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ABSTRACT

ANTON RUBINSTEIN’S FOUR PIANO SONATAS

by
JIN-OK LEE

Adviser: Professor L. Poundie Burstein

Anton Rubinstein’s piano sonatas display stylistic features that at its time were
characteristic of a conservative Russian approach to composition. Unlike in the works of
some of Rubinstein's Russian contemporaries, these works eschew "folkiness" and are
firmly embedded in the tonal and formal tradition of Western Europe. Although
Rubinstein's sonatas do play with standard tonal and formal structures of the Romantic
period to a certain extent, they nevertheless seem to be firmly in dialogue with classical

sonata form and traditional tonality.
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TERMINOLOGY !

Caesura-fill: connective material, of variable length, bridging a caesura---either a medial
caesura or a final caesura---to the next thematic module.

Essential expositional closure: the first satisfactory perfect authentic cadence that occurs
within secondary theme area in an exposition.

Essential structural closure: the first satisfactory perfect authentic cadence that occurs
within secondary theme area in a recapitulation.

Precore: the initial unit of a development section, preceding a core or core substitute.

!The terms and definitions above are extracted from James Hepokoski and Warren Darcy,
Elements of Sonata Theory (New York: Oxford University Press, 2006), and William E.
Caplin, Classical Form: A Theory of Formal Functions for the Instrumental Music of

Haydn, Mozart, and Beethoven (New York: Oxford University Press, 1998).



INTRODUCTION

In his day Anton Rubinstein (1829-94) achieved fame both as a virtuosic pianist
and a composer. In performance he was regarded as a rival of Liszt. Hesonhe dirst
Russian composer whose compositions were widely played in the concert halls and opera
theaters of Germany and Austtidioday he is remembered primarily as a legendary

pianist. Often he is confused with Arthur Rubinstein, the twentieth-centurytpianis

Rubinstein was a prolific composer of both instrumental and vocal music. His
opus numbers reach to 121, and there are many more works that do not have opus
numbers. He wrote five concertos, a few fantasy-like pieces for piano and @& cfost
piano sonatas, a number of character pieces such as etudes, prellattss, liEdrcarolles,
and many ensemble pieces for piano and other instruments. Though many of his works
were popular in their day, only tiMelody in F,one of his smallest pieces, is widely

known today.

This neglect is probably due to the critical reception of his compositions, which
were often said to lack individuality and to imitate the music of Felix Mesdah
(1809-47) a little too closely. Cesar Antonovitch Cui (1835-1918) and Alexander Serov
(1820-71) were perhaps the most negative critics of Rubinstein’s music. Irrihe Pa

Revue et Gazette Musicafeyi observed that “Anton Rubinstein’s art was the outcome

1Victor Walter and D. A. Modell, “Reminiscence of Anton Rubinsteifiiie Musical
Quarterly, Vol. 5, No. 1 (Jan., 1919): 15.



of Mendelssohn?And as Charles MacLean has noted, “unfortunately almost every
writer on the subject since 1880 has seized on that remark, and blindly and literally
copied it, to Rubinstein’s disparagemehGiven that Rubinstein spent the greater part of
his youth in Germany and Austria, it is indeed possible that he came undehubecaf

of Mendelssohn. His use of conservative classic forms, tuneful melodies, antbbabk
language would seem to confirm this. But Rubinstein’s melodies are for the ntost par
original. And is it not often the case that even the greatest composers shofludree

of their predecessors?

Given that Rubinstein is considered “a belated Classical rather than a Rgmant
his works in sonata form can be the truest test of his compositional skill andthe be
measure of his ability as a compo$ém.this dissertation, therefore, | will analyze
Rubinstein’s four piano sonatas, focusing on each sonata’s individual chanastansit
also its relationships to the other three sonatas. In so doing, | shall attenugidatel
Rubinstein’s compositional style, and to track the compositional development of each

sonata through the different periods of the composer’s life.
Rubinstein’s life

There are numerous books and articles that partially tell the story of Rubgste

life, though only a few offer much in the way of detail. A notable exceptidntisn

2 Charles MacLean, “Rubinstein as Composer for the PianofdPteteedings of the
Musical Association 39" Sess. (1912-13): 139.

*Ibid., 139.

* Leonid Sabaneev and S. W. Pring, “Anton Rubinstein (Born November 28, 1828),”
Musical Times Vol. 70, No. 1041 (Nov. 1, 1929): 977.



Rubinstein: A Life in Musiby Philip S. Taylor. This book describes Rubinstein’s
personal journey not only as a musician but also as a person. A great deal of
correspondence with other musicians and with the Russian Imperial familynghoow

they affected his musical activities, is described.

Two other books that discuss Rubinstein in some detallisnesoby Harvey
Sachs, andutobiography of Anton Rubinstdily the composét. Though neither is as
thorough as Taylor's monograph, they are nevertheless quite informative fGaces
on Rubinstein’s life as a musician, and the composer’s autobiography is lkdegeted
to the memorable events of his life. Still more information on Rubinstein’s &felra

gleaned from various articles and books about other composers.

Rubinstein, the third of six children, was born in 1829 in the village of
Vichvatijnetz, near the border between Moldavia and Ukraine. His brother, Nichola

(1835-81), became co-founder of Moscow Conservatory with Anton. Although Anton

> Anton RubinsteinAutobiographical Storiegd. L. A. Barenboym, 3vols. (Moscow:
Muzika, 1983-86), 1:67; cited and translated in Philip S. Taglotpn Rubinstein: A Life
in Music(Bloomington and Indianapolis: Indiana University Press, 2007).

® Harvey Sachsyirtuoso(New York: Thames and Hudson, 198®hton Rubinstein,
Autobiography of Rubinsteitrans. Aline Delano (Boston: Little, Brown, and Company,
1890).

"These include Herbert WeinstodiGhaikovskyNew York: Da Capo press, 1980), and
Berthold LitzmannClara Schumann: An Artist’s Life; based on material found in diaries
and letters2 vols. translated and abridged from the fourth edition by Grace E. Hadow
(New York: Da Capo Press, 1979). In addition to these books, the following outline of
Rubinstein’s life is based on the aforementioned articles byewahd Modell, MacLean,
Sabaneev and Pring, as well as Julien Tiersot, “Liszt in Framhe,Musical Quarterly

vol. 22, No. 3 (July 1936), and Gerald Abraham, “Anton Rubinstein: Russian Composer,”
Journal of the Musical Times, Vol. 86, No. 1234 (Dec., 1945).



was born a Jew, his family converted to Russian Orthodoxy before he was barely tw

years old in order to avoid Tsar Nicholas I's anti-Semifism.

He started piano lessons with his mother, Kaleriya Khristoforovna, at the age of
five. After a year and a half, he was accepted by Moscow’s leading teiacioer,
Alexandre Villoing, who became Rubinstein’s first and last piano teacher. diegdno
Rubinstein: “Villoing had a good hand position and a good ear. He paid a great deal of
attention to tone. This came from the Field school, of which he was one of the finest

pupils.”

Rubinstein’s first public concert was in Moscow in 1839, when he was just ten
years old. The program included works by popular composers of the time: Johann N.
Hummel (1778-1837), Sigismond Thalberg (1812-71), Franz Liszt, John Field (c. 1782-
1837), and Adolf von Henselt (1814-89). Later that year, he went to Paris with Villoing
in hopes of studying at the Paris Conservatory. But Luigi Cherubini, direictioe
Conservatory and an opponent of child prodigies, would not even allow him to audition.
France was also hostile to foreigners at this time, and Liszt had badierejected by
the Conservatory for similar reasdfi$donetheless, Rubinstein stayed in Paris for six

months, giving some private concerts.

8 Harvey SachsVirtuoso(New York: Thames and Hudson, 1982), 64.

® Anton RubinsteinAutobiographical Storiexd. L. A. Barenboym, 3vols. (Moscow:
Muzika, 1983-86), 1:67; cited and translated in Philip S. Taglotpn Rubinstein: A Life
in Music(Bloomington and Indianapolis: Indiana University Press, 2007), 9.

19 Julien Tiersot, “Liszt in France,The Musical Quarterlyvol. 22, No. 3 (July 1936),
284.



The years of 1840-42 were busy for the young Rubinstein. Villoing arranged
concerts for him in Germany, Vienna, London, Paris, Sweden, and Norway. It wag durin
a short stay in Paris after returning from the concert tour in 1841 that Rubinséed
Liszt playing for the first time. Liszt appeared at the Salle Erardpbtiee two most
celebrated concert venues in Paris. Rubinstein was so impressed bhdtiset began to
imitate Liszt’s facial expressions and his habit of tossing his hair back whil

performing™

Rubinstein’s concert tour in Europe provided him with opportunities to meet the
great musicians of his day. Those who came to hear Rubinstein play inclugle Lisz
Chopin, Mendelssohn, and Ignaz Moscheles (1794-1870). After hearing Rubinstein play,
Chopin invited him to his studio and played his own Impromptu from the manuscript.
Liszt, moreover, suggested to Villoing that he take Rubinstein to Germany for
composition lessons, for Liszt thought the boy had mastered the piano and did not need

further instruction on it?

Taking Liszt’s advice, Rubinstein arrived at Berlin with his brother Nicholas, hi
mother, and his sister Luba in 1844. In Berlin, the Rubinstein brothers had the
opportunity to play for both Mendelssohn and Meyerbeer, and both made the same set of
suggestions: “They concluded that Anton had reached the stage where he alone could

perfect his art as a performer, and as for Nicholas, they recommendet lesth

1 SachsVirtuosq 83.

2 Taylor, Anton Rubinstein: A Life in Musit3.



Theodor Kullak, perhaps the finest piano teacher in Berlin.” For harmony lessons, the

brothers were sent to Siegfried W. Dehn, with whom Glinka had studied in the'$830s.

In 1846, news that Rubinstein’s father, Gregori Romanovich, was seriously ill
compelled his family to return home. Leaving Anton alone in Berlin, the famiuyred
to Moscow to find Gregori already dead; they also discovered that Gregoeftidm:im
deep in debt. Rubinstein’s lessons with Dehn came to an abrupt end. He soon left Berlin

for Vienna in the hopes that his opportunities to survive as a teacher would be better.

The revolution of 1848 brought changes not only to politics but also to music
through the rise of nationalism. Rubinstein seems to be one of those who caught that
fever, for he returned to Russia with the intention of writing an opera basedussian
subject. It became the genesis of his first odenaitry DonskoyIn 1849-53, Rubinstein
gave a number of concerts in Russia, frequently at the imperial court, antéhere
became acquainted with many intellectuals. One of them was Grand Diehesa
Pavlovna, sister of Tsar Nicholas, who, as his most devoted patroness, helped him to

establish the Russian Music Society and the St Petersburg Conservatory.

Rubinstein resumed his European concert tours in 1854, now as composer as well
as pianist. Among his first stops was Weimar, where Liszt was Kagisten Rubinstein
spent several long periods there that year, living at the Altenburg,d.isstdencé?
During this time, Liszt mentioned Rubinstein’s compositions in letters to some of h

pupils and friends. Below are three excerpts:

2 Ibid., 18.

“Ibid., 70.



Rubinstein is a clever fellow—the most notable musician,
pianist and composer, indeed, who has appeared to me
from among the newer lights, with the exception of Murls
(Liszt’s disciple)..But he possesses tremendous material,
and an extraordinary versatility in the handling of it. He
brought with him about forty or fifty manuscripts...which |
read through with much interest...

Liszt wrote to his student, Hans von Bilow:

Do you know Rubinstein? He is a model worker and has an
uncommon artistic individuality...He is twenty-five (sic)
years old, has true pianistic talent (which he has neglected
in recent years); and it would be unjust to measure him by
an ordinary yardstick.
In a letter to his friend Dr. Franz Brendel, Liszt complimented Rubmstei
but referred to him as:
The pseudo-musician of the future...still, | do not want to
preach to him---he may sow his wild oats and fish deeper in
the Mendelssohn waters, and even swim away if he likes.
But sooner and later | am certain he will give up the

apparent and the formalistic for the organically real, if he
does not want to stand stifl.

In the winter of 1856-57, Rubinstein stayed in Nice with Yelena Pavlovna’s
entourage. Many of the Russian imperial family were also thereslathis time that
Rubinstein and Pavlovna began to be concerned about the state of Russian musical
education, which may have been spurred by a personal experience of Rubinstein’s that
underscored the lowly position of musicians in Russia. He recalls the incident in his

autobiography:

On one occasion while | was performing my religious
duties, | went to confession in the Kazan Cathedral. After

15 SachsVirtuosq 70.



confession | proceeded to the table to have my name
enrolled in the books. The deacon began his inquiries:
“Your name, rank, and vocation?” “Rubinstein, artist,” |
said. “Are you employed in the theatre?” “No.” “Then
perhaps you give lessons in some school?” “I do not,” |
replied. The deacon appeared surprised, but no more so
than I. We both remained silent. “I am a musician, an
artist,” | repeated. “Yes, | understand; but are you in the
government service?” “I told you that | was not.” “Who are
you then? How shall we describe you?” For several
minutes the questioning went on. | know not how it would
have ended had it not occurred to the deacon to say, “May |
ask your father’s profession?” “A merchant of the second
guild.” “Now, then, we understand!” exclaimed the deacon,
greatly relieved. “You are the son of a merchant of the
second guild, and as such we shall inscribe your ndte.”

With the desire to make music more professional, and with the help of Yelena
Pavlovna, Rubinstein founded the Russian Musical Society (RMS) in 1859. The primary
goals of the Society were to improve the system of Russian music education and to
encourage Russian musicians. On account of the severe censorship of the Tsar over
setting up any kind of societies, however, it was almost impossible to organize a new
society at that time. In order to pursue its goals, the RMS had to take contmol of a

inactive music society already sanctioned by the governthent.

With the support of the RMS, the St Petersburg Conservatory was founded in
1862. “Despite Rubinstein’s wish for the new institution to be known as a conservatory,

the government had objected to the foreign sounding word and insisted on it being called

'® Rubinstein Autobiography of Rubinsteif1-92.

" Taylor, Anton Rubinstein: A Life in Musi82.



a ‘school’. The title of ‘Conservatory’ was not formally adopted until 1873 he new
conservatory attracted many prestigious teachers. Rubinstein wasdter, Theodor
Leschetizky was on the faculty for piano, Henri Wieniawsky taught violin, and Ca
Davidoff, cello. One hundred seventy-nine students were enrolled the first weer i
open, among whom were Pyotr Ilyich Tchaikovsky and Annette Essipova, a talented
pianist who later became Leschetizky’s wife and Sergei Prokofieather® At
Rubinstein’s urging, Tchaikovsky became a member of the theory of compoattidty f

at the Moscow Conservatory, which the Rubinstein brothers co-founded ii®1866.

In1865, Rubinstein married Vera Chekuanova, daughter of a retired army officer,
in Baden-Baden. Because the wedding was held abroad, Nicholas was the only family
member present. The newlyweds returned to St Petersburg via Baden-Badarirgd

to Paris and Switzerlarfd.

In 1867 Rubinstein resigned as the Director of St. Petersburg Conservatory over
disagreements with court circles, including Yelena Pavlovna, and with othéyfac
members of the Conservatory. He could not agree with the court on the matter of hiring
an inspector for the conservatory, and could not cope with the ideas of other faculty

members about academic standards. He insisted that students who satysfaxsbrid

'8 |bid., 97.
¥ MacLean Rubinstein as composer for the pianoforté2.
2 Herbert WeinstocKT chaikovskyNew York: Da Capo press, 1980), 39.

“Taylor, Anton Rubinstein: A Life in Musi¢14.
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the entire curriculum receive a certificate, but that only those students wditedXbe

awarded the diplom&.

