 harmoey at the cadence is 

illustrated in both pieces: 
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EXA11PLE 120 a: Op. 59, #1 EXA11PLE 120b: Op. 59, #2 
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Finally, the Opus 59 pieces epitomize Medtner 1 s western, romantic 

affiliations. Like the "Three Hymns 11 of Opus 49 this music is con-

structad on a single strand of inspiration which evolves from one form 

to another in a natural manner. Lacking sudden contrasts in texture 

the music projects a thorough-composed structure. 

Thus, the pieces from Opus 34 manifest a composer in the full-

ness of his art. These sets do not form a separate period of Hedtner 1s 

creativity such as is seen in the development of Scriabin' s and Stra-

vinsey 1s writing. With l1edtner there was never arv deviation from . 

the canons and creeds to which he subscribed. However, it is in these 

later pieces that the principles and outlooks manifested in Medtner's 

music are crystallized and realized definitely as hallmarks of Medtner 1s 

art. 



SUHHARY Al"'D CONCLUSION 

In the light of this study" we are led to say that the elements 

of Hedtner r s pianoforte style spring from two traditions; the one, 

classical, the other national. The off-shoots of the classical tra­

dition are identified in general by Medtner 1s consistent interest in 

structural problems. Specifically, this stress on structure is seen 

in the perfection of his phrases, their symmetry and balance. Helodic 

lines are subjected to repetitions and sequences. The melodic contour 

is generally conservative (triadic and scale-line) with frequent use 

of repeated tones. The rhythmic setting of the melodies rnake:> them 

distinctive. 

Developmental technics are particularly in the foreground of 

Medtner's craft. Smaller pieces are never fragmentary. The smallest 

nrlniature is a self-evolving, organically unified work. l1edtner achieves 

this by developing aey of the musical material presented in the exposi­

tion of the piece. Sometimes a short relodic or rhythmic motif of an 

introductory line is developed extensively, at other times two melodies 

or rhythmic ideas are treated sinrul taneously or antiphonally. ~vi thin 

the exposition itself imitation and development are employed in order 

to bind the structure of the piece together more cohesively. The 

developmental devices are realized by pure contrapuntal means (~nitation, 

canon, fugato augmentation, diminution) and by an harmonic framm·rork 

contrapuntally conceived. 

1'1edtner's harmony breaks no new ground, but it is singularly 

resourceful rdthin the accepted canons. Its resourcefulness is defined 

by a fusion of harmonic sounds resulting from the subtle employment of 
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suspensions and appoggiaturas and also resulting from the cross­

passages effected by the rhythm which leads to remarkable clashes. This 

latter factor can be describe~ as a type of polYPhony tr~ough rnythm. 

Medtner 1s codas achieve the greatest intensity of movement by 

the use of suspended harmonies and quickened rhythmic motion. The 

cadences are direct and archi tectonic in their relation to the over-all 

structure of the piece. Principal motives appear frequent~ in the 

coda and at the cadence. 

Side by side the classical tradition in ~~dtner 1 s art are 

Russian national characteristics. ~Jhile Russian folk songs are not 

literal~ quoted in Medtner' s music esthetic and.technical fact-ors of 

the Russian melos are there present. The Russian influence is seen 

when the melodies are stated directly, without ~ developmental treat­

ment. Augmented JtBlodic intervals of a second and fourth are frequently 

used. Repetition of short, melodic ideas and a ~ncopated, rhytl1mic 

context, all indicative of the Russian style, are found. 

Especi~ in tonalii{{ is Hedtner 1 s art orientated to Russian 

music. This is manifested by plagal and modal tendencies, a shifting 

from Y~jor to minor, consistent use of the natural form of the minor 

scale and a de-emphasis of the leading-tone. Rhythmic complexi.. ties and 

the use of irregular meters, characteristic of Russian music, are also 

part of Medtner's writing. An extra-musical connection between Hedtner 

and his country is the frequent quotation of Russian poets and folk 

characters in the progrrumning of his music. 

Apart from the classical and national influences, Y~dtner 1 s 

music shows an affiliation with nineteen-centuzy romanticism. The 

.. 
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titles of many of the pieces show an attraction for the character pieces 

of the west. Coloristic effects in rhapsodic textures and flashing 

sequences are identified with the romantic style and are found in 

Hedtner 1 s music. 

Medtner 1 s association with Bral1li1S is found in certain rllythmic 

inventions (cro~s·rhythms and hemiola) and a general classical outlook. 

The inspirational content of marv of his pieces, the harmonic technic 

described above and novel rhythms compare Medtner to Schumann. Medtner' s 

link with Beethoven is founded on the developmental technic and accent 

on form. 

l1edtner 's position and importance in the area of keyboard music 

are not detennined by his similarities with the great masters of the 

past. Rather, they are founded on his contribution to nu sic and the 

acceptance of his art. Medtner contributed nothing "new" to musical art 

in terms of what his contemporaries, weary of the traditional forms, -v;ere 

looking for. Hence, he was accepted by an elite fer1. But, every artist 

contributes something new by the art of his creating his unique exPres­

sion through a formal medium. Medtner 1s position is not recognized 

among the foreroost keyboard writers but, on the evidence of his music_. 

he has bequeathed to keyboard literature a host of pieces substantialJ.y 

sound in pianistic invention and rich in musical thought. On the basis 

of this analytical stuqy it is believed that Medtner 1s importance as a 

composer rests on his unique style of a fusion of western and Russian 

qualities. 
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LECTURE-RECITAL 

The composer and pianist, Nicolas Karlovich Hedtner, takes his 

place in history among the so~called second generation of russian musi­

cians. These were the men who followed Glinka, Tchaikmvsl<y, Rimsl<y­

Korsakov, Moussorgsey and the Rubenstein brothers. This second generation 

includes, among others, such composers as Liadov, Arensky, Glazounov, 

Gretchaninov, Scriabin and Rach:maninov. These men, and Hedtner is in­

cluded among them, were trained in the two centers of russian musical 

activity during the last decade of the nineteenth century - the Ho scow 

Conservatory and the St. Petersburg Conservatory. 

As a student at the Hoscou ConservatOI"IJ Medtner was influenced by 

the director of the school, Taneiev who was a master of theoretical 

counterpoint and a purist in compositional procedures. In Taneiev 1 s class 

Medtner developed a mastery of polyphonic writing that was to become a 

hallmark of his style. 

Enrolled at the 11os cov1 Conservatory with Hedtner were Rachmailinov 

and Scriabin. An interesting and informative article about Hedtner 

appeared in the November 1961 issue of Sovetskgra Muzyka, the Soviet Union's 

musical publication. The title c£ the article is 11A Contemporary of Scriabin 

and Rachmaninov. 11 The author views the three composers as contributors 

to the further development of the Liszt and Chopin tradition and at the 

same time he admits their vast difference in the means each of them chose 

to uphold this tradition. The author speaks of Rachmaninov as the bril­

liant virtuoso caught up in concert life who found his idol and inspiration 

in Tchaikowsky; Rachmaninov, the romantic, whose creative flow was unsteacy, 

who renected the grand Lisztian manner in his composition. The author 
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speaks of Scriabin, also absorbed in concert life, also the romantic, 

influenced by Chopin, Liszt, Wagner, and later, Debuss,y. Unlike ?~eh-

maninov whose roots remained in western romanticism, Scriabin pressed 

further into regions of incomprehensible obscurities. The emotionalism 

of both composers was self-conscious; their lives were filled with 

neurosis and depression. Medtner, by contrast, possessed a balanced 

emotional life and preferred composing to concertizing although he did 

not abandon performance entirely. Like Rachmaninov and Scriabin 1-ledtner 1 s 

art is linked w:i.. th the composers of the west. As Rachmaninov is tradi-

tionally identified w.i. th the flambuoyance of Liszt and Scriabin vr.i..th the 

poetic delicacies of Chopin Medtner is associated with the introspection 

of Schumann and the craftsmanship of Brahms. Such is the view.1 of a 

Soviet writer of our time .1 

Going back to the writers of Medtner 1s time He find similar com-

parisons being made. In 1917, the Russian r.rusical historian, Montagu-

Nathan, observed that with Rachmaninov perfection of structure appears to 

have been ouly a secondary consideration. His teacher, Taneiev, rigidly 

upheld the architectonic element of music. Mr. Nathan states that there 

is a composer who is to be placed between the two. The composer is 

Medtner. 2 Ten years later, Leonid Sabaneiev defined what he termed 

lo. Neygauz, 11 Sovremennik Skryabina: Ra.klumaninova, 11 Sovetskeya 
Huzyka, November, 1961, pp. 72-75. 