1872 was a landmark year for Rubinstein. He and Wieniawsky were invited to
America to concertize and each of their concerts was hailed witmstaas. They
were regarded as the most important European musicians to visit Anieced balberg
almost twenty years before. Their first concert was at SteinwhyrHdew York on
September 23, which was followed by 216 scheduled events over a span of eight months
and even more performances that were not officially scheduled. The major veneies wer
Albany, Philadelphia, Indianapolis, St Louis, ... New Orleans, and ... Chi¢agmugh
financially successful, the tour so exhausted Rubinstein that he did not accept ttee offer

repeat it*

In 1885, Rubinstein devoted considerable time to the design of a series of seven
mammoth concerts. Each of these events lasted two or three times the lengthrrofl
concert of today, and presented a formidable list of works starting with thislEng|
virginalists and concluding with the works of his compatriots and contemporarieséT
concerts were intended to illustrate the gradual development of piano fusindng

the musicians most inspired by this series of concerts was Sergei Raubiarho, as

2 |bid., 118.
% |bid., 151.
2 SachsViruosq74.

> Rubinstein Autobiography of Rubinsteii27.
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a young pianist, attended the concerts with his teacher, Nikolai Zverev. péreaxe

instilled in Rachmaninoff a huge admiration of Rubinstein’s perform&hce.

With these programs Rubinstein embarked on concert trips to Europe. The first
trip was made in Berlin during the fall of 1885, and the last in London in May 1886. In
many cities, Rubinstein repeated the programs, one for the ordinary public aticethe

for students. In total, he performed 107 concgrts.

The programs for the historical concert series were arranged in chroablogic
order. They began with works by early composers such as William Byrd (15394dlG23)
John Bull (c. 1562-1628), and ended with music by Glinka, Tchaikovsky, and
Rubenstein’s brother Nicholas. Most consisted of works by several composers, but
Beethoven, Schumann, and Chopin were given dedicated programs of their own. Among
the works played were Beethoven’s Op. 27, no. 2 (“Moonlight”), Op. 31, no. 2
(“Tempest”), Op. 53 (“Waldstein”), Op. 57 (“Appassionata”), and Op. 90, 101, 109, and
111; Schumann’s Fantasiestiicke and Carnaval; and Chopin’s second sonata. Other
composers featured were J. S. Bach, Handel, Haydn, Mozart, Schubert, Mendelssohn,

Weber, and LisZA®

Rubinstein returned to the St. Petersburg Conservatory as director in 1887, when

deteriorating health forced Karl Davidov, who had held the directorship in 1876-86, to

% Geoffrey NorrisRachmaninoffrev., undated ed. oRachmaninoff1976 (New York:
Schirmer Books, 1993).

“Taylor, Anton Rubinstein: A Life in Musi¢94.

2 SachsVirtuosq 63.
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step down. Soon after Rubinstein took up the position, he dismissed a quarter of the
students, citing lack of talent and achievement. Serving also as a membepiahthe
faculty, he focused on piano literature, and repeated the Historical Commsto$el 885,

now mainly for the students.

The year 1889 marked Rubinstein’s sixtieth birthday and also the jubilee of his
first public appearance, and he was inundated with greetings and good wishal from
over the world. In September of that year, Bartholf Senff, Rubinstein’s ggpotalisher,
published a complete catalogue of Rubinstein’s works in honor of his half-century-long
musical career. In response, Rubinstein began to express profound self-doubt about his

worth as a composer:

| confess to you frankly and honestly that complete
disappointment is the sum total of all my artistic activity!
That to which | have attached special importance all my life,
and to which | have devoted all my knowledge and built all
my hopes upon—my work as a composer—has met with
failure. Neither the musicians nor the public would
recognize me as a composer. Still there is enough human
weakness left in me to be confident that neither the former
nor the latter are right and that | am myself to blame for my
failures, because | always kept aloof from any partisanship,
because | always expressed myself frankly as to what
pleased me or displeased me in music, and especially
because as a composer | wearied the people sdlittle.

% MacLeanRubinstein as composer for the pianofpfté2.

% Walter and ModellReminiscences of Anton Rubinstdii. This letter became public
only in 1912, translated by D. A. Modell from Viestnic Yevropy, which was one of the
major liberal magazines in the late nineteenth century in Russia.



13

A pair of concerts were organized in honor of Rubinstein and conducted by Tchaikovsky.
Furthermore, “as part of the celebrations, Rubinstein was to be awarded an annual
lifetime pension from the Tsar of three thousand rubles. Peterhof granted him honorary

citizenship, and the University of St Petersburg gave him an honorary membétship.”

Because of declining health, Rubinstein wanted to resign from the Conservatory
in 1891. Due to the objection of the Conservatory, however, he agreed to stay on, though
he virtually gave up the directorship. By this time, Rubinstein’s relationshiphigtwife
was also faltering. A main reason appears to have been their differenailmed raising
the childrert? In a letter sent to Sergey Rebezov, his son-in-law, his frustration is

evident:

| tried to direct Yasha and Sasha toward a serious and true
outlook on life and their position, and, finally, when |
became convinced that it was all in vain, | separated from
my family and decided to leave it to its fate, and to allow
myself to live in seclusion in my own way...Vera always
acted without asking me or else did not listen to me. So
who needs me? Leave me in my lair. | hope that it will not
be too long that | shall have to go on livitig.

After ending his relationship with his wife, Rubinstein made his home in Dre¥den.

#Taylor, Anton Rubinstein: A Life in Musi214.

¥ lbid., 225.

% Lev Aronovich Barenboym. G. Rubinstein: Literary heritag& vols. (Moscow:
Muzika, 1983-86), 3:126; cited and translated in Taydton Rubinstein: A Life in
Music 225.

% Taylor, Anton Rubinstein: A Life in Musi222.
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While staying in Dresden, Rubinstein gave concerts in Germany and Austria, and
coached a few extraordinary students, such as Josef Hoffmann and Josef Lhevinne.
Before returning to Russia in June 1894, he made his last appearance as pianist at a
charity concert for the blind in January. This is perhaps not a coincidence given that
Rubinstein himself was suffering from a disease that madeh#hble to raise his eyelids.
During his last six months, he lived in Peterhof. Rubinstein died of heart disease on 20
November 1894° One of the mourners over his death was Clara Schumann. In her diary

she recalled Rubinstein as follows:

News of Rubinstein’s sudden death... Great sympathy on
all sides, and there is sure to be no lack of musical honors,
but how will it be later? Will not all his devices, his efforts
to establish his compositions vanish into air? It is sad to
thinl§60f him. Poor fellow, a restless ambition possessed
him.

Rubinstein’s opinions on music and other composers.

Rubinstein was well known for being outspoken about his likes and dislikes
regarding other composers and their music, and his opinions are on full disflay in
Conversation on MusithereafterA Conversatio)) his autobiography. | believe it can be
helpful in understanding his musical tendencies to explore his criticismderkdif
genres of music and other composers’ musical traits. In what follows) bshalioting

extensively from this autobiography.

% Sabaneev and Pringnton Rubinstein980.

% Berthold LitzmannClara Schumann: An Artist’s Life; based on material found in
diaries and letters? vols. translated and abridged from the fourth edition by Grace E.
Hadow (New York: Da Capo Press, 1979), 2: 428.
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Rubinstein considered instrumental music to be superior to vocal music. He offers

the following four reasons in support:

First, because the human voice sets a limit to melody which
the instrument does not, and of which the emotion of the
human soul, be it joy or sorrow, does not admit. Second,
because words, even the most beautifully poetized, are not
capable of expressing exuberance of feeling, hence the very
correct, “inexpressible.” Third, because a human being may,
in the most exalted joy, hum or carol a melody to himself,
but could and would not set words to it—even as in the
deepest sorrow he may perhaps hum a melody to himself,
most certainly, however, without words. Fourth, because
the tragic in no opera sounds or can sound as it is heard in
the second movement of Beethoven’s D minor Trio, or in
the Adagios of his F major [presumably those of violin
romance Op. 50, No. 2 and violin sonata No. 5 in F major,
Op. 24]...; likewise no Requiem, not even the Mozart
makes an impression so deeply moving as the second
movement of the Symphony “Eroica” of Beethoven, or
contains the same proportion of the expression of joy and
the soul’'s emotions in general as are heard in the
instrumental works of the great mastéfs.

Rubinstein nevertheless wrote a great many vocal compositions, and ibmdsstening
to the voice of the famous tenor, Giovanni Battista Rubini that he adopted the idea of
producing a rich tone on piafdMoreover, it was on account of their vocal music that

Schubert and Glinka were included on his list of most respected composers.

¥ Anton RubinsteinA Conversation on Musit¢rans. Mrs. John P. Morgan (New York:
Da Capo Press, 1982), 4.
¥ Rubinstein Autobiography of Anton Rubinstei20.
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There were not many composers that Rubinstein openly admired. He mentions
only five in A ConversationJ.S. Bach, Beethoven, Schubert, Chopin, and Gfihka.
Ironically, Mendelssohn, whose music Rubinstein was so often accused of imitating, i
not included. While there were other musicians that he greatly respectedalsed
them not to be as admirable as his first “five.” Among the second tier werelHande
Mozart, and Schumann. After Schumann died in 1856, Rubinstein procldaiimed “
musica€’ Among his contemporaries, he considered Berlioz, Liszt, and Wagner to be the

most important composers, and Berlioz to be the most interesting of th&’three.

Rubinstein admitted that “the fugue could be a dry, scholastic form, but J.S. Bach
knew how to express all imaginable emotions in this form.” As to Beethoven’s music,
Rubinstein commented that through Beethoven “instrumental music will be capable of
expressing the dramatic even to the tragic, that humor may rise to ironyutiatim
general has acquired an entirely new art of expression.” Rubinstein vdrehatgin’s
piano music, mentioning that “tragic, romantic, lyric, heroic, dramatic, fanitasulful,
sweet, dreamy, brilliant, grand, simple; all possible expressions are found in his

compositions, and are all sung by him upon this instrunfént.”

Despite his negative views of vocal music, Rubinstein admired Schubert’'s and
Glinka’s vocal music. IiA Conversationhe offers the following appreciation of

Schubert:

¥ Rubinstein A Conversation on Musi@.
“° Rubinstein Autobiography of Anton Rubinsteiil.

‘1 Rubinstein A Conversation on Musi®7-75.
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Schubert creates the emotional song, which comes from the
heart and penetrates to the heart—gives the musical poem
to the poetic one; the melody that declares the words; he
creates a form of art in which very much that is beautiful
has been done after him, but in which he still stands
unrivalled. What can rival the “Winterreise,” the
“Schwanengesang,” the “Mdllerlieder,” and so many
others%

Rubinstein’s music was frequently criticized by his Russian contemporaries f
not being Russian enough, mostly in his instrumental music. It is quite likely thdid‘he
not believe in folkiness in music, so he ... denounced it with persistéhievertheless,
the main reason Rubinstein admired Glinka was for the nationalism in his music,

especially his operas:

Erkel in Hungary, Smetana in Bohemia, the majority of the
composers in Sweden and Norway; earlier, Balfe and now
the majority of English composers, and so on. From all of
these we hear the all-the-world-music in the Romanza, or
the Chorus, or a Dance of national character. With Glinka
this is not the case—from the first note to the last in the
overture, as well as in the vocal part of his operas, all is of
national character; melody, harmony, yes, even the
treatment of the orchestfa.

The features of Rubinstein’s life and musical nature bear the mark of his\aiisser

and stubbornness. It is not surprising that these tendencies also appear in hisatiusic i

*? Ibid., 45.

*3 Gerald Abraham, “Anton Rubinstein: Russian Composer,” Journal of the Musical
Times, Vol. 86, No. 1234 (Dec., 1945): 361.

4 Rubinstein A Conversation on Musi@8-79.
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It is evident that Rubinstein’s music is more like Beethoven’s than Lisz#sjs,
less adventurous, and based upon a tonal and a formal language more Classical than
Romantic. This observation is supported by examining Rubinstein’s piano sonatas, most
of which are based on the fundamental principles of the genre, though admittedly with

some variants, and especially the last sonata.

Rubinstein wrote a total of four piano sonatas: Op. 12, 20, 41, and 100. The first
three sonatas were written between 1848 and 1854, while the last sonata tgasmwrit
1877, about a quarter century after the third. Each sonata consists of four movements,

except for Op. 41, which consists of three movements without a scherzo.

Although the boldest changes appear in the last sonata, some less common ideas
are already found in the third. While the first two sonatas focus on the tonic and dominant
(though the second is more chromatic in melody and harmony than the first), the third
employs third relationships in the modulations of its first movement. Furthermore, the

form of its third movement is ambiguous, and suggests three possible forms.

Certain features of the sonata, Op. 41, such as third relationships in modulations
and ambiguous forms, also appear in the last sonata, Op. 100. Its second movement
contains third relationships in its modulations, and the form of the third movement is as
ambiguous as the same movement of the Op. 41. The most unpredictable movement is its
finale, which does things that are not found in any of the other sonatas. The firiale sta
with a four-key exposition, but none of these keys are secured with an essential

expositional closure, and there is no final cadence at the end of the movement. The
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juxtaposition of too many melodies, each of which is employed by each key dnea of

exposition, renders the movement disorganized and unsatisfactory.

| have provided a brief overview of the four sonatas above. Some of this is
described in the dissertation by Eduard Zilberkant, which focuses on the styée of t
Romantic period, discussing works by Beethoven, Robert Schumann, Chopin, and others,
in addition to Rubinsteif® However, my dissertation will put sole emphasis on
Rubinstein’s sonatas. In the following chapters, each sonata will be thorouglyzeahal
| shall focus on forms, keys, and structures, noting how Rubinstein’s compositioeal styl
changed with each sonata. Moreover, the distinctive characteristics of eatehved rise
examined. In so doing, | hope to shine a light on the music of this important musician,

whose compositions are today almost entirely neglected.

s Eduard Zilberkant, “Anton Rubinstein and the nineteenth-century piano sonata”
(D.M.A. diss., Temple University, 1996)



CHAPTER ONE: Sonata No. 1 in E minor, Op. 12

I. First movementAllegro Appassionato

20

For a Romantic work, the first movement of this sonata is quite strict wjénde

to such aspects as form, tonal scheme, and harmonization. The first mowsement i

sonata-allegro form, and the materials of exposition, development, andulateym are

presented in the same order. The development section, however, is somewhat unusual,

given that the development is typically the freest section in sonata foenT.abé 1.1 for

the structure of the movement.

Exposition
Section PT TR ST CT
Measures 1-51 51-80 81-121 121-48
Development
Section PT ST RT
Measures 149-85 186-226 226-57 (TR: 242-57)
Recapitulation
Section PT Bridge ST Extension
Measures 258-305 306-21 322-54 354-79
Coda
Measures 380-94

Table 1.1Structure of first movement
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The keys of the two main themes—principal and secondary—stand in a relative
relationship: the former in E minor, the latter in G major. Though the secomaany in
the recapitulation begins in E major, the movement ends in E minor. The principal them
in the development starts in B minor and moves to G major, VI of B minor. It then moves
to F# major by a falling-third pattern, which is the key of the secondary theme in the
development, and is then followed by a canonic section whose motive is drawn from the
beginning of the secondary theme. With regard to tonality, this canonic section is the

least stable of the development.

A noteworthy feature of this movement is the composer’s treatment of the
recapitulation. On account of the omission of the long transition and the shortening of the
secondary theme, it is shorter than the exposition. In place of the trarsiidmief
bridge. The closing theme, which is based on motives from the transition, does not return
either. Instead, the closing section is replaced by an extension whose ragitesen

from the bridge and combined with a motive from the secondary theme.

Most unusual is the absence of a strong essential structural dd&mamonly
the recapitulation will not attain its essential structural closuresretis no essential
closure in the exposition. The exposition of this movement, however, achieves a strong

essential expositional closure, and so the failure to attain closure gcdptulation is

¢ James Hepokoski and Warren DarElements of Sonata Thedyew York: Oxford
University Press, 2006), 232.
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unexpected’ It may also be considered a fault, since securing the essential structur

closure is the single most significant event of the recapitulation.

The coda brings to mind the atmosphere of the opening of this movement, in
which tremolos dominate the whole exposition only to vanish after the principad them
returns in the recapitulation. This section of fifteen measures is comprised dfade
E minor, with constant tremolos on E in the bass. One senses that the composer may be
trying to compensate for the missing perfect authentic cadence in E adier i@ the
recapitulation. Although a big eight-measarescenddoreshadows a brilliant ending,
the movement ends just as it began: quietly. Example 1.1 below illustrates the tonal

scheme of the whole movement.