,... 
~Monta~-Nathan, Contempor~ Russian Composers (London: Palrner & 

H~ard, 1917), p. 235. 



188 

"Nedtnerism". His definition speaks of 11 ••• a deviation of the Chopin­

Liszt-Scriabin path in the direction of Brahms-Schumann-Beethoven. 11 3 

After Hedtner 1 s death in 1951 most historians continued to place 

him in the German late romantic culture. In 1957 Richard Leona.rd states 

in his comprehensive history of Russian music that "Medtner descended 

from Brahms and Schumann. u4 Leonard supports his thesis by listing 

certain technical mannerisms of Brahms which are found in Hedtncr's music. 

He points out that the two composers are similar in contrapuntal tech-

nical procedures, deployment of chords and harmonic texture. Leonard 

also finds the influence of the Russian folk idiom in Medtner' s works. 

Harold Truscott writes that " • • • there is in much of (:Hedtner' s) work 

'What is perhaps as profound an e:xpression of and comr.1entary on the 

Russian spirit as one finds in the work of Dostoevsky, Tchekov, Pushkin 

and Turgenev."5 

The latest commentary on l1edtner 1s position appeared in the January, 

1965 issue of Nu sic and Letters. Here Malcolm Boyd speaks of Jviedtn~r 1 s 

style as springing from two main traditions, the nineteenth century German 

idiom and the Russian tradition. He speaks of the Medtner-Brahms comparison 

w.i. th restrictions to classical outlook and the use of cross-rlvthms. The 

3Leonid Sabaneiev, "Two Critiques", Music and Letters, July, 1927, 
p. 334. -

4Richard A. Leonard, !_ History of Russian Music (New York: The 
Hacmillan Co., 1957), p. 342. 

5uarold Truscott, 11 Nicolas Hedtner", The Chesterian, Sunnner 1956, 
p. 7. 
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Beethoven influence he sees as more far-reaching in terms of sonata 

structure and thematic development. In reference to the Russian traits 

Hr. Boyd makes the point that while Medtner did not consci ousJ.y 11 
• • • 

cultivate a 'national style' his national interest was so Im.lCh a part 

of him that the Russian quality is umnistakabJ.y present in his art. 6 

Medtner·wrote a book in 1933 which he called The ~~the 

Fashion. Here Medtner compiled his beliefs, principles and philosophy 

of Im.lsic. The thesis of the book is summed up in this one statement found 

in the first chapter: 11What is generally supposed to be artistic pro-

gress can be a movenent towards perfection only when it contains no 

deliberate departure from the simplicity of the fundamental senses of 

art."? By "senses" Medtner maans the inherent principles of Imlsic. This 

was }~dtner 1 s musical creed from which he never deviated despite the 

changing views of the composers of his time. Medtner, on principle, re-

fused to be caught up in the rapid tide of extreme experimentation which 

existed in the musical world of the early twentieth century in which he 

lived. He stood as a solitary figure, reviewing the stream of musical 

activity during the first four decades of the twentieth century, convinced 

that new forms of expression could be found within the old framework of 

writing. This is perhaps the true basis of the link between Medther and 

Brmms. Like Brahms, Medtner sought to write in accepted fon':lS and, 

%1colm Boyd, "The Songs of Nicolas Medtner", M.lsic and Letters, 
January, 1965, pp. 16-22. -

7Nicolas Nedtner~ The fuse and the Fashion, (Philadelphia: Haverford 
College Bookstore, 1951J,-p7 rrr;-------
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vrith:in the traditional fra:roowork, to express what he felt. Airy deviation 

from the traditional laws of music Medtner regards as a pseudo-expression. 

He looks upon tonality as the foundation of music and po]ytonality as 

incongruous. Tonality is defined in his book as the focal point of the 

musical language, consonance is the pivot and dissonance is meaningful 

only when it relates to consonance. 

Throughout the book Medtner 1 s views are clearly stated with 

regard to melo(zy", harmony, rhythm, form and them~. Medtner places primary 

importance on the theroo which he calls "the kernel of form. n8 \rJhile he 

attempts to define other eleroonts of the nmsical language Hedtner regards 

the theme as ineffable and, therefore, be,yond a definition outside itself. 

The theroo may be embodied :in aey nmsical element such as a rhythmic pat­

tern, a coloristic effect, an harmonic progression or, more frequent~, 

a melo(zy". lfuatever fonn it takes it must be the central, motivating 

force, the organizing principle of the composition. Because it is so 

orga.-1.ically involved in the structure of tbe work the theme is usually 

realized ~J combining two or three elements. For example, in Op. 14, 

No. 2, the organizing principle of the piece is at once the short, 

rhythmic motif on a repeated-note and the polyphonic texture. Hence, 

the theme is realized in both rhythm and texture. Throughout his dis­

cussion Medtner is clearly defending his position against the nmsical 

innovations of his time. Chapter T'nree is exclusively devoted to "The 

Defence of the Fundamental Position of the Past Theory of Husic."9 

8~., p. 43. 

9~., pp. 56-61. 
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The book is indeed the ripened fruit of Hedtner's deep convictions of 

the fundamental nature and purpose of music and of the contempor~J 

innovations of his dCl\'f. 

IVhat, in definition, are the elements which constitute l1edtner 1 s 

pianistic s"t:vrle? To arrive at a clear and definite answer to tbis 

problem we shall go direct~ to the music and examine representative 

pieces from a major category of Medtner 1s pianistic output, namely, the 

piano solo music in smaller forms. We have chosen four from this reper-

tory which collective~ define the art of Medtner. Our discussion of 

the nusic and statement of conclusions are premised by I1edtner 1s position 

in history as evaluated by his contemporaries and the writers of our own 

time. 

From the piano solo music in smaller forms the most popular and 

best known sets are the "skazky 11 , misleadingly translated 11fairy tales • 11 

I sey 11 misleading~" because Russian folk-lore knows nothing of fairies. 

The lead:i.ng role in the 11 skazey" is held by witches, spirits of the water 

and forest, marvelous animals and monsters of every kind. T"ne French 

vmrd, "contes", is a more accurate synoeym and the English word, legend, 

would be more appropriate. In speaking of Medtner 1s fairy tales Ivan 

~in regards them as introspective works -that is, talcs of oLc 1s 

experiences - conflicts of the inner life of a man.l0 Like Schmnann, 

Nedtner is well suited to the folk tale atmosphere. Of all his composi-

tions 1-'Iedtner's fairy tales seem to be the most remarkable for balanced 

texture and perfection of form. Their lyrical nature and quasi-narrative 

10nichard Holt, Nicolas 11edtner, A Tribute (London: Dennis Dobson, 
Ltd., 1955), pp. 175-180. 



tone justifY the title. 

The "1-Iarch of the Knights", op. 14 No. 2, exemplifies a basic 

characteristic of Hedtner's nn1sic, namely, special emphasis on form; 
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form within the composition and the over-all form of the outer structure. 

The principal motives - be the,r melodic, rhythmic or both - arc de­

veloped extens~vely throughout the composition within a frameHork of· 

symmet:ry and balance. In this piece we are conscious of the fact that 

Medtner is a graphic artist who stresses design rather than color. 