Expa 2 DELL_\_’E&@\P.
Ao PTJ ST PT] sT_—TFl.-. ST....Coda
o . 3 . fe g .g g
%)v = ——— \/t/"‘.:w_' =
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Ex. 1.1 Tonal scheme of the first movement

The exposition opens softly with the principal theme in a brisk 2/4 tempo in E
minor. It is a period whose antecedent and consequent phrases are quite largehe f
lasts twenty-four measures, the latter, twenty-seven. The first phrasé,ig/im sentence

structure, ends in a somewhat unusual fashion. The eighth measure is built upon a

47 |bid., 120-21.
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chord; there follows sixteen measures of V chord that concludes the harmonic
progression (Examplel.2). Thus, the half cadence is emphasized by prolonging the V
chord, during which a short arpeggiated motive is repeated. The texture of tlezlantec

is rather thin and its range is limited. When, after the long post-cadentidirgfan

dominant, it returns as the consequent, it is thicker, wider, and louder in both hands. The
consequent retains the melody of the antecedent for seven measures, then begins a
twenty-measure long extension. It ends on a perfect authentic cadenceanéddsately

followed by a long transition comprised of tremolos and arpeggios.

o4l

*Ta % ¥

Ex. 1.2measures 5-20: first phrase which ends in unusual fashion and prolongation of V
chord
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The transition starts quietly, but the driving energy returns almost immlgdiate
This section is dominated by arpeggios and tremolos, of which the tremolos predpminate
especially in the modulation from E minor to G major. These two figurations have
already been heard in the principal theme section: arpeggios in the prolong#tievof
chord and tremolos in the accompaniment to the theme. The accumulated energy
diminishes at the end of this section, and this prepares the quiet entry of the Igeconda

theme.

The secondary theme, like the principal, is also periodic. But instead of
prolonging the V chord at the half cadence, the antecedent is extended in¢heasaas
was the consequent of the principal theme. In other words, both antecedent and
consequent are extended in the secondary theme while in the principal theme, only the
consequent is extended. The antecedent is formed of two sub-phrases, eachdasting ei
measures and ending on tonic and dominant, respectively. The tonic ending of the first
sub-phrase (mm. 81-88) is somewhat surprising because, given the context, wa expec
dominant chord. Instead, the composer has extended the antecedent by endshg its fir
sub-phrase on the tonic (Example 1.3). The extension of the consequent happens as in of
the same manner as the principal theme: after an unchanging eightemaeatay, it is

extended to make the sub-phrase 25 measungs
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Ex. 1.3measures 81-96: sub-phrases of antecedent in secondary theme

The G major secondary theme is more lyrical than the principal theme, th@ugh t

tremolos of the right hand allude to the principal theme throughout. The melody of the

secondary theme starts in the left hand and is repeated in chords of thenigat tiee
consequent. After a strong essential expositional closure in measure 12in@ clos

section enters which is reminiscent of the earlier transition.

An important aspect of this closing section is the transition from G major, the key

of the secondary theme, to B minor, the starting key of the development. This tadees pl

via a descending bass-line moving stepwise from G to A-sharp, the leading Bne of

minor; A-sharp, moreover, is also the third of the F-sharp major chord, the dominant of B

minor (Example 1.4). In mm. 145-47b (there are two endings; here these measukes

the second ending), a broken F-sharp major chord occurs just before the development,

which starts in measure 149 on B minor.



26
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Ex. 1.4Bass line of closing section

The closing section is also composed of arpeggios and tremolos. The dynamic of
this section igorte throughout save for the last four measures of the first ending. These
four measures are markdominuendcand lead smoothly to the soft opening for the

repeat of the exposition.

The development (mm. 149-257) combines two elements. The first is a
presentation of both phrases of the two main themes; the second is a seigentss
of short motives. The beginning of this section presents the principal theme up to the
prolongation of the dominant in the left hand. The differences between prolongations in
the exposition and development are notable here. While the prolongation in the
exposition remained in the dominant throughout, in the development there is a
modulation at the end from the dominant of B minor, the opening key detledopment,
to G major, VI of B minor. The principal theme in octaves does not return after the
prolongation as it did in the exposition; instead, a sequential section (mm. 165-83) ensue

in G major with a motive from the principal theme.

Measures 165-68 serve as an introduction to a sequential passage and are
immediately repeated. The sequence begins in measure 169 and is divided into two small
groups: the first based on a three-measure unit (mm. 169-78); the second on a single

measure unit (mm. 178-82; see Example 1.5). As this happens, the bass line prepares the
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entry of the secondary theme in F-sharp major via descending-third motion frof-G t
sharp (Example 1.6). A brief oscillation between C-sharp and D occurs in mm.183-85,
and suggests a certain indecisiveness of tonality: will the secondary themeitiegy in

D major, the relative key of B minor, or F-sharp major, the dominant? In the end, it is F-

sharp major.

g4 S -
¥ -
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Ex. 1.5measures 164-87: Two groups of the sequence in development
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Ex. 1.6Bass line in sequential area

As the secondary theme plays in the right hand, a pair of oscillations, afigrnat
between D-sharp / C-sharp, and G-sharp / F-sharp, occurs in the left hand. vEsdser
differentiate the accompaniment of the secondary theme in the development from that of
the exposition: the former is in triplets, the latter in tremolos. Afterniry ef the theme
in F-sharp major, a fragment of the theme is used for a canonic passage (mm. 202-26).
The fragment is taken from the beginning of the secondary theme and, appearing
alternately between the treble and bass clefs, forms an ascending motielass from
F-sharp to D-sharp (Example 1.7). As the fragment with D-sharp in the bads répea
retransition begins. Example 1.8 illustrates the overlapping of the end of the canon a

the beginning of the retransition.

measure # 202 204 212 216 220 226
) & % [T Y } T 1 T T I | I T } 7
P = = g = = |
_’;“H‘H 1 | - &7 I #< =T I 1
m 7] < ’ |

Ex. 1.7Bass line in canonic passage



29

Retransition
semgre accellerando

SN
e e
a1 TN
: B I *‘/‘ :‘.' :E ' h‘t y /4 X ) N r—1
o = I===UiTEiE
g ; =

Last note of canon  A-
Ex. 1.8 measures 220-25: Overlapping of end of canonic passage and retransition

The D-sharp, last note of the ascending bass-line, moves down to C-sharp in
measure 226, and the retransition begins in A major. The initial motive of the rtetransi
is the beginning of the principal theme. After five measures, there is arsiext®f three
measures. All this is immediately repeated in A minor, followed by amsrie a
progression built on the dominant seventh chord of E minor and leading naturally to the

recapitulation in E minor.

The recapitulation (mm. 258-379) is the most unpredictable section of this
movement. Save for the principal theme, the other components are quite dissomilar fr
their appearances in the exposition. The principal theme appears unchangediresneas
258-305, and then a perfect authentic cadence is expected to occur as it did in the
exposition. Instead, a fermata in measure 305 is followed by a short bridge which

replaces the transition (Example 1.9).
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Ex. 1.9measures 306-28: Delayed essential structural closure

Because they share the same rhythmic motives, the bridge is remioistient
last part of the principal theme section (Example 1.10-1&2). This skxieasure
passage is mostly composed of a VI chord reinforced with a pedal point on C and G.
Although this chord is completely unexpected, it does indeed foreshadow the key of the
second movement. Since C major is not the first default for the second movement of the

E minor sonata, perhaps the composer wishes to prepare us for it in advance.
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Ex. 1.10-1measures 300-05: last part of principal theme section in recapitulation
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Ex. 1.10-2measures 306-12: beginning of bridge

The subdued mood of the bridge continues through the secondary theme section
in E major. There are no tremolos to recall the principal theme of the eappaitd only
half the antecedent returns extended for twenty five measures. The most urataual fe
as mentioned earlier, is the avoidance of a strong essential structuras,dlosurmile
this section does in fact end with a V-I progression, its effectiveness is uneéiny the
absence of the treble voice (Example 1.11). And though the dominant, which can
function in either E minor or E major, is emphasized with a pedal point on B, there is

nevertheless no strong sense of an evident closure.

ST @ Closing section
=

potd

\—-—-————"‘/
———— P
\..—-—_—-
J—
g TS sk 3| |
=TS !
— Lk
. — .‘.1—-‘# K1 —

u
ol
'
43
A
<y

Ex. 1.11measures 340-47: weak essential structural closure
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The closing section begins in measure 346 and continues through the coda. Its
motive is based on the secondary theme, to which this closing section serves as an
extension. In addition, a motive of the bridge is merged vertically with the mative f
the secondary theme. Thus, while the bridge motive repeats in the upper voice, the
guarter notes which are the motive of the secondary theme are played simulyaneous
the lower voice. (In Example 1.12 below, rounded rectangles enclose the motive from the
bridge; arrows indicate the motive from the secondary theme). By bringikdH®ac

tremolos in the bass at the end, this section prepares the coda.
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Ex. 1.12measures 348-80: vertical combination of motives in closing section
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The idea for the coda may be traced back to the retransition, which sthartkevi
principal theme. After five measures, however, the coda is extended to madextios
fifteen measures long. Tremolos on E ring continuously throughout the coda, awif tryi
to compensate for the weakened tonal security of the recapitulation. The aoticulat
stringendoand the rising melody anticipate a brilliant ending which neverthelessidbes

occur. This movement ends quietly, as it began.

Throughout the recapitulation, there is not a single perfect authentic cadence.
There are, in fact, a pair of possible perfect authentic cadences in ting ¢lasasures
361-62 and 377-78) but each is obscured by appoggiaturas (see Example 1.13). In terms
of the recapitulation’s main goal, which is to secure the tonality, this one cannot be

considered the strongest closure.
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Ex. 1.13measures 356-80: possible PAC with appoggiatura
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Il. Second movemenfndante largamente

The second movement is in ternary form (ABA') with a short coda. The A and A’
sections are in C major (i.e., VI of E minor, the key of the sonata); the iBrsecin A
minor. The A and A’ sections frequently use secondary dominant or diminished chords,
yet retain a diatonic harmonic progression. Although the foundation of both sections is
the same in respect to melody, harmony, and structure, there are céieagmcies
between them. First, the A’ section is longer than the A on account of the extertisen at
end: 32 measures for the A section vs. 43 measures for the A'. Second, the midedy of
A' section is an octave higher and texturally thicker. Third, while tberapganiment of
the A section is in eighth notes, the A' section is accompaniggtgenth-note arpeggios,

resulting in a faster and more flowing accompaniment.

Dotted rhythms and triplets are the main features of the B section (mm. 3&68). |
harmonic progression appears, at first glance, to be complicated butisxdaie
straightforward; | will explore the reasons for this in more detail befgwthe end of this
section is a retransition comprised of a single chord—the secondary dirdiseslenth
chord in G (vii7/G). This chord is followed by second-inverted C major chord upon
which the A’ section commences. Moreover, in terms of its harmonic progression, the A’
actually begins in the middle of the section. Again, | will explain this in moeel et

this chapter unfolds.

The seven-measure coda is a reminder of the B section. Its texture is,thinne
however, and the pitch ‘C’ sounds throughout in the top voice. In consideration of its

brevity, this coda is best thought of as a codetta.
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The A section (mm. 1-32) consists of four phrases which combine to form a
sentence structure: (2+2+4). The first two phrases are a period with a hovdatdahe
consequent; the antecedent (mm. 1-8) starts in C major while the consequentl(®&m. 9-
ends in G major. The main frame of the third phrase (mm. 17-24) is a G major chord with
chromatic neighboring and passing tones, which set up the return to C major (Example
1.14). Of interest is that the chromatic neighboring tone in the bass seems todx deri
from the melodic line in the first measure (Example 1.15). While the melody singfa
F and D, the other voices move chromatically in three different voices (mm. 21-24); one
in the treble clef, the others in the bass clef. The lowest voice proceeds arycamttion
to those in the upper voices, which is the omnibus progression (Examplé®1Irhe)last
phrase (mm. 25-32) starts as though it were going back to the first phrase lawt amste

on a perfect authentic cadence in C major.
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Ex. 1.14measures 17-28: chromatic neighboring and passing tones in the third phrase

8 Detailed examples of chromatic progressions including omnibus progresssiroae
in Robert Gauldin, “The Theory and Practice of Chromatic Wedge Progressions in
Romantic Music, Music Theory Spectrurnvol. 26, No. 1 (Spring, 2004): 1-22.
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Ex. 1.15Derivation of neighboring tone
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Ex. 1.160mnibus progression

Save for the secondary chords, the harmony of the A section is fairly
straightforward. Given the relatively short length of this section, howéaset
secondary chords figure prominently in the overall tonal plan of the section. Aplexam

of their usage is given below (Example 1.17).
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Ex. 1.17measures 1-11: example of secondary dominant chords in A section

As | have already noted, the second-inversion chord with which the Alrsecti
(mm. 77-120) starts follows the retransition, the last measure of which iddsed on
the secondary diminished seventh chord in G major in the root position (vii7/G) and
augmented German sixth chord. Thus, the F-sharp, the bass note, needs to be resolved to
G, and the E-flat, the seventh note, to D. Yet while the F-shargdately resolves to G,
the E-flat that moves to the E-natural at the outset of the A’ section doesohae el

measure 84 (Example 1.18).
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Ex. 1.18measures 73-79: resolution of vii7/G in outset of A" section

The A' section features two separate returns of the A section; the firstadic,
the second, harmonic. The melodic return of the A’ section starts in measure 77, but the
harmonic return cannot be said to occur until seven measures later, when the
second-inversion dominant chord resolves to a root position | chord in measure 85. As a

result, the measures 77-83 are the extension of the V (Example 1.19).

Retransition “ A' section
m, 77 84 85
{ 4 1
- 0 - 3
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Ex. 1.19Harmonic progression of beginning of A" section
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From measure 77 to measure 100, the fundamental elements of the A’ section—
melody and harmony—are almost the same as those of the A section. Year¢hsevene
slight differences between them. When the melody returns in the A' setisoani
octave higher and the eighth-note accompaniment has been replaced by snd&snth-
There are also variations in dynamics: measure 17, for instance kisdmdr but its

corresponding measure 93 is markeescendo

The extension of the A’ section starts in measure 101 with a dynamic marking of
pianissimo This extension of twenty measures is in fact a replacement of the last phrase
of the A section which did not return to the A' section. The first sixteen measurea form
period, while the remaining four measures are an extension of the period. Tae enti
section emphasizes the tonic and dominant of C major, and its rhythmic motives are

taken from either the first or last phrase of the A section (Example 1.20-1&2).
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Ex. 1.20-1measures 99-104: beginning of extension in A" section
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Ex. 1.20-2measures 1-11: first phrase of A section

The B section (mm. 33-76) uses rhythm (dotted and triplets) and an A-minor
tonality to contrast with the surrounding music; the constant triplets, espegiae it a
noticeably different character. While it sounds more rhythmically mobile @lodal
than the A sections, its harmony is fairly straightforward (Example 1.2&)melody,
moreover, is never lost in the moving figurations, a fact perhaps helped by being doubled
in the soprano and tenor (Example 1.22-1). This idea of doubling melodies is seen quite
often in works of Robert Schumann such as Carnaval, Op. 9, Kinderszenen, Op. 15, and

Fantasie Op. 17. The Example 1.22-2 is an excerpt from his Kinderszenen.

m. 33 40 48 49 57 61 64 65
£ | | !

y i ] - L — I !
%2 g Z g Z P i =
& s ‘5‘ g
g - : — : = - !
7 I | I 1 I = | 1|
. I For’.i) I[ [0 i I[ [oA)

Am: I Vv I Vv 1 No V |

Ex. 1.21Harmonic progression of B section
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Ex. 1.22-2Schumann’s Kinderszenen Op. 15, no. 2

Three of the four phrases of the B section are based on an eight-measure unit; the
third is twelve measures long. The outline of the first two phrases shows IHd,the
third phrase emphasizes the dominant; the last phrase ends with a perfect authentic
cadence. The second and last phrases contain Neapolitan sixth chords whichhemind t

listener of the chromatic neighboring tones in the bass in the third phrase o$¢agoh

(Example 1.23).
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Third phrase of A section Outline of B section
m. 17 18 19 20
A Ist phrase 2nd phrase  3rd last
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Ex. 1.23Comparison between third phrase of A section and B section

The twelve measures of the third phrase are based on three chords. Tgbtfirst ei
measures are based on the dominant; the remaining four measures staltcivaidebut
then shift to the Neapolitan sixth, the starting chord of the next phrase (Example 1.24).

After four measures of Neapolitan sixth, an extension of the | chord follows.

(
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Ex. 1.24measures 57-60: last four measures of third phrase of B section

While the transition between A and B sections is unremarkable, the retransition
(mm. 69-76) is quite prominent. Composed of a single chord (a German augmethted six
chord appears briefly in the last measure), vii7/G, it leads to the second inversion of a
chord in the recapitulation. This section, moreover, combines the motives of both A and
B sections: the right hand presenting the triplets of the B section whilesb@itesents

the motives of the A section (Example 1.25).
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Ex. 1.25measures 69-76: retransition

The coda (mm. 121-27) is reminiscent of the B section, but with a thinner texture and

triplets constantly playing Cs in octaves (Example 1.26).
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Ex. 1.26measures 120-27: coda
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I1l. Third movementModerato

This movement is a typical scherzo with trio: the scherzo is light and buoyant; the
trio, more serious and intense. Both sections are in rounded binary form. While the

scherzo repeats only the second part, the trio repeats both parts.

The most noteworthy feature in this movement is the recycling of the
compositional ideas that were already heard in the earlier movementdjdolagrthe
long prolongation of the dominant (a unique way of handling the return of the A section

in the scherzo), and the ambiguous use of the Neapolitan chord in the trio.

The scherzo (mm.1-95), 3/8 in A minor, opens with a period, each of whose
sentences forms an antecedent and consequent. Interestingly, the anteceadsnaends
half cadence in A minor and the consequent on an authentic in C major. Because the
authentic cadence in measure 16 is not perfect, however, it does not sound finished, and
is immediately extended by a sequence; i.e., measures 17-20 are a sequenae base
measures 13-16. During the sequence, A minor is restored and the dominant seen in
measure 20 is prolonged for sixteen measures (mm. 21-36; see Example 1.87). It ca
therefore be said that measures 17-36 are an extension of the consequent phrase of
measures 9-16. Measures 37-52 are a return of the period which opened the sdherzo, ye
the consequent ends on a perfect authentic cadence in A minor this time. What is more,

this return is characterized by a much thicker texture, and is an octave highgister.
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Ex. 1.27measures 16-39: prolonged dominant

Another feint towards a cadence to C appears at the beginning of the second part
of the scherzo. It starts with a IV chord of C major and immediately forivisval
progression that occurs twice in succession (mm. 53-60; see Example 1.28) Since this
cadence is an imperfect authentic cadence, however, it does not sound finished and
immediately begins a return to A minor in the next phrase (mm. 61-68; also see
Example 1.28 for the transference from C major to A minor) The first sixteesunesa

of the B section form an extended sentence structure (4+4+8).
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Ex. 1.28measures 47-70: beginning of second part of scherzo

The most unusual thing to happen in the scherzo occurs at the return of the A
section (mm. 69-95). As happened in the previous movement, the A section comes back
over the pedal point on the dominant: i.e., the dominant of measures 67-68 does not
resolve to the tonic but continues to be prolonged instead. And rather than fulfill the
expectation that it will resolve to the tonic in the next phrase, it moves chraltyatio
to F in measure 77. Another reminiscence (mm. 21-24 of the second movement; see
Example 1.29-1) occurs in the scherzo in measures 85-88, where the bass moves
chromatically in contrasting motion to the upper voice. Whereas in the second movement

the tempo is slow and the chord changes few, in the scherzo the tempo is faster and the
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rhythms more animated (Example 1.29-2). As a result, the dominant, which has been
unresolved since measure 67, finally resolves to the tonic in measure 93. Thus the
prolonged dominant and extensions cause the asymmetrical proportions of each section

of the scherzo.
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Ex. 1.29-1measures 17-28: chromatic bass line contrary motion to upper voice in second
movement
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Ex. 1.29-2measures 79-95: chromatic bass line contrary motion to upper voices in third
movement

A gigue-like fugue is the main conceit of the trio section (mm.96-127), which is
in A major and 6/8 meter. The first part begins with the statement of aveoigheasure
long subject in each voice, and lasts just eight measures. After the finspesats, the
second part starts in E major and continues in a homophonic texture emphasizing the

temporary tonic (E) and dominant (B) until the first part returns in A major.

Like the scherzo, the trio is also in rounded binary form. Unlike the scherzo,
however, in which only the second part is repeated, in the trio both parts repeat. While
this trio resembles a fugue in 6/8 meter, there are two differences hdtwseand typical
fugues. First, the answer here is a third up from the subject, while a typicalliag its
answer a fifth up. Second, there is no counter-subject—each entry of the subjecy has onl
a slightly different type of melodic accompaniment rather than a real cauttgect

(Example 1.30).
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Ex. 1.30measures 96-103: subject and answer in trio

There are two motives used for the trio section (Example 1.31). These motives
continue in the B section of the trio, though in E major. This section before the return of
the A is divided into two phrases (mm. 104-19). The first phrase (mm. 104-11) sounds
quite close to the A section of the trio because the former is mostly construdted of t
motives of the latter. But their textures are conspicuously different: omensghonic
while the other is contrapuntal. The second phrase (mm. 112-19), which stresses the
dominant and the gradually accumulating notes, is a preparation for the return of the A
section. This phrase starts with F, a note of the Neapolitan sixth chord already He
second movement. These two moments are similar in the use of a Neapolitan sixth chord

and the dotted half-notes which fill up whole measures (Example 1.32-1&2).
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Ex. 1.31Two motives used for trio
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Ex. 1.32-2measures 57-60: Neapolitan in second movement

There are some differences between the initial appearance and the réern of
trio theme. First, therescendan the previous measures (mm. 116-119) helps the
powerful return by adding more and more notes. Thus it $tatés as opposed to the
initial appearance at the beginning of the trio. Second, the texture is stigbklgr at the
return: even the first two measures have accompaniment; in the next &soresethe

counterpointing voice plays in octaves. Third, the harmony is elaborated with cleromat

notes (Example 1.33-1&2).
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Ex. 1.33-2measures 120-27: return of A section in B section

IV. Finale,Moderato

The finale is much grander and freer than the first two movements of this sonata.
It encompasses such unexpected features as irregular phrasing, unconventional
proportions in each section, and tonal ambiguity. In particular, the finale doesvaot ha
clear boundaries between sections; all three of them—exposition, development, and
recapitulation—appear to be seamlessly linked. The movement as a whdbe may

understood in terms of the following tonal scheme:
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Ex. 1.34Tonal scheme of finale

Among the sections, the exposition is simplest. Its principal theme is ind mi
and secondary theme is in C major—the key of VI and also the key of the second
movement of this sonata. In between the principal and secondary themes igiartrans
which opens similar to the beginning of the principal theme section, but becomes more
chromatic thereafter. It ends with a four-measure caesura-fill whimhltsupon the
dominant of C majof® After the secondary theme section comes a short extension that

replaces the closing theme.

At nearly twice as long as the exposition, the development is the most daring
section of the Finale. It utilizes such contrapuntal techniques as melodisiamvand
rhythmic augmentation; in its use of melody-in-unison, monophonic texture, andrfreque
chromatic scales, its ending is reminiscent of the last movement of Chopwrslsec
piano sonata. Due to its considerable length, | shall divide the development intossix part

and explore each part separately.

The recapitulation, which starts, curiously enough, not with the principal theme
but with the transition ifiortissimoin the tonic key of E minor, is arguably the most

dramatic section of this movement. Yet because the transition closeiyhies the

49 James Hepokoski and Warren Dar€lements of Sonata Thedfyew York: Oxford
University Press, 2006), 40-41.
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principal theme, that theme is nevertheless invoked. The secondary theme, which is
mostly playedpianoin the exposition, returns to the recapitulation with a repeat where it
is considerably accented fastissimoin E major. Moreover, the melody is set within a

thick texture, its accompaniment in widely ranging arpeggios.

The coda maintains the dramatic mood of the secondary theme, albeit with a
motive from the principal theme. Like the beginning of this movement, the coda starts
with unisons in both hands, the texture becoming thicker in the higher register, and the
melodic line changing hands. This section consists of five short phrases, threetof whi

are four measures long, the rest, six and five measures, respectively.

There is a clear resemblance between the principal themes of the firastand |
movements, and both themes emphasize the dominant through prolongation. The
principal theme of the finale starts with an antecedent and consequent, each four
measures in length. Nevertheless, the music seems to vacillate taralye &ntecedent
ends with a half cadence in E minor while the consequent ends with an imperfect
authentic cadence in G major. This motion to G major does not foreshadow the secondary
key which, as | noted above, is C major, not G major. The next phrase begins asaf it wer
going to form an antecedent and consequent similar to the previous phrase, but a

prolongation of the dominant in E minor instead follows.

In the first movement, the principal theme reappears after thenged dominant.
In the finale, this prolongation is instead followed by a long transition, based on the
melody of the principal theme. Its melody is in octaves and is accompaniestdry fa

thicker motion in the left hand. The modulation from E minor to C major occurs through
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a descending chromatic motion in the bass clef in the latter part of thens@etample

1.35).
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Ex. 1.35measures 36-54: modulation through chromatic motion in bass

The secondary theme section, mm. 55-103, is comprised of two sets of
antecedent-consequent periods, of which the consequents are always extended by a
repetition. Whereas the antecedents are eight measures long, the cossagugrelve

and twenty-one measures long, respectively. This irregular phrasing i§ theenotable
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features of this section. A second feature of note is the sudden transitory madualat
the first consequent (mm. 63-74). Following the antecedent, the consequent begins in C
major but moves to E major in the second part without a pivot chord before returning to

C major in the second antecedent phrase.

The second consequent phrase (mm. 83-103) is even more complicated. While the
first four measures are identical to the antecedent, the following semengasures
involve two different motivic ideas: a repeat with a sequence and a chromatimbass

mm. 87-94, and an extension of the cadential 16/4, mm. 95-103 (Example 1.36).
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Ex. 1.36measures 83-105: second consequent phrase of secondary theme section

Finally, there is no closing theme in mm. 103-108. Instead, there is a short

extension comprised of a two-measure motive from the principal theme, and a four
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measure-long motive of triplets derived from the bass line of the transition. The

modulation from C major to G major—the opening key of the development— takes place

in the last measure (Example 1.37).
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Ex. 1.37measures 101-08: extension after secondary theme

The recapitulation is dense and dramatic. It starts, not with the principal,theme
but with afortissimostatement of the transition. Because the theme of the transition is
based on the principal theme, however, there is nonetheless a sense of its return at the

onset of the recapitulation. The transition is cut short in its recurrence. knlytzalf of
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it reappears within the recapitulation, leading to the secondary theme througth a tw

measure caesura.

The secondary theme of the recapitulation (mm. 245-99) appears to have a crisp
structural scheme. It begins softly in E major, a third higher than its appeé#rance
exposition. But in it the principal theme is used as a counterpoint to the seconday the
the treble register with the latter, the bass register with the fdffxample 1.38). As in
the exposition, this section is comprised of two antecedent-consequent periodss Ther
also a sudden modulation with the first consequent, as there was in the exposition, though
whereas the modulation in the exposition was from C major to E major, here it is from E
major to G-sharp major. The most significant difference occurs just béfore t
appearance of the second antecedent-consequent period. In the exposition, there was
almost no gap between the two periods; in the recapitulation, there is an interpolated
eight-measure phrase, mm. 256-72, that emphasizes the dominant of E major

( Example 1.39).
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Ex. 1.38measures 245-49: secondary theme with principal theme motive in
recapitulation
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Ex. 1.39measures 263-72: interpolation in secondary theme section of recapitulation

The second appearance of the secondary theme (mm. 273-99) is the most
climactic moment of the whole movement. The highly accented melodic linéogita a
dense chordal texture in the right hand and an arpeggiated accompanimentfin the le
whose range spans almost three octaves (Example 1.40). This moment of pesatest
then leads to a coda through an explicit essential structural closure in @se288+99,

after which there is a brief chromatic scalar passage (Example 1.41).
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Ex. 1.41measures 291-98: chromatic scalar passage before coda

The first four measures of the coda are a partial statement of the ptivesips

after which the theme is repeated and extended to six measures. This sedt with a

passage similar to the interpolation at the secondary theme area of theul&o@mpi with

the principal theme in octaves in both hands.
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The development (mm. 109-228) is the most complex section of this movement.
The main idea for this section is derived from the transition; it is largelgdon the
melody of the principal theme and triplets although there is a tinge of the sgcondar
theme in its midst. This section starts in G major, the dominant of the secondagy them
Even though various tonicizations follow this, the crucial keys are A minor, iWeof
movement as a whole, and E minor with a pedal point on B in the retranstion, V of the

movement.

Exposition Development Recapitulation

N Retransition

: > ———— I
(o] S P n 1]

- =

N

Em:

Ex. 1.42Tonal scheme of finale (Reminder)

In that a subject appears in each voice successively, and the whole sectiam is se
a polyphonic texture, the development resembles a three-voice fugue. Each entrance
however, appears quite isolated from the others, and thus the sense of fugusskelin

The development is comprised of three sections and a retransition; (see Table 1.2).
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Parts 1 2 3 Retransitior
Measures 109-38 139-72 173-96 197-228
Keys G-C-Am Am-Em-Bm-Em Bm-C-Aug™6. Dominant of

of Em Em
Alteration of Original Inversion Augmentation Harmonizatign
Subject

Table 1.2Structure of development

The first section begins in two voices, with the subject in the alto and the counter-
subject in the bass. The subject is answered in the soprano in measure 115 and then in the
bass in measure 123. As such, the first section may be categorized as aroexgiasit

fugue.

A motive from the secondary theme appears at the beginning of the second
section of the development, now set with longer note values. After this initial appear
this motive returns in less obvious ways. The inverted subject—appearing in the bass i
the key of B minor as the motive of the secondary theme and triplets float above—form
the main idea of this section, mm. 151-56 (Example 1.43). This inversion is followed by
two contrasting sets of sequences: the first is a downward sequence basetatalte
between the inverted subject and the triplets; the second is an upward seque&hoe base

a vertical setting of the inverted and original subject (Example 1.44).
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Ex. 1.43measures 151-56: inverted principal theme with secondary theme motive
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Ex. 1.44measures 157-71: sequences with inverted principal theme motive

In the third section of the development, the principal theme is used in whole, and
not cut in half as it was in the first and second sections. Nevertheless, thaslsgiite
by means of an alteration: its first half is rhythmically augmeeénthe second half retains

its original shape. Moreover, these two parts are combined verticallynds,pbie
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augmented subject appears on top and the original on bottom; at other points it is the
reverse (Example 1.45). The music begins on the dominant in the key of B minor and
ends with the augmented German sixth chord of the key of E minor after brief
tonicization to C major, with the augmented chord leading the retransition to the

dominant background of E minor.
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Ex. 1.45measures 172-75: combination of augmented and original subjects

The retransition embraces two seemingly unrelated parts. The first pagssec
the dominant of E minor through a sustained pedal point on B in the bass as the right
hand plays a series of sequences based on a motive from the principal theme (Example
1.46). The second part consists of short diatonic and chromatic scales that sound like a
whirlpool, as it were, and which form perhaps the most unexpected moment in the
development section. It is reminiscent of the last movement of the Chopin piano sonata
No. 2 in B-flat minor: constant triplets in octaves; (cf. Example 1.47-1&@vdver, a
significant difference between them is that Rubinstein’s passageasae ¢tn scalar
figurations, whereas those of Chopin’s are on arpeggios, which form a sequence of

secondary diminished seventh chords.
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Ex. 1.46measures 197-204: first part of retransition
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Ex. 1.47-1measures 220-25: second part of retransition
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Ex. 1.47-2measures 1-6: finale of Chopin sonata No. 2

In sum, there are substantial differences between the first and last nmts'@ine
this sonata. The finale is noticeably bolder than the first movement and it is less

conventional in terms of key scheme, form, and structure.
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CHAPTER TWO: Sonata No. 2in C minor, Op. 20

I. First movementAllegro con moto

The second sonata is more chromatic and freer in form and phrasing thart.the firs
Features such as the modulation to the Neapolitan key in the first and last mayement
and the reordering of themes that occurs in the recapitulation of thedwvstment are
nowhere to be found in the first sonata. Nevertheless, the second sonata shows the

composer’s strong intention to emphasize the dominant in many places.