At times, the texture of Medtner's ITD.lsic can be thick and the 

~sical canvas heavily laden with intricate, chromatic lines weaving 

themselves interdependently of one another. So it is with the 11 Narch 

of the Knights, 11 The piece is set, for the most part, in the lower 

register of the ke,yboard and the prevalence of chromatic inflections and 

the minor tonali~ all result in a heavy, sonorous quality. Medtner 

thinks polyphonically. It is counterpoint that is the organizing dis­

cipline in 11edtner 1s harmonic technic. In his book he states, 11To write 

in counterpoint is to give a harmonic coincidence to the separate, 

self -sufficient voices at all points. To write in harmony is to aim at 

the ve:ry sa.."lle coincidence of point, i.e., at counterpoint.ull Completely 

contrapuntal in content tm "!·!arch" has been appraised by Joseph Yasser 

as "one of the most elaborately developed of arry of Medtner' s works. rrl2 

The structure takes on the form of a rondo with developmental aspects 

which categorizes the piece mare or less as a sonata-rondo form. 

ll:r.redtner, !?E.• ill_., P• 75 • 
12Holt, ~· ill_., pp. 53-56. 
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The nmsic of :Hedtner is always energetic. This is accounted for 

not only by his polyphonic thinking but also by his imaginative rhythmic 

vocabulary. A curious interplay of triplets, duplets, cross-rhythms 

and the hemiola is an integral part of ME3dtner 1s rhythm. Syncopation is 

its essential factor. The rhythmic structure of the 111'1arch" is founded 

on syncopation. 

Nedtner 1 s relodic lines make frequent use of the repeated-note 

motif, sequential repetitions and a sorewhat conservative contour. These 

factors are apparent in the two principal themes of the "1-'Iarch. 11 The 

first theme is stated immediately as follo-vrs: 

EXA11PLE 1: Op. 14, No. 2 - 11eas. 1-2 

The second theme is more resolute in character and·simpler in r~hmic 

design: 

EXAHPLE 2: Op. 14, No. 2 - Heas. 37-38 

The contrapuntal technics employed in the "Harch 11 are mai"zy'. The rhythmic 

figure of the initial motif (1f!J)) pervades the entire structure and 

it is particular]¥ intriguiging when the two themes appear simultaneously; 

first, in a single-two-voiced counterpoint, then, in three parts with 

the second theme forming a canon with itself at the fifth in the tuo upper 

parts and the first theme appearing in the bass. This is followed by a 
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climactic section in which the second theme is pitted against itself in 

augmentation. The pianissimo section which then follows consists of a 

series of sequential imitations based on the first theme. Apart from 

these devices there are instances of inversion, dimirmtion and varied 

forms of imitation. 

Because.of the contrapuntal precision of the piece and the 

chromatic texture the music projects an intellectual, austere quality. 

Ernest Newma.n might well be describing the 111':-Iarch of the Knights 11 1-ihen 

he stated that 11 • • • Medtmr, who has specialized upon the piano as 

truly as Chopin did ••• has developed a virile idiom and a system of 

pianistic sonorities that are quite his own.nl3 

We turn now to an examination of the first fairy tale of Opus 34 

which Nedtner calls "The Fairy Violin. " This piece typifies a change 

in style which became apparent from Opus 34 on. The technical procedures 

manifested in Medtner's art in the earlier pieces continue to be a part 

of his craft, but the pieces from Opus 34 are injected with more calor, 

dramatic effects and contrasts of moods. The element of concentrated 

conciseness found frequently in the earlier pieces gives wcy now to a 

stylo of free abandon. While rlzy"thmic complexities are minimized in 

the later pieces subtle sensitivity to rhythmic change and flow is ali·Tays 

present. Melodic invention becomes more imaginative. This is clearly 

evident in this first piece of Opus 34. The melodies aro ornately 

arched and free in movement as indicated by sudden shifts in melodic 

13ed. Hubert VanThal, Testament of l>fusic (Neu York: Alfred A. 
Knopf, 1963), p. 192. --
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direction and broad skips in the contour of the line. Sequential effects 

are employed in the extension of the melodic lines. The terminal point 

of the line is on the lowered supertonic - a favorite sound of Y.tedtner 

as are all the plagal and mediant hannonies. Here is the principal 

meloqy of Op. 34, No. 1: 

EXfu~LE 3: Op •. 34, No. 1 - Meas. 1-3 

This line just pleyed and the concluding line of the f:irst section are 

given extensive development throughout the piece. 