The main key of the first sonata-allegro movement is C minor. This movement
does not have boundaries between sections, nor a repeat at the end of the exposition, nor
a closing theme. Instead, a secondary development and a reordering of tietékeme

place in the recapitulation. The following graph will demonstrate its tonaingche

Recapitulation

Exposition Development
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Ex. 2.1 Tonal scheme of first movement

Because the parts of this movement are so seamless, it is best to think of the
principal theme and transition areas as a single unit (mm. 1-64): this urstAdBAd; the
A and B sections comprise the principal theme area (mm. 1-32); the A', thedransi
(mm. 33-64). Each section starts with the principal theme, but whereasatite A start

and end in C minor, the B tonicizes to E-flat major. The first A and B sectiemgarly



70

identical save for the texture of the melody and the closing cadencas,Tihat A section
starts with an unaccompanied melody in the bass while the B section moves #foag wi

simple countermelody (Example 2.2-1, 2, 3).

Allegro con moto. A. Rubinstein,Op. 20.
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Ex. 2.2-2 measures 16-26: B section of principal theme
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Ex. 2.2-3 measures 31-42: A’ section (transition)

Of those three sections, only the A section ends with a perfect authenticeade
The dominant prolongation right before the cadence, a harmonic device used in the first
sonata, illustrates the composer’s desire to emphasize the polarizétweemé&nic and

dominant (Example 2.3).
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Ex. 2.3 measures 7-21: V-chord prolongation before cadence
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The transition, or A', consists of four phrases, each eight measures lorigsiThe
phrase is taken from the principal theme; the second from the prolongation otlloedv
in the Neapolitan key, D-flat major. The third phrase is a C-minor triadicdyelver

chromatic arpeggios; the fourth is a caesura-fill based oroanettic scale (Example 2.4).
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Ex. 2.4 measures 31-65: four phrases of transition
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There is a short pause after the last chord of the transition—V of C minor—
followed by an unprepared modulation to E-flat major that marks the beginning of the
secondary theme. The structure of this theme is somewhat complicatezbontaxf a
series of short, trill-based interpolations scattered about here aadExample 2.5). If

these interpolations are excluded, however, the structure is clearly antesedie

consequent.
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Ex. 2.5 measures 59-83: interpolation within secondary theme

The two phrases have slightly different lengths, the antecedent beingarty-
measures long, and the consequent, twenty-nine. This whole section is in Edlat maj

Instead of a closing theme, this section is followed by a three-measunsiente

The bulk of the development is based on the motives of the principal theme and

the V-chord prolongation; a few motives of the secondary theme appear just before t
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retransition. As is normal for a development, there are frequent modulations and
tonicizations. Based on the motives used, this section can be divided into three
subsections: principal theme, V-chord prolongation motive, and secondary theme. Table

2.1 below illustrates:

Used motive PT V chord ST

Measures 129-60 161-208 209-40

Keys Ebm-Gb-Bbm-Bm- Cm-Fm-Db-Dbm- Abm-Dbm
Cm-Db-D-Eb Abm

Table 2.1 Three subsections of development

The first subsection may be likened to a sentence structure: (8+8+&@)rsth
eight-measure phrase begins with the principal theme in the treble cléfinninor;
the second repeats the same music now in the key of G-flat major. The-srdasure

phrase features ascending chromatic motion in the bass line (Example 2.6).
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Ex. 2.6 measures 143-60: chromatic motion in bass in sixteen-measure phrase

The second subsection, which prolongs the V chord, has three distinct phrases:
measures 161-76, measures 177-92; and measures 193-208 (Example 2.7-1, 2, 3). In the
second phrase, the arpeggiated motion in the treble clef of the first phna@eed to the
bass clef. In the third, the arpeggios appear in both hands, and mirror eacHetber.

and there, some of the sixteenth notes which form the arpeggios are changgetso tri

e
et

Ex. 2.7-1 measures 161-64: first phrase of second subsection
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Ex. 2.7-3 measures 191-98: third phrase of second subsection
Interesting characteristics of the third subsection (mm. 209-40) are thi@mbn

drum effects and the pedal points that stress the dominant. E-flat isscbpetite A-flat

minor area, with A-flat in the D-flat minor area on the bass under the peda pbthe

same notes on the treble clef (Example 2.8).
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Ex. 2.8 measures 209-28: pedal points and drum effects in third subsection

At first glance, it is difficult to determine where the retransitiomy( 241-88)
begins. This is due to the seamless construction of this movement, and in particular, to
the connection of the chromatic last part of the development to the beginning of the
retransition. On closer examination, however, it becomes clear that Hesrdn starts
just after the end of the D-flat minor section by going a half step upnjiee2.9). The
drum effects continue throughout the retransition. A new theme is introduced, atbng wi
a change of meter: the original meter is 3/4 but twice it alternate2it and it is in

these 2/4 areas that a new theme appears (see also Example 2.9).
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Ex. 2.9 measures 240-72: some features in retransition

The last key of the development, D-flat minor, is enharmonic to C-sharp minor,
and thus helps prepare the key of A major in which the retransition starts trEmsiten
proceeds chromatically, eventually ending on a diminished seventh chord of C minor in
measure 273. This chord alternates with repeated dominants of the same kag until t
recapitulation starts. Of note is the diminished chord section (mm. 273-88), wioich i
of very few places in this movement to be marf@tissimo. A diminuendo at the close
of the retransition leads to a markingpodno at the beginning of the recapitulation

(Example 2.10).
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Ex. 2.10 measures 273-94: alternation of diminished seventh chords and repeated
dominants in retransition

Also of note in the recapitulation (mm. 289-417) are a secondary development, a
reordering of all the thematic material, and the return of the secondary dvamthe
dominant. Whereas in the exposition, the principal theme appears just in the bass, here i
returns in the alto with a pedal point on a C-minor chord (Example 2.11-1). Immediately

thereatfter, it is repeated a half-step lower, yet the pedal point reamaDgExample

2.11-2).
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Ex. 2.11-1 measures 1-6: principal theme in exposition
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Ex. 2.11-2 measures 287-94: principal theme in recapitulation

The secondary development (mm. 305-68) begins with a motive of the principal
theme in the bass and is accompanied in the treble clef by a chromatigpobgression
(Example 2.12-1). Measures 337-69 are a variation of the previous V-chord prolongation:
a few chords and eighth notes have been added to what, in the exposition, wa® a text
comprised solely of sixteenth notes (Example 2.12-2). What is more, this varigtion, i
more harmonically diverse. Whereas in the exposition the emphasis wgosdleé
dominant, in the recapitulation, C minor, F minor, and a diminished seventh of the

dominant are all explored.
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Ex. 2.12-2 measures 337-48: variation of V-chord prolongation in secondary
development

A return of the transition would be expected next, but that is not what happens; in
fact, the missing transition will not appear until the coda. What instead foifosv
dramatic and energetic statement of the secondary theme. In contrast ttetherstaf
the principal theme in the recapitulation, whose dynamicpraam®, the secondary theme

begins with an explosivi@rtissimo, and continues to build upon an energy that has been
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developing sinceneasure 353. In a feature already seen in the second movement of the
first sonata, and to be encountered again in the last movement of this sonata, the
secondary theme appears in the second inversion of C major, not in root position, as
expected (Example 2.13). Other noteworthy characteristics of thisrsace its chordal
melody, arpeggiated notes in the interpolations, and its half return: the intienmola

were made of short trills in the exposition. Also in the exposition, the segaheéane

was antecedent and consequent; here only the consequent returns.
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Ex. 2.13 measures 353-83: Secondary theme in recapitulation
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Instead of a closing theme, an extension follows (mm. 401-17), as in the
exposition. This theme is derived from the V-chord prolongation, but unlike the one in
the exposition it is set over a pedal point on the tonic and formed of triplets, neh#ixte
notes. This extension, moreover, is harmonically unstable, and oscillatezb&iw

minor and C major.

The coda (mm. 417-52) starts with a theme of the transition consisting of a triadi
melody above and chromatically ascending arpeggios below. By repdeging t
progression V-|, it stabilizes the main key, C minor. The missing transitiolasied by
the new idea of the retransition in 2/4 meter. And with the return to the 3/4, the
movement ends iRresto under a dynamic dbrtissimo. Thus, the coda is not merely an
additional section. The transition which was earlier omitted has now appaadethe
new idea which appeared briefly in the retransition is re-introduced Tegecoda,
therefore, completes the movement both in form and in fact: while the composer’s
approach to sonata form is rather unconventional, he has nevertheless givés us all

parts.

Il. Second movemenfndante

The slow movement of the Sonata Op. 20, No. 2 is a theme and variations. Its
theme, as well as each of its four variations, is in conventional rounded-binarwiibr
eight-measure phrasing in 2/4 meter. The key of the theme and each ofdhienggri
save for the third, is A-flat major. Only in the third variation are both halves ofrtaeybi

form repeated; the theme and the first, second, and fourth variationsaelyahe
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second half. In this sense, the movement is similar to the theme and variations of the
second movement of Beethoven’s Sonata in G major, Op. 14, no. 2.

The theme itself is homophonic, with the melody on top. It is in A-flat major
throughout, save for the middle section, which modulates to E-flat major. Harnhgnical
the theme is a straightforward tonic-dominant idea and, save for theriegsdndo in
the middle, has a soft dynamic throughout.

The first variation also has mostly soft dynamics. Its most signiffeatdre is its
use of a syncopated accompanimental pattern (Example 2.14). Its melodppk@esain
the bass, below the syncopated accompaniment in the treble. In all, the nmelody a

harmony are quite similar to the theme itself.
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Ex. 2.14 first variation
The second variation exhibits rather more transformation. The A and A' sections
use a part of the theme, whereas the B section employs the whole thementeuethe
the melody of the A and A’ sections is no longer on top: it is now in the middle,
surrounded by A-flat triads above and flowing triplets below (Example 2.15). B the
section, the melodic line returns to the top voice, and is accompanied by floypiets tr

in the bass.
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Ex. 2.15 second variation
The third variation differs significantly from the first and second vanieti it
modulates to E major, a remote key from A-flat; it is faster, more motiyisaturated,
and more polyphonic. And whereas the other variations are sectional, every part of t
variation is seamlessly connected, though its sections are visuallyaslaaesult of the
key signature changes—the middle section is in C-sharp minor, the coda, in C major

(Example 2.16).
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Ex. 2.16 measures 15-50 of variation IlI: third variation

The texture of the third variation is predominantly contrapuntal. Its ncotleas

are derived from the beginning of the theme, and relate to each other as folldfivst the

*1 Measure numbers are separately counted in each variation.
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motive inverted becomes the second motive (Example 2.17-1&2). The A and A' sections

are based on the first motive; the B section, on the second motive.
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Ex. 2.17-2 measures 15-28: second motive in B section
A coda follows the authentic cadence at the close of the A’ sectitartst s

without preparation, in C major, but quickly returns to E major (Example 2.18).
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Ex. 2.18 measures 35-42: coda
Up to this point, the prevailing dynamic has bpemo, and the overall mood,
guiet and serene. The frequentgscendos anddiminuendos do not disturb the overall
sense of calm. The appearance, however ndgfia the middle section and in the coda of
this variation signals a change.

That change is evident in the final variation, which is more diverse and intense
than in any preceding variations. While its basic format is similar tpréngous
variations, this variation is much longer and more complex. It is also the ordyimario
be set in a minor key: it is in A-flat minor, though it modulates to A-flat megjoine end
(Example 2.19). Noteworthy is the falling major third progression from thecAbseo
the end of the coda, in which the first shift from A-flat to E evokes the key of tide thi
variation. This major third pattern, moreover, is reminiscent of the keyorelaetween

the first and second movements: C minor and A-flat major.
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Ex. 2.19 measures 28-63 of variation 1V: falling major-third progression
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The final variation involves an intriguing rhythmic transformation, for the éhem
is augmented in the A section and diminished in the second half of the B section
(Example 2.20-1, 2, 3, 4). The augmented theme opens the last variation in the bass along
with an accompaniment consisting of short arpeggios and scales. For the @rist tiva
movement, the theme is reinforced in octaves and given a dynamic markifidnef

B section is highly syncopated, recalling the syncopations of the B sectios fokt

variation.
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Ex. 2.20-1 measures 1-8: original theme in thema
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Ex. 2.20-3 measures 17-24: original theme in B section of thema
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Diminished theme

Ex.2.20-4 measures 25-27 of variation IV: diminished theme
The A’ section of the final variation starts in A-flat major but stofis-flat

minor after six measures, thus ending in the minor. There are two endings befmdahe
The first is in A-flat minor, the tonic key of the variation; the second is iatH¥hjor,
the enharmonic equivalent of E major and the key of the coda; (cf. Example 2.19 above).

Although the composer inverts, augments, and fragments the theme of this
movement, it is nevertheless not much altered, and is still easilgmieed in each of the
variations. Likewise, the tonal scheme of the movement as a whole istona¢ and
there is not much in the way of structural complexity. Its relative stityptontrasts

with the complicated first and last movements, and this is most likely italbparpose.

[1l. Third movementyivace

The Op. 20 is Rubinstein’s only sonata in three movements, thus its third
movement is also its finale. This movement is in tri-rotational sonata forraxgasition
and recapitulation are comprised of a relatively short principal theme and a |
transition. Its most notable feature is the entrance of its secondary thkitiejs

introduced over the dominant in the exposition, but returns in the recapitulation in first
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inversion at the first phrase, and in second inversion at the second phrase. The secondary
theme returns first in the Neapolitan key, then modulates to thégbanajor of the tonic.

The tonal outline of this whole movement is shown below.

E . Development
xposition . .
Recapitulation
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Ex. 2.21 Tonal outline of third movement

The transition of the exposition (mm. 21-60) is the sonata’s longest, most
chromatic section. It begins with the antecedent phrase of the principal thendees
not proceed to the consequent, rather, the last four measures of the antecedent are
extended. This extension (mm. 29-60) embraces three different figurdbierigst is an
alternation between tonic and subdominant; the second is a chromatic progression of
diminished seventh chords; the third is a caesura-fill which emphasizes the tonic ke

(Example 2.22).
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Ex. 2.22 measures 28-60: transition in exposition
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The first half of the transition in the recapitulation matches that of the éxposi
but it changes at the arrival of the secondary diminished seventh chord in measure 295.
While this chord was in root position in the exposition, here it is in the first inversion.
The most significant difference between the two sections is that the diminisbreld ¢
continues here, while the chord was followed by a chromatic chord progression in the
exposition. The nine measures of trills at the conclusion of this section even form the

diminished seventh chord once again (Example 2.23; cf example 2.22 above).
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Ex. 2.23 measures 291-314: diminished seventh chord in recapitulation
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At only twenty measures long, the principal theme section is quite shanosts
noticeable feature is its irregular phrasing: the first twagds, each eight-measures long,
form the antecedent and consequent; the last four measures form an extedsasinbt

stay in the same key: the second phrase is in G minor (Example 2.24).