The structure of the fairy tale as a whole is a modified ternary 

form based on the sonata principle. In Medtner's structure the so-called 

11B11 section rarely introduces new material. Rather, it is a develop-

mental section on a:rry of the initial material presented in the first 

part. The opening section, or "A" section of Op. 34, No. 1 is in a 

quasi-rondo form which can be expressed in the follo-vdng letter-scheme: 

A-B-A-C-A. The c cntrasts in style and texture of the three parts are 

dramatic indeed. The cantabile principal part alternates first 1·rith a 

capricious, dance-like section, then with a pleyful, presto part. Hm.;-

ever, the alternations of themes are not as clear-cut as this description 

may sound. Medtner never isolates one theme from the other. Thematic 

material is always inter-related and it is not uncommon for the theme 

of one section to appear in another, sometimes quite obviously, at other 

times, more subtly. So it is in the first major section of this piece. 

The developmental section makes use of the first theme or can-

tabile theme principally and also the "presto" theme. The dynamic 
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coloration.and sudden changes in texture are rare dramatic moments in 

Medtner's music. ~ical of the composer is the fact that no matter how 

lean the texture the vigorous pulse is never found wanting. 

This first piece of Opus 34, 11 The Fairy Violin11 , exemplifies 

Hedtner 1s freer and m:>re colorful style and instances the composer's 

technic of the .organic evolution of germinal ideas with striking con­

trasts in style and texture. 

Although Beethoven was Y~dtner's idol more than Glinka his russian 

nationality projected itself without a doubt in his music. l~dtner was 

not inclined to quoting russian folk melodies, mat he called "ethno­

graphic trimmings 11 • His ITD.lsic nevertheless contains, at times, man;y 

characteristics of the russian national style and many of his pieces are 

inspired by russian tales and poems. A case in point is the Opus .51 

set of tales. The pieces are dedicated to Zolushka and Ivanushka, two 

of the most beloved personages in russian national lore and commonly 

referred to as Cinderella and Ivan the Fool. This last set of fairy 

tales which I·Iedtner wrote is full of nelodic charm, grace and nobi:Lity. 

In an;y of the tales that are directly related to russian life and 

thought Nedtner projects a quality that is undeniably authentic. The 

individuality of his melodic structure, his rhythmic and harmonic vo­

cabulary are expressed with graceful ease and naturalness when his 

inspiration springs from russian ties. If we analyze russian folk tunes -

and this can be said for most folk tunes - we find that they are usually 

simple, diatonic lines with step-wise or triadic contour structured on 

the principle of repetition. The harmo:qy is simple with few chord changes 

and the rhythm is either syncopated or set to alternating meters. If 

the meloqy is in minor the lowered-seventh is usually emplqyed thus 
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producing a modal sound. Another distinction of the minor folk tune is 

the sudden shifting to the major mode. 

The russian folk tune, DO~JN THE 110THER VOLGA, exemplifies the 

diatonic melodic line and the modal sound: 

EXAHPLE 4: 

The triadic shape of the folk line and the shift from minor to 

major sound are exenplified by the folk tune, I WILL GO FAST TO THE 

RUNNING RIVER: 

EX.A11PLE 5: 

If the tune is in the major mode it is not uncommon to hear a 

predominance of plagal and nediant sounds. An example of this is the 

folk tune ROH.fu~ TREE which also includes al ternati:ng rhythms: 

EXA11PLE 6: 

Now turning to Medtner's music, specifically Opus 51, we hear in 

the first tale a meloey set in minor with the typical folk tune contour 

and the modal sound effected by the lowered seventh: 
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EXAHPLE 7: Op. 51, No. 1 

The second tale, also in minor, has the same characteristics as observed 

in the first piece with the addition of the shifting to the major mode: 

EXAI-JPLE 8: Op. 51, No. 2 

The sixth piece, written in the major mode, exemplifies the emphasis on 

the plagal sound: 

EXAH?LE o: Op. 51, No. 6 

The melodic design of the third piece is both triadic and diatonic in 

outline. TDe element of repetition, s,yncopated rnythm and laclc of chro-

maticism are all apparent: 

EX.AHPLE 10: Op. S'J., No. 3 

Again the typical Hedtnerian device of thematic developnont pervades 

the piece. The three-note motif at the beginning and the second phrase 

are given extensive development. The two motives alternate between 

treble and bass in a series of sequences. Hedtner 1 s harmonic resources 
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are always concise, but in this piece the dominant-tonic relationship 

is more apparent. This third tale of Opus 51 reveals without doubt that 

the composer had a profound understanding of the Russian folk malos and 

he is perhaps at his best >vhen dealing with the tales of his native land. 

Apart from the 33 fairy tales in Medtner's reperto~ the category 

of smaller for~ pieces includes 61 others which bear such titles as 

DI'IHYRA11BS, LYRICAL FRAGNENTS, NOVELETTES, ARABESQUES and ll'IPROVISATI ONS. 

Some comment should be made on the eig.h.t pieces entitled "Romantic 

Sketches for the Young." We recall that Robert Schumann, in the latter 

part of his life, wrote the 43 pieces of the Album for the Young. Nedtner, 

too, in later life, was inspired to write these sketches for children. 

Like tm ALBUl1 each of Medtner' s pieces has some technical problem and 

each piece is clothed with an imaginative, poetic spirit and a sense of 

wonder. In these miniatures there are no harmonic obscurities, no heavy 

chromaticism in the melodies, no extended passages and no complex develop­

ments. There is, however, an abundance of noble beauty and artistic 

simplicity made comprehehsible to the young by an open texture of simple 

lines and lilting rhythm. It is not lmown for how young a player Medtner 

intended his sketches. An examination of the music readily makes clear 

that a player needs some proficiency to pla;r the pieces. The ALBUI1 of 

Schumann reveals the composer's ability to speak rrru.sically in elementary 

yet none the 1 ess artistic language. Medtner never expresses himself in 

elementarJ terms. His most light-hearted moments betr~ his multi-faceted 

outlook on music. Thus, while the Romantic Sketches are structurally and 

technically simple in comparison with Medtner 1 s other works they never­

theless require a certain amount of nusical maturity for full comprehension. 

They might compare more accurately w.i th Schumann' s Scenes from Childhood. 

Another group of pieces that are significant in terms of a defini-
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tion of Nedtner's pianistic style are the three sets of pieces lmmm as 

Forgotten Nelodies. They were written in 1919 and 1920, two years after 

the October Bolshevik Revolution. Each piece is imprinted 'With nostalgic 

sentiment of bygone days. The pieces comprise Opus 38, 39 and 40. Host 

of Opus 38 and all of Opus 40 are dances, presumab]y reminiscent of 

russian life before the revolution. The dances are lively in character 

with emphasis on syncopated rlvfum, ingenious melodic phrasing and con­

trasts of style w:i.. thin the same piece. The Forgotten 11elodies were the 

last compositions written by .Hedtner on russian soil. The third piece 

of Opus 38 titled, "Danza Festiva" epitomizes the pieces of the three 

sets. It is melodical]y structured in a folklike manner. TI1is is evi­

denced aJ the diatonic movement, repetition of fragments of the meloqy 

in shifting reythm:i..c beats and brisk, simple, rhythmic context. The 

dance tune in most of these pieces begins after a vigorous introduction. 

The opening bars of the "Danza Festiva", vlritten in the character of a 

fanfare, also appear with some extension before the second section of 

the piece. They ap:r:;ear again in a turbulent setting just before the re­

turn of the first section. The second major section of the dance contrasts 

with the vigorous, jubilant opening by a highly romantic quality. The 

distinct feature of this second section is the multi-varied settings of 

the melodic material. The meloctf is presented in sequential patterns 

but with contrasts of qynamic textures. It is heard in a high treble 

range, a rhapsodic wide range setting and in a stately, majestic solid­

chord fashion. The sequential patterns lead directly into a series of 

vo.riations on the melody 'Which evolve quite natural]y one from the other. 

Apart from the emphasis on s.yncopation the rnythmic vocabul~ likewise 

stresses the duplet figure. N'.any examples of cross-rhythms are also 
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found. The harmonic context is comparatively simple. The dominant-tonic 

progression is more pronounced especiallY in the brisk, folk-lDce dances. 