Vivace, | ] \ .
- - : i ‘7 'j T & 7: & ’ } [ 4 > x ‘. j
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dilgy @

Ex. 2.24 measures 1-22: principal theme section

Most notable in this movement are the entries of the secondary theme in each
section. In the exposition, the secondary theme enters over the dominant in Beitat ma
This section consists of two long phrases consisting of thirty-two measureghease

is sixteen-measures long, and forms a sentence structure. The theapgiists in the
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soprano with a simple accompaniment, then repeats in the tenor range with agnirror

counter-melody in which the theme is inverted (Example 2.25).
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Ex. 2.25 measures 61-87: secondary theme in exposition

The second phrase of the secondary theme is the main idea of the corresponding
section in the development (mm. 173-220), but note: in the exposition, the countermelody
was the melodic inversion of the secondary theme, here it is aaticatescending scale.
Furthermore, an invertible counterpoint—not seen in the exposition—is used here. This
phrase appears three times in this section; in A-flat major, B-flat mimdCaminor.

There are, moreover, brief excursions to F major between A-flat major-8atirBinor,

and G major between B-flat minor and C minor (Example 2.26).
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Ex. 2.26 measures 169-221: secondary theme motive in development
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Overall, the A-flat major and B-flat minor phrases are similar. Siiyjltre last
phrase begins like the first two, but ends with a chromatic descending scale iis.dttave

is on the last note of this descending scale that the retransition begins.

In the retransition (mm. 221-52), the predominant rhythms are whole notes and
triplets. Because B-flat is emphasized with whole notes four times in thenbegdf
this section, it would appear as if the composer were establishing the kelabfriajbr.
However, the tonic key of C minor is restored by a pedal point on G in measures 237-52,

and confirmed by the three iterations of the C-G drum-effect (Example 2.27)
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EX. 2.27 measures 205-56: retransition
The outset of the secondary theme is unique in the recapitulation. It does not

return in the tonic key but instead reappears over the dominant of the Neapolitan key, D-

flat major (Example 2.28). As in the exposition, the secondary theme of the ukstapit

consists of two long phrases: the first is in D-flat major; the second, in C.mh@first
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phrase has a thinner texture than its counterpart in the exposition. The second phrase
mirrors its counterpart in the exposition in that both have the inverted secondagyahiem
counter-melody. In the recapitulation, this phrase holds a pedal point on the dominant of
C major in the bass throughout. Example 2.28 illustrates the transition of D-ftattma]

C major, and the long pedal point on G.
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Ex. 2.28 measures 323-46: secondary theme in recapitulation
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Just prior to the development, there is a precore in G-flat major that seems to be a
vestige of the closing theme section, for its main motive is drawn from the them

(Example 2.295?
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EX. 2.29 measures 123-32: precore

Thus, the development begins in measure 133, but a solid tonality is not reached
until measure 157 on account of measures 133-156, which unfold a series of unstable
diminished chords. This section consists of three phrases, each of which is built on a

different chord (Example 2.30).

*2William E. Caplin, Classical Forn& Theory of Formal Functions for the Instrumental
Music of Haydn, Mozart, and Beethoven (New York: Oxford University Press, 1998),
147-153.
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Ex. 2.30 measures 133-59: first part of development section

The first explicit key of the development section, F minor, is established by the

principal theme at measure 157, in which the both hands play its triplet motive tagether
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contrary motion. Note that in the exposition, only the right hand had triplets, under which
the left hand sustained long chords. This section continues through measure 172, and is

then followed by the secondary theme motive section in A-flat major.

The closing section in the recapitulation is almost twice as long as its quarhte
in the exposition. Its theme consists of two figurations: tremolos and short arpddwos
second figuration is prolonged and is followed by an extension and coda. The extension
revisits the secondary theme, while the coda re-establishes C major—ihed pajar

key to the tonic and the key of the secondary theme in the recapitulation (Example 2.31
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Ex. 2.31 measures 393-416: extension after closing theme section
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CHAPTER THREE: Sonata No. 3in F major, Op. 41

I. First movementAllegro

Though the first three sonatas were written around the same period (1848-54),
there is a clear distinction between the first two sonatas and the thirdrskledi
sonatas employ mostly conventional features, while the third treats forms andikey
greater freedom and more ambiguity. There are, for instance, three possitaitithe
form of the third movement: ternary, parallel, and sonata. Furthermore, althouagh it
not unheard in the Romantic period, the key relationship between the principal and
secondary themes of the first movement is quite bold: the secondary theme appears i
blll of the principal theme in the exposition, but returns in natukah-the recapitulation.

Of Rubinstein’s four sonatas, this is the only one to use this idea.

The first movement embraces not only unusual key choices but also unusual
proportions. The longest section in this movement is the transition, which—excluding the
retransition—is longer than the whole development section. The transition cofsists
four subsections (mm. 40-120), each with a different melodic contour and key. The first
subsection employs the principal theme but whereas the accompaniment of tipalprinci
theme section is chordal, here the accompaniment is arpeggiated tEgkatsp(e 3.1-1).

The second subsection is based on diatonic and chromatic scales (Example 3.1-2), and
the third is based on triplet tremolos (Example 3.1-3). The last subsection atipaes

of the principal theme with a syncopated accompaniment (Example 3.1-4).
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Ex. 3.1-2 measures 63-76: diatonic and chromatic scales

S

Ex. 3.1-1 measures 36-48: principal theme with arpeggiated accompaniment
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Ex. 3.1-4 measures 105-16: principal theme with syncopated accompaniment

In the recapitulation, the first and second subsections of the exposition return in
exactly the same way, save for key, while the third subsection is shortenddstThe

subsection is radically changed: the melody of the last subsection within th&ierpos
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appears in the bass in the recapitulation and the major mode of the former section
changes to a minor mode in the latter (Example 3.2-1&2). Table 3.1 below shows the
comparison of the tonal scheme of the transitions between the exposition and

recapitulation.

Subsection 1 2 3 4
Exposition 40-64 65-80 81-104 105-120
Keys F Ab Db-Bbm-Fm- | Ab

Cm
Recapitulation 288-312 313-328 329-344 345-360
Keys F-Ab C C Am

Table 3.1 Comparison of the tonal scheme of transitions
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Ex. 3.2-1 measures 105-16: subsection 4 in the exposition
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Ex. 3.2-2 measures 345-60: subsection 4 in the recapitulation

At sixty-two measures (excluding retransition) vs. eighty, the developm
section is more compact than the transition (mm.40-120). This section forms another
rotation of the principal and secondary themes, each of which is fairly short. The tonal
progress is a circle of fifths (Example 3.3-1) which appeared in the third Sohsafcthe

transition within the exposition (Example 3.3-2): B-flat minor, F minor, anal @eninor.

233 249
M. 201 217 240
e
L) e o 7 n
T/ . e @ &
e s
7

Ex. 3.3-1 A circle of fifths in development
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Ex. 3.3-2 A circle of fifths in exposition
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Between the principal and secondary themes, there is an interpolation ddtthe fir

motive of the principal theme. This motive appears again between the secondaryntheme i

the recapitulation and the coda (Example 3.4-1&2); the closing theme does notrretur

the recapitulation.
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Ex. 3.4-1 measures 228-49: interpolation in development
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Ex. 3.4-2 measures 425-53: interpolation before coda

After a brief pause, the retransition begins in the dominant of F major. This
section consists of two figurations: the first recalls the last subsectibe thnsition in
the exposition, which consists of the principal theme and a syncopated accompaniment;
the second is analogous to the last eight measures of the principal theoreisdbt

exposition (Example 3.5).
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Ex. 3.5 measures 258-89: retransition

The secondary theme of this movement appears three times, and each appearanc
is noteworthy: the theme always returns in a different key, with a different
accompaniment, length, and cadence. The choice of key for the secondary theme in t
exposition and recapitulation is also quite bold: it appears in A-flat majoofdhe
principal theme) in the exposition, and returns in the recapitulation in A major. This

feature is foreshadowed in the principal theme and transition sections in theiexpas



114

tonicization from F to A-flat appears first in the transition (Example 3.6-4¢cand

tonicization, this time from F to A, occurs in the principal theme section (ExaBnfi2).

Subsection # 1 P 3 4
-} .
4// ] i o |
4 o

Ex. 3.6-1 Tonicization in transition

1 13 26

D =

.

Ex. 3.6-2 Tonicization in principal theme section of exposition

In its accompaniment, the secondary theme of the recapitulation embaes s

fragments of the principal theme (Example 3.7-1), while the theme in the ecpesit

development feature a simple dance-like accompaniment (Examples 3.7-2 and 3.7-3).

Meno mosso.
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Ex. 3.7-1 measures 361-67: secondary theme in recapitulation
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Ex. 3.7-2 measures 117-31: secondary theme in exposition
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Ex. 3.7-3 measures 242-57: secondary theme in development

The secondary theme in the recapitulation is much longer than the same theme in

the exposition; in the development it is considerably shortened. In the redapiiulze

last part of the secondary theme is extended and followed by an interpolation which
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stretches out the cadence of the theme. This interpolation is comprised of metiges

of the principal theme (Example 3.8).
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Ex. 3.8 measures 425-53: interpolation within essential structural closure

In order to facilitate the essential structural closure in the tonic kegetmadary
theme modulates from A major to F major in the recapitulation. Its cadence, hpiseve
delayed by an interpolation, mentioned above (See Example 3.8 above for the delayed

cadence); this interpolation does not occur in the exposition. After completion of the
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cadence, the tonic is reinforced in the coda; the closing theme does not return but is

evoked here.

Il. Second movemenfllegretto con moto

The second movement of this sonata is in A minor, and its form is ternary. The A
and B sections provide a certain contrast in mood, with some reminiscences of the A
section appearing in the B section. Throughout the movement, the left hand plelys mar
like rhythms that contrast with the lyrical melody in the right hand. While theesphrare
mostly formed by eight-measure units, some phrases are unexpectediiairrége
movement’'s most noteworthy feature is its key structure: tonicizations oktygohkan
and mediant keys appear as frequently as in the first movement.

The first A section starts with an antecedent phrase in the low register im whic
the dark, insistent march-rhythms in the left hand suggest an atmosphkerenof fter
this sixteen-measure antecedent, the outset of the next phrase appeéns to be
consequent, but only the first four measures are those of the antecederftethénea
music diverges, forming another antecedent. Within this second phrase, a tinge of C

major briefly appears, though the phrase ends on the dominant of A minor (Example 3.9).
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Allegretto con moto.
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Ex. 3.9 measures 1-39: first two phrases of the A section
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An authentic cadence in A minor appears in the following phrase. For the next
twelve measures, this third phrase revisits motives from the end of the previows phras
This reminiscence is then suddenly interrupted by the appearanffeNg#apolitan

passage—the first time this dynamic indication is used in this movememhpix3.10).
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Ex. 3.10 measures 46-63: Neapolitan passage in the third phrase
A chromatic bass line leads this passage to the dominant (Example 3.11),

followed by a codetta which revisits ideas from the beginning of the moveEarhple

3.12).
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Ex. 3.11 measures 53-63: chromatic bass line between Neapolitan and dominant
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Ex. 3.12 measures 64-80: codetta in A section
The march-like rhythms in the bass that dominated the A section continue to be

used in the B section, though they are not identical; Examples 3.13-1 and 3.13-2 compare

their differences.

Allegr'ettu con moto.
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Ex. 3.13-1 measures 1-8: march rhythms in the bass in the A section
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Ex. 3.13-2 measures 81-88: march rhythms in the bass in the B section

The B section melody is as lyrical and mellow as that of the A section, andsbetes
in A major, its overall mood is brighter and more cheerful. The structurakbsitieis
between those two sections are as follows. Both consist of three major phthses w
prominent, ascending chromatic motive in the bass in the later part of eaoh.s&ltti
three phrases end with an authentic cadence to A major.

The first phrase embraces tonicizations of C-sharp major and C-sharp minor, a
modulation to a third above the tonic that was a major feature of the first movemsent. Thi
phrase consists of three eight-measure subphrases and one four-measursesubphra

which ends in a quick cadence (Example 3.14).
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Ex. 3.14 measures 81-112: first phrase of the B Section
The second phrase of the B Section begins over the dominant, and contains a

tinge of C major. This momentary appearance of C major echoes the secondestitece

of the A section (Example 3.15).
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Ex. 3.15 measures 113-37: tonicization of C in the second phrase of the B section
Two features of the last phrase evoke the A section: The first is the emphasis on
B-flat; the second is the ascending chromatic motion in the bass. Unlike ttaadirst

second phrases, this last phrase starts in F major, and highlights théhatflaas a part

of the Neapolitan sixth chord from the last phrase of the A section (Example 3.16-1&2).



124

# I
7! T ll ‘l 4 I "' — I_uA-
/:Wt. = Py
(R AN I N AL i
i : P ,
’“-/\ ; 2 e ir 1o :nﬁ ¢ bﬁ = :b‘ 3
\]7 ‘ B + ." nl i'h \\ r ; ; [
N T ' —T_ﬁ! JEJ — \\ - ¥ - — f—
foa } jﬁi — e — nms! . - "r - = '14'[][ "“' g
¢ NZEIF: i
P ‘
l bﬂg ﬂi | b d SiNrnil iee lie |
- wrT - r R 7T
B o

The chromatic motion in the bass sets up the return to A major (Example 3.17).
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Ex. 3.16-2 measures 138-46: emphasis on B-flat in the B section
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Ex. 3.17 measures 138-55: chromatic bass line from F major to A major
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While the A section is comprised of two antecedent phrases, the A’ section mamges the
into one phrase, the latter omitting measures 14-31 of the former. The rest of the A

section is repeated here without change, including the codetta. The A’ sectianiterads

coda that is reminiscent of the B section (Example 3.18).
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Ex. 3.18 measures 221-41: coda of the A’ Section

Although the mood of the B section of this movement differs considerably from

— Coda
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that of the A and A’ sections, the three parts are unified by compositional teclamque:

emphasis on the lowered second; an ascending chromatic base line; and a tomafizati

a third above the tonic. Moreover, tonicization of the mediant key in the B section

connects this second movement to the first. Finally, these aspects deraauteaience

both within the second movement itself, and between the first and second movements.

[Il. Third movementAndante

With regard to form, the third movement of this sonata is ambiguous. Analysis

reveals elements of ternary, parallel, and rondo form, though none is predofireant.
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only constants in this movement are the contrasts between theme, key, and form. This

chapter will focus on the interplay of each of these elements.

The most prominent contrast occurs between two alternating main themes that
vary in mood, rhythm, melody, and scale. Theme 1 is tranquil and diatonic, with repeated
chords in the accompaniment; Theme 2 is more chromatic and more rhythmita#ly ac

(Example 3.19).
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Ex. 3.19 measures 1-16: two contrasting themes

A second contrast involves the keys of C and E-flat. While the predominant key
of this movement is C major, the greater part of the middle section empleyhaty
encompass E-flat. Example 3.20 below is a graph of the tonal scheme of the third

movement.
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Ex. 3.20 tonal scheme of third movement

The first theme appears four times: mm. 1-8, 13-20, 41-64, 93-104. The first and
last appearances are in C major, while the second appearance is in A-flaamdatjoe
third in E-flat major. Even in the A-flat major section, E-flat is emphasizéld bass by

the emergence of the theme in the second inversion (Example 3.21).
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Ex. 3.21 measures 12-16: first theme in A-flat major

The second theme also appears four times: mm. 9-12, 21-40, 65-92, 105-20. The
first appearance is so brief—it is only four measures long (mm. 9-12)—that ihdbes
seem like a theme. Its second and third appearances, however—in G major and E-flat
minor, respectively—are quite long: twenty and twenty eight measuresleacimtrast
to the first theme that remained in flat keys, the second theme is mostly irrealased
keys, with the exception of the third appearance in E-flat minor. The E-fair msi

followed by a tonicization of E major, then F-sharp minor, eventually finishing in the
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secondary diminished chord in G major. The passages from F-sharp minor to the

diminished chord progress through the omnibus progression (Example 3.22-1&2).
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Ex. 3.22-1 measures 83-91: omnibus progression from F-sharp minor to vii7/G
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Ex. 3.22-2 Chord reduction of measures 85-89

The E-flat minor section (mm. 65-92) is followed by a last appearance of the
second theme, which returns to C major. It is still quite chromatic, but occersver a

C pedal point (Example 3.23).
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Ex. 3.23 measures 105-09: second theme over pedal point on the tonic

After oscillating between the keys of C and E-flat, the first themeaappace
again in C major just before the movement ends (mm. 121-39). It appears as fragments
however, rather than the whole theme. A unique feature of this moment is thahg passi
tone is stressed over six measures, while a segment of the first thenseipéssdass

(Example 3.24).
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Ex. 3.24 measures 118-39: emphasized passing tone over segment of first theme

The last contrast must be framed between clarity and ambiguity of foscléar
that the first section of this movement returns at the end. Save for this, howeser, m
other details of form are ambiguous. As was mentioned earlier, therees@dssible

forms for this movement. Table 3.2 below summarizes each:
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Ternary form A B A
Measures 1-64 65-92 93-139
Parallel form First section Second section Third section
Measures 1-40 41-92 93-139
Rondo form |A EB EA' EB' A" B A EB iCoda
Measures 1—85 8-125 13-’&1-40541—64 565-925 93-10:405-205121-39

Table 3.2 Three possible forms for third movement

In addition to ambiguity of overall form, there are details in the beginnirgeof t

movement and the returning of the first theme in the later section that saruiibis

movement seems to be a continuation of the previous movement, in that the second

movement ends on an A-minor chord and the third movement starts on the second

inversion of a C-major chord (Example 3.25-1&2).
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Ex. 3.25-1 measures 231-41: last part of second movement
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Ex. 3.25-2 measures 1- 6: first part of third movement
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What's more, the return of the theme in root position occurs rather unexpectedly,
for it is preceded by the secondary diminished chord in G. The second inversion of the
tonic could thus be the more natural resolution of the diminished chord. This diminished
chord, however, leads to the rooted tonic chord, and eventually resolves after some delay

(Example 3.26).
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Ex. 3.26 measures 89-95: delayed resolution of diminished seventh chord

Here an unusual feature is found. We have seen previously that certain
movements start in root position and return in inverted position. This movement is the
opposite, beginning with a tonic chord over the dominant note in the bass and returning in

the root position of the same key, (though the very last chord of this movement is a
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second-inversion tonic chord; Example 3.27): it happens only in this movement out of all

the movements of four sonatas.
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Ex. 3.27 measures 131-39: last tonic chord over dominant note in bass

The formal ambiguity of this movement appears to be a manifestation of the
composer’s desire not to adhere to conventional structures but rather to expl@stsontr
between fundamental aspects of the music: theme, key, and form. Moreover, by
beginning and ending with the tonic over the dominant note in the bass, this movement is
integrated into the larger picture of the sonata as a whole, and may theredesnas a

bridge between the second and last movements.

IV. Finale,Allegro

It is normative that the first and last movements of a sonata be in the same key,
and all but one of Rubinstein’s piano sonatas observe this norm. The exception is the
third sonata, in which the first movement is in F major, but the last is in F mindr;gwit

F major ending). This has significant hermeneutic implications. Speljfida F minor
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strives to achieve the parallel major key so as to finish the sonata in the triummatoaht

in which it began.

Others have noted that a major-mode first movement and a minor-mode finale
have the effect of a transition from happiness to tragedy. It has also been noged that
minor-mode finale will sometimes end in the major mode, creating a triumphamteclos

Hepokoski and Darcy cite two instances of the latter.

Is it conceivable to conclude a major-mode work with a
minor-mode finale, suggesting an unanticipated reversal of
fortune? There are a few (very few) early instances of this,
occasionally underpinned with programmatic implications.
Some are liberated into the major mode toward the very
end. Such is the case with Dittersdorf's Symphony No. 6 in
A after Ovid’'sMetamor phoses, “The Transformation of the
Lycian Peasants into Frogs” (c. 1781-82), in which the
unfortunate metamorphosis is reflected upon in an A-minor
finale that turns, at the end, into an A-maghminuendo
fade-out. The situation may also be found in Haydn’s
Quartet in G, op. 76 no. 1, in which the finale’s G-minor
sonataAllegro ma non troppo, converts into the major

mode for the recapitulatiot.

In the Finale, the first attempt to regain the major key occurs in theigapos
Since the principal theme appears in F minor, the secondary theme would be expected i
either A-flat major or in C minor. When it appears, however, it is in C major—the

dominant major key, and an unexpected key of motion to a major key.

*3 James Hepokoski and Warren Darelements of Sonata Theory: Norms, Types, and
Deformations in the Late-Eighteenth-Century Sonata (New York: Oxford University
Press, 2006), 336.
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It is significant that, while the secondary theme is in C major throughout, ¢here i
no perfect authentic cadence in C major at the end. Thus, the essential expositional
closure in the major key is not achieved, and the result is a failed exposition also

mentioned by Hepokoski and Darcy.

The purpose of S within the exposition is to reach and
stabilize a perfect authentic cadence in the new key. In
eighteenth-century sonatas this aim is almost invariably
accomplished: the new key is fastened down with a
PAC/EEC and often reinforced with a closing zone. The
generic model inherited from the earlier eighteenth century
is overwhelming in its consistency and purpose: S exists to
drive to a secured PAC. Were that PAC/EEC left
unaccomplished—as a fully intended expressive strategy on
the part of the composer—the exposition would be an
illustration of frustration, nonattainment, or failure. Such a
situation is countergeneric. Most failed expositions, then,
are nonclosed expositions. S is either kept from articulation
a PAC at all (there is no proposed EEC-effect at any point)
or attains a PAC that is immediately overridden, perhaps
through thematic repetition, and subsequently lost or
permanently undermined, thus failing to produce a
satisfactory EEC?

After being considerably delayed by the secondary development, the majer key i
ultimately achieved in the secondary theme of the recapitulation. Herectivelagy
theme is presented in F major and secured by the perfect authentic cadeforenththe

essential structural close.

Whereas the exposition and recapitulation seem intent upon securing a major key,

the development introduces a new theme and a new tonality. This new theme also

> lbid., 177.
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appears in the secondary development section of the recapitulation. | shalréeegio

my analysis with the development.

The development section (mm. 60-176) starts in B-flat minor with a precore that
guotes the principal theme and thus delays the appearance of the “actuapuoherel
Though it begins in B-flat minor, the predominant key of the development is D-flat
major: a new theme is introduced in D-flat major; the most part of this seath@mniein
this key. The flat second of the tonic, or G-flat—the furthest key from the tonic-a4appe
at the end of the development. The following graph illustrates the tonal schdmee of t

whole movement (Example 3.28).

Exposition Development Recapitulation
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Ex. 3.28 Tonal scheme of the Finale

There are three main themes in this final movement, for a new theme is
introduced in the development. The secondary theme and new theme are static and
chorale-like, whereas the principal theme is fast-paced with constansst(ipi@mple

3.29-1, 2, 3).
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Ex. 3.29-1 measures 1-9: principal theme
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Ex. 3.29-2 measures 37-45: secondary theme

4

b J

ry
#

Lt |e
|.'|Fr'--l. in

P -

CEaR




139

] "I-l-;
p——
1 m m :‘%7__‘_‘ g -
25y e S e S —
(AN J '3 e g
g e

i
 im wam'am

N4

U o

———— 4 N
TR ! - %J a_: ?x -
}‘bv‘l’p S'Aljl?;l- T TN W W i;l % it S rli-;lA;I.-l
F N Ngungnugl 7 fg gtimiigSigsig
i

Ex. 3.29-3 measures 94-104: introduction of new theme in development

Out of those three themes, the development section utilizes only the new theme
and a motive of the principal theme. This motive consists of triplets which aregat ti
rhythmically augmented. In accordance with the structure of the nemethrd triplets,
this section is divided into three smaller sections. See TableR® for a brief

description of those subsections.

Subsection 1 Subsection 2 Subsection 3

Measures 97-128 129-44 145-60

Shapes New theme with regularFragments of new Vertical

triplets and augmented | theme and triplets combination of
triplets introduced new theme and
augmented triplets

Table 3.3 Three subsections of development

The new theme is introduced in the first subsection. In measures 97-104, the new

theme forms a main melodic line, and the triplets seem to ring as its ecmop(Ex3&30).
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Ex. 3.30 measures 94-104: introduction of new theme

Beginning in measure 118 this subsection, augmented triplets appear. Here the
triplets are not an echo any more; instead, they function like a duet with the nesv the

(Example 3.31).
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Ex. 3.31 measures 113-20: augmented triplets

The second subsection borrows a rhythmic motive from the new theme, consisting
of whole and half notes. These notes appear sporadically without forming ahy soli

melody (Example 3.32).
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Ex. 3.32 measures 131-41: rhythmic motive of new theme

The last subsection is more texturally compact than the other two: the new theme
and the augmented triplets are combined vertically, and the augmented appless in
octaves. It is in this subsection of the development that the music moves to Gdlat ma

the most distant key from the tonic (Example 3.33).
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Ex. 3.33 measures 142-52: vertical integration of new theme and augmented triplets
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The whole of the development does not return in the secondary development
section of the recapitulation: only the precore, the last subsection, and thetretransi
return. Before the secondary theme can establish the essential struosuad ol F
major, the precore interferes and achieves the closure. This cadence, h@ster
strong enough to make a big statement, since it is accomplished through a dgscendi

scale, and not by a powerful set of chords (Example 3.34).
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Ex. 3.34 measures 257-69: weak essential structural closure

After the essential structural closure at the end of the precore, tsaliasiction

of the development begins. But unlike in the development, here the last subsection is
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integrated with the secondary theme. A wider range of chords thicken theetex

(Example 3.35).
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Ex. 3.35 measures 265-74: integration of new and secondary themes in second
development

Though this section is mostly in F major, E major is briefly tonicized before the
minor retransition reappears. This brief transition away from F major isdeldy the
long coda, which consists of the principal theme in a louder dynamic and a thickes textur

(Example 3.36).
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Ex. 3.36 measures 329-36: beginning of coda

Despite some interruptions, this minor-mode finale succeeds in its mission of
concluding the third Sonata in the triumphant major mode. What could not be
accomplished in the exposition is finally completed in the recapitulation. | furtiter
that the new theme—the core idea of the development—is recalled by being bmight b
in the recapitulation. Thus, the recapitulation is not only the return of the expositson, it
also the section that secures the tonal goal and confirms the new theatatialmof the

development as a whole.

To conclude, the third Sonata, with its unusual modulation in the first movement,
its formally ambiguous third movement, and its failed exposition in the finalesems

a significant departure from standard sonata form.
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CHAPTER FOUR: Sonata No. 4in A minor, Op. 100

I. First movementModerato con moto

The Sonata, Op. 100, Rubinstein’s fourth and last sonata, was written
approximately a quarter century after the Op. 41, no. 3. Yet its first movemberacas
more of the standard features of sonata form than does the previous sonata altheugh ther

are some adventuresome characters in the other movements.

The first movement is in typical sonata form. In the exposition, the principal
theme is in A minor, the secondary theme, in C major. These themes come back in the
recapitulation in A minor and A major, respectively. An unusual feature is tlwstalm
inconsequential treatment of the principal theme in the exposition: it is naerelght-
measure phrase. The transition, in contrast, is fifty seven measures longh&less,
this short principal theme is the most crucial material for the developmeatyéallin

importance by the closing theme.

The secondary theme of this sonata is less melodious than that of Rubinstein’s
other sonatas. Instead, it is full of rnythmic diversity: blurred bar-lines asiginnic

acceleration.

Of all sections within the exposition and recapitulation, the transition is the
longest. Given that it is nearly as long as the entire development sectiemd tatfocus
the discussion in this chapter primarily on the transition and development. At the same
time, | will explore the principal and closing themes closely, since théapewent is

based entirely upon them.
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The beginning of transition is ambiguous. The music remains in the tonic until
measure 46, but from measure 11, begins to get more active. A series of scalar and
arpeggiated figurations, rather than thematic material, predominate timgwfor these

reasons, | consider the transition to begin at measure 11.

The transition section (mm. 11-67) starts as if it were the consequent to the
principal theme, but only the first four measures are alike; the remainderntitheis
completely different. The transition as a whole is divided into four subsections in

accordance with melodic contours and keys (Table 4.1)

Sub 1 Sub 2 Sub 3 Sub 4
Measures 11-22 23-46 47-54 55-67
Keys Am Am Db C

Table 4.1 Four subsections of transition

The first subsection (mm. 11-22) consists of a clear melody and accompaniment.
Its first four measures are similar to the principal theme, while gtesrbased on a new

melody with a chromatic bass-line (Example 4.1-1&2).
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Aut. Rubinstein, Op.100.

Moderato con moto. p

Ex. 4.1-2 measures 9-23: first subsection of transition
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At the beginning of the second subsection, the tempo change#tonaato
marking.Both this and the third subsections (mm. 23-46; 47-54) are notable for their lack

of singable melodies: the music is instead a long concatenation of arpeggicenaoidd

(Example 4.2-1&2).
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Ex. 4.2-1 measures 20-29: second subsection of transition
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Ex. 4.2-2 measures 47-54: third subsection of transition

These two subsections are built primarily on | and V chords: the second
subsection is in A minor; the third, in D-flat major. This tonicization from A minor-to D
flat major seems to foreshadow the tonal relationship between the principal and
secondary themes in the recapitulation, where these two themes come backior A mi
and A major, respectively. Since D-flat is enharmonic with C-sharp, it beabees
mediant of A major. In this transition, the A minor also tonicizes to the D-flggrma
through enharmonic tones: a G-sharp in the A minor transforms into an A-flat in the D-

flat major (Example 4.3).
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Ex. 4.3 measures 39-46: enharmonic tonicization
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The dominant seventh of D-flat major leads to an Italian sixth chord in C major

in the last subsection (mm. 55-67); the G-flat of the previous subsection transforms into

an F-sharp. Finally, the composer uses a bit of canonic technique in this subsection; he

will use canon a great deal more in the development (Example 4.4).
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Ex. 4.4 measures 55-67: last subsection of transition
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In the recapitulation, the transition returns in similar manner, save foaggre
number of chromatically occurring tonicizations. A comparison between exjpositd

recapitulation is given in Table 4.2 below.

Sub 1 Sub 2 Sub 3 Sub 4
Exposition Am Am Db C
Recapitulation Am-F-F#m-D Bb-Bbm-Cb Bb A

Table 4.2 Comparison of transition

Before examining the development and its themes in detail, let us firstrexami
the secondary theme, which differs by being less melodious and more rkafthmic
varied and vigorous than its standard model. This variety is fueled by a progression of
ever faster rhythms, starting with eighth notes, then moving to triplets, and then to

sixteenth notes for the rest of the section.

The most noteworthy feature in the beginning of the secondary theme is its
rhythmic ambiguity. Barlines are blurred, and the two hands, each of which has its own
rhythmic accents, are entangled (Example 4.5). These features makeuilt dd follow

the melodic line.
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Ex. 4.5 measures 68-75: beginning of secondary theme in exposition

Measures 72-75 are a variant of measures 68-71. Both are based on the same
melody but have different rhythms: the first phrase consists of eighth notesctirel
phrase, of triplets. The placement of those left-hand chords that come on weak beats i

particularly difficult (see Example 4.5).

The rhythmic ambiguity does not last long, and neither does the passage. The
majority of this secondary theme section is figured in sixteenth notege&ethese two
places, however, is a short passage in triplets that connects the eightbgiabenly to

the sixteenth-note end (Example 4.6).
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Ex. 4.6 measures 76-87: rhythmic acceleration in secondary theme
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The development section consists of four subsections, each of which contains a
different combination of the principal and closing themes. Since these thentetar
understood in conjunction with each other, | will explore them closely before discussing

each subsection of the development.

As mentioned above, the principal theme, as discussed above, is an eight-

measure phrase, prepared by a two-measure introduction starting on thendofiina
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minor. The two motives used for the development appear on the treble staff: one is a

dotted rhythm; the other is a short scale in stepwise motion (Example 4.7).