The piece is rich in melodic freshness, imaginatively flexible in rhythm 

and phrasing, vibrantly gay and festive in style, and homophonic, for the 

most part, in a thin but full texture. 

Thus, we. have seen that the elements of Medtner 1 s pianoforte style 

spring from three outlooks: the classical, the romantic, and the national. 

The off-shoots of the classical tradition are identified in general b,y 

Hedtner 1 s consistent interest in structural problems. Specifically, this 

stress on structure is seen in the perfection of his phrases, their 

S'.{mmetry and balance. Developmental technics are particularly in the 

foreground of l1edtner 1 s craft. Smaller pieces are never fragmentary. 

The smallest miniature is a self-evolving, organically unified work. 

}fudtner achieves this by developing any of the musical material presented 

in the exposition of the piece. Sometimes a short melodic or rhythmic 

motif of an introductar,y line is developed extensively, at other times 

two melodies or rhythmic ideas are treated simultaneously or antiphonally. 

Nedtner 1 s harmoey breaks no new ground, but it is singularly resourceful 

within the accepted canons. His resourcefulness is defined by a linear 

concept resulting in the interpenetration of two harmonic streams. The 

cross-passages effected by the rhythm also result in extraordinar,y har­

monic coloration. 

Medtner 1 s codas achieve the greatest intensity of movement by 

the use of suspended harmonies and quickened rhythmic motion. The cadences 

are direct and architectonic in their relation to the over-all structure 

of the piece. Principal motives appear frequently in the coda and at 

the cadence, as we shall hear in these four pieces. 
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Side by side the classical tradition in Medtner 1s art are russian 

national characteristics. \-Jhile russian folk songs are not literally 

quoted in Hedtner 1 s music we have seen that esthetic and technical fac­

tors of the russian melos are there present. The russian influence is seen 

in the melodies when they are stated directly without anr developmental 

treatment. Augmented :rrelodic intervals of a seoond and fourth are used. 

Repetition of short, melodic ideas and a syncopated rhythmic context, 

all indicative of the russian folk style, are found. In harmocy, we find 

plagal and modal tendencies, a shifting from ma.ior to minor, consistent 

use of the natural form of the minor scale and a de-emphasis of the 

leading-tone. Rb~hrnic complexities and the use of irregular meters are 

also part of his 'lvriting. .An extra-musical connection between Nedtner 

and his country is the frequent quotation of russian poets and folk 

characters in the programming of his nusic. 

Apart from the classical and national influences I~dt1llir 1 s music 

shows an affiliation with nineteenth century romanticism. The titles 

of many of the pieces show an attraction for the character pieces of 

the west. l1edtner 1 s leanings to the fanciful, coloristic effects in 

rhapsodic textures and flasl11 sequences are identified with the romantic 

style. 

The four compositions that I will pl~ demonstrate a fusion of 

classical, romantic and national outlooks. With I1edtner there is never 

a dichotonw of heart and mind. As we listen to his music we understand 

more clear~ }fudtner 1s feeling for rubato, or, as he preferred to call 

it, "flexibility of phrasing"; the remarkable resilience and buoyancy of 

his rhythm, and, above all, his preoccupation with developmental technics. 

In an address to a group of Moscow musicians given in I1oscow in 
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1927 on the occasion of Hedtner 1 s return to his native country for a 

concert tour the art of Nicolas Medtner was evaluated as displqying the 

highest artistic standards. His creative path was looked upon as "straight 

and unswerving. 11 

I~dtner's position and importance in the area of keyboard music 

are not dete~ned by his similarities with the great masters of the past. 

Rather, they are founded on his contribution to music and the acceptance 

of his art. :Hedtner contributed nothing "new" to musical art in terms 

of what his contemporaries, weary of the traditional forms, were looking 

for. Hence, he was accepted by an elite few. But, every artist con­

tributes something new by the fact of his having something to say that 

is uniquely his own. And he sczy-s it in an enchanting as vTell as brilliant 

and vitally expressive manner. 