Moderato con moto. J s Aut. Rubinstein, Op.100.
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Ex. 4.7 measures 1-6: two motives from principal theme for development

The development section depends more on the closing than on the principal
theme. This theme (mm. 104-19) also consists of two motives, both of which are longer

than those of the principal theme. They are also quite unlike each other (Example 4.8).
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Ex. 4.8 measures 102-13: two motives from closing theme

This development section (mm. 120-96) is characterized by many motivic
fragments and tonicizations. It consists of four subsections, each of whiatftesent

motives. Table 4.3 below summarizes each subsection.

Sub1l Sub 2 Sub 3 Sub 4
Measures 120-33 134-57 158-73 174-96
Keys Ab-Fm-Db-Bbm | Various Db F#m-D-Em

(Counterpoint)

Used motives Motive 2 of CT PT Motive 2 of | Motive 1 of CT
CT &PT

Table 4.3 Four subsections of development

The development, which embraces a chordal, scalar melody and a tremolo

accompaniment, starts with the second motive of the closing theme (Example 4.9).
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Ex. 4.9 measures 118-23: beginning of development

Before the second subsection appears, there is a bridge that combines the motives
of the first and second subsections: the triplets carry the motive of treufistction, the
dotted rhythm, that of the second subsection (Example 4.10). It is at this moment that a
forte marking first appears in this section. The first subsection is mostly quiehend t

second subsection goes back mamoafter this loud bridge.
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Ex. 4.10 measures 130-33: bridge between first and second subsections

The imitation technique that briefly appeared in the last subsection of the
transition is the main musical material in the second subsection. Itvitrts two-voice
canon, and is gradually expanded to four voices in the end. This subsection takes a

motive from the principal theme, which is largely a dotted rhythm (Example 4.11).
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Ex. 4.11 measures 134-41: beginning of second subsection

The third subsection combines the prior subsections, andfftgmamic marking

in effect throughout (Example 4.12).

Ex. 4.12 measures 158-65: part of third subsection

The theme of the last subsection is drawn from the first four measures of the
closing theme, appearing three times in three different keys: F-sharp mimajoD and

E minor. Aritardando concludes each appearance of the theme (Example 4.13).
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Ex. 4.13 measures 170-84: part of the last subsection

The recapitulation returns the exposition almost without change. Only at the end

is the theme extended in a more chromatic progression (Example 4.14).
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Ex. 4.14 measures 319-34: extension of closing theme in recapitulation

Finally, the A major in which the secondary theme appeared in the recapitulation
returns in the coda in A minor (mm. 334-49). A hint of canonic imitation in measures

334-39 reminds the listener of the second subsection of the development (Example 4.15).



160

Hud ’i?— b@_hbﬁf 15_5 Eh_%g ritard. - .

L tempo
;ﬁ_ ; 11 1 !lﬁ:" - ‘;: @
e = — 'E}u 77— —a . t\!:;
) T e £LE N
| T W ® & - =1 ——— — ]
4 — : ‘i :,‘l; { J’ r I H"’ T — O I 3 1 1
N = ge r== i
/ 2 |
/ “’. t % ‘?Ih — 7 ﬂ—g - 3
F— @ 7= T T 7 . w !
Z & 1 1 17
i d ‘ i 4 = r
. p ~ 2 Crese. - N _ -
’ ‘?A = ey _ ———— e ﬂ n
)= - o g. n 4 =
r - 1 !
"Hij# — Y T eR7
= ritard. . . @ tempo
e =
A P o e y ; . . e\‘____'_,/ g
1

' ﬁi
s
[ ]

@
€

' ey
AL

a5t Ten s Tevat e

o stringendo :
Is| 3 | [T | »
14 IVj T Iz 3 I % Y 70
Vi e — i : == P
) r T it - : )

RTmItmas s P ¢ ®

IJISR

Ex. 4.15 measures 329-49: coda

[I. Second movemenfllegro vivace

As was the case in the Op. 41, the second and third movements of this sonata are
reversed: the second movement is a scherzo, the third is slow. The scherzo is in rounded
binary form in D minor, the subdominant of the first movement, with a through-

composed trio in B-flat major. Whereas the first movement had no surprises iroferms
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key or form, the second shows formal and harmonic aspects that are both unexpkcted a

slightly ambiguous.

A noteworthy feature of this movement is that every section starts upon the
dominant—something foreshadowed in the prior movement. This is the case, not only in
both sections of the scherzo, but also in the trio. The composer’s use of a non-tonic chord
to begin is unique to this sonata. While there are movements in Rubenstein’s other
sonatas that begin on the tonic chord and have the dominant note in the bass, there are no

others that begin on the dominant chord itself.

The scherzo and trio in this movement contrast greatly. The scherzo is rhythmic
and percussive, with numerous repeated chords; the trio is smooth, and has arch-shaped
melodic contours. Changes in tempo, meter, dynamics, key, and texture further the sense

of contrast. Table 4.4 below illustrates:

Tempo Meter Dynamics Key Texture
Scherzo Allegro 3/4 Mostlyf D minor Homophonig
Trio Moderato 12/8 p andpp Bb major Imitative

Table 4.4 Comparison between scherzo and trio

The scherzo (mm. 1-128) is in rounded binary form with a long codetta; both
sections begin on the dominant of D minor. In the passage that starts the se¢ond sect
the dominant is prolonged for 20 measures. The first section of the scherzo bueflyg ret
in F major in measure 65 via a chromatic chordal passage that starts on thentlofiiina
minor and “sinks” into F major (Example 4.16). This is followed by a return to the tonic

key of D minor through an augmentell éord (Example 4.17).
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Ex. 4.16 measures 29-68: first part of second section in scherzo
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Ex. 4.17 measures 75-90: return to D minor after GermAottrd

A striking feature of the scherzo is the use of non-harmonic tones in prominent
places. In measures 17-19, G-sharp and D-sharp occur on the downbeats and second
beats of a passage otherwise based on the dominant or tonic of D minor. Only after
stating these two non-harmonic tones in this way are they treated in a more icoavent

way (Example 4.18, mm. 21-23).
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Ex. 4.18 measure 17-32: G-sharps on down beats

The especially prominent G-sharp reappears in the codetta and in the last part of
the trio section. In the codetta, the G-sharp is paired with a C-sharp, and extericgd f

measures, implying the dominant of the raised Il chord in D minor (Example 4.19-1).
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Ex. 4.19-1 measures 97-116: G-sharps and C-sharps in codetta
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G-sharp, here functioning as the mediant of the secondary dominant in D minor, is used
to prepare the return to the tonic key at the end of the trio in a way that is pdyticular

emphatic (Example 4.19-2).
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Ex. 4.19-2 measures 175-84: G-sharps at the end of trio section

Unexpected E-flats and B-flats also appear in the otherwise D misiosdiction

of the scherzo (Example 4.20-1), then reappear in its second section (Example 4.20-2).

A fe 2 5
2 . - o 1 e — L1 r.rY [ ] - 1'% o 1
oy —g o3 : A A R e e e
o $ ‘ Lo ¥ 7 rdd e
J crese. Y k"
g N 1 E ) - ]
T\'_%‘_th““ & - T T 4 1
e — = o — § B! ——; — 4 3:|
] 1
e e S — 1
. M N Eal hY 2K .E
CAIN U E .
- -\ . - - - - - - - - -
N\ |
e T b 4
e § ke g f'f‘b ‘;,:..;v_

Ex. 4.20-1 measures 22-32: E-flats and B-flats in first section of scherzo
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Ex. 4.20-2 measures 43-56: E-flats and B-flats in second section of scherzo

These E-flats and B-flats are not as surprising, however, as the G-stdp a
sharp, for they imply the Neapolitan chord in D minor. Unlike the G-sharp and D-sharp,

E-flat and B-flat have an obvious goal, which is to foreshadow the key of thedtimnse

B-flat major.

Another significant aspect of the scherzo is its rhythmic ambiguity. Fregeen

of hemiola and passages in 6/8 meter undermine the written time signatamep{&

4.21).
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Ex. 4.21 measures 1-10: alternation between 3/4 and 6/8
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The feeling of 6/8 is present throughout the scherzo, while the hemiola appeaysimainl

the first part of the second section (mm. 33-55, example 4.22-1) and in the codetta (mm.

97-112, example 4.22-2).
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Ex. 4.22-2 measures 97-110: hemiolas in codetta

However, all the rhythmic alternation between two meters does not seem apparent
in performance practice. Since this scherzo movement is in fast tempo, netiseaidly

the accent on the first beat of each measure. That is, it is more reasonabled&r consi
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each measure as a unit rather than counting one two three in every measure. This
beginning part of the movement bears another resemblance to the scherzo mmaveme
Chopin sonata No. 2 (Example 4.23-1&2). The both use a similar rhythmic motive here.
The resemblance between the finales of Rubinstein sonata No. 1 and Chopin sonata No. 2

was already mentioned in the first chapter.
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Ex. 4.23-2 Scherzo in Chopin’s sonata
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The trio section (mm. 129-84) differs from the scherzo in nearly every possible
way: key, meter, tempo, texture, dynamics—all are different. Only in iiafuag on the
dominant is the trio like the scherzo. The trio is in the relatively unexpecyeaf Beflat
major, the submediant of the scherzo, and remains in this key throughout. At times, the
music embraces prolonged V-chord passages, and in these passages ttieamgtsr

from 12/8 to 9/8 (Example 4.24).
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Ex. 4.24 measures 143-52: meter change in trio section

The most surprising feature of the trio is the return of the non-harmonic tones E-
flat (or D-sharp) and G-sharp. Here these notes conflict chromatiagtyheir
neighbors: the conflicting E-flat occurs in measures 145-51; the G-sharpasumd 70

(Examples 4.25-1&2).
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Ex. 4.25-2 measures 167-70: conflict between G and G-sharp

Another distinct difference between scherzo and trio are their textuneseas
the scherzo is homophonic, the trio is canonic. A single theme is passed between treble
and bass registers. When this theme appears in the prolonged V-chord passages, the

melody is slightly changed (Example 4.26-1&2).
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Ex. 4.26-1 measures 129-33: theme in trio section
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Ex. 4.26-2 measures 143-46: variant of theme

The tempo of the trio is slower than that of the scherzo: while the former is
allegro vivacethe latter isnoderato And whereas the scherzo varies frpi@nissimoto

forte, the trio section remains soft throughout.

When the scherzo returns, the repeats are omitted; otherwise the repetition is
identical. This is followed by a short coda, which is reminiscent of the trimsenow

in D major. Both theme and tempo markings return here.

The movement closes with a short chordal passageestq which consists of a
strong perfect authentic cadence to the tonic. Here, the unexpected E-flatlandiit
announced in the scherzo, return, this time as a Neapolitan chord that helps prepare the

final cadence (Example 4.27).
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Ex. 4.27 measures 307-20: coda
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[1l. Third movementAndante

Of the four movements of this sonata, it is the third that most departs from
traditional forms. Given its tonal scheme, it stands closest to sonata fthhouta
development, yet it may be argued that its layout resembles that ofsfivendo as
well. Its most striking features are the proportions of each sectioitsaiodal scheme, in

which third relationships predominate:

Exposition Recapitulation Coda
mm. I 29 5l /2l 1
2 ) 75 Al N -3 /81

L Vv I (bIL) .T_

Ex. 4.28 Tonal scheme of third movement

The beginnings of the exposition and the recapitulation are based on the principal
theme in F major: they differ in key; interaction between melody and acodomgra;
and dynamics. The melodious principal theme remains in F major througkout t
exposition, ending upon a perfect authentic cadence; the transition, thereftsén she
same key (Example 4.29-1). In the recapitulation, the principal theme startsajor- m
but ends in D-flat major, bVI of F major. Thus the transition of the recapitulatds gt

D-flat major (Example 4.29-2).
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Ex.4.29-2 measures 109-14: end of principal theme in recapitulation

The interaction between melody and accompaniment in the recapitulation also
differs from that of the exposition. In the recapitulation, the melody is ibdks; in the
exposition, the melody is in the soprano. The accompaniment in the exposition is
comprised of simple chords (Example 4.30-1); in the recapitulation, chromatc sl

tremolo thirty-second notes predominate (Example 4.30-2).
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Ex. 4.30-1 measures 1-4: accompaniment of principal theme in exposition

Tempo 1.
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Ex. 4.30-2 measures 95-96: accompaniment of principal theme in recapitulation

The dynamic marking of the principal theme throughout the exposition is soft; in
the recapitulation, however, the themeniszzo fort@nd its accompanimerngianissimo

There is aitardando marking at the end of this section in the recapitulation that does not

appear in the exposition.

The secondary theme is more static in melodic contour and harmony than the

principal theme (Example 4.31).
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Ex. 4.31 measures 51-63: secondary theme

The secondary theme is unchanged from exposition to recapitulationpsége f

tonality. In the exposition, it is in the dominant key of C major. In the recapatn/ati

returns, not in the tonic, as would be expected, but in A-flat major—aiiliflof F major.

Of particular interest is what happens in the extension sections that imghediat

follow the secondary theme. These extensions vary in length, key, and chasualer. T

4 5 below illustrates:

Extension in exposition

Extension in recapitulation

Measures 76-94 (19 measures) 168-80 (13 measures)
Keys C —Ab-V7/F Ab-vii7/C-German"bin F
Characters PT reminiscence + V7/F with| PT reminiscence + tremolos in

chordal melody on top

German 8 chord

Table 4.5 Comparison of extensions between exposition and recapitulation
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The extension in the exposition is longer than its counterpart in the recapitulation.
Both extensions follow their secondary themes, starting with a fragm#ére pfincipal
theme and then spending the remaining half of the section exploring ficspiemid. In
the exposition, this chord is the dominant of F major; its function is to preparéuire re
to the principal theme at the beginning of the recapitulation (Example 4.82th¢.
recapitulation, the extension is based upon the German sixth chord in F major. The

resolution of this chord is delayed in the beginning of the coda (Example 4.32-2).
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Ex. 4.32-1 measures 87-94: extension in exposition
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Ex. 4.32-2 measures 174-82: extension in recapitulation

The extension of the exposition starts in C major but remains in this kgstor
three measures; an eight-measure tonicization of A-flat major folfoneshadowing the

key of the secondary theme in the recapitulation. The remainder of this sediileal i
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with a prolonged dominant seventh chord in F major. The extension in the recapitulation
starts in A-flat major and lasts for five measures. It is followed pgssage based upon
the German sixth chord in F major, following a two-measure secondary diminished

seventh chord in C (see Example 4.32-2 above).

The transition is complex. While the two major themes comprise a singlensect
and stay—mostly—in the same key, the transition is comprised of three soibseetch
having a different key, melody, and meter. The first subsection is a theme atibrgyi
the second, a set of sequences; the last, a preparation of the secondary them=amgnphas
the dominant of the key of the secondary theme. The primary difference bett@een t

transition of the exposition and that of the recapitulation is their tonal Eatag able

4.6).

Exposition Recapitulation
Section 1 2 3 1 2 3
Measures 17-29 29-40 40-5C 111-120 121:32 132-42
Key(s) F-Db Db Vof C Db-A A V of Ab
Meter 6/8 5/8 6/8 6/8 5/8 6/8

Table4.6 Comparison of transitions between exposition and recapitulation

Although the first subsection of the transition is based on a short version of the
theme and variations in both exposition and recapitulation, there are differetveesrbe
these sections. Firstly, while the exposition has only one variation, tgatrdation has
two. Secondly, whereas the first section of the transition begins in F majoroaiutbtes
to D-flat major in the exposition, in the recapitulation this same sectiondregD-flat

major (Examples 4.33-1&2).
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EX. 4.33-1 measures 14-21.: first subsection of transition in exposition
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Ex. 4.33-2 measures 111-17: first subsection of transition in recapitulation



180

The theme of the first subsection in exposition draws its rhythmic ideatfrom

principal theme (Examples 4.34-1&2).
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Ex. 4.34-1 measures 14-21: theme of first subsection in exposition
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Ex. 4.34-2 measures 1-9: rhythm of principal theme taken for first subsection

In the first variation of the exposition, the theme remains in the same key; in the

second variation, the theme modulates from F major to D-flat major; in thepmovdasg
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variation of the recapitulation, it modulates from D-flat major to A major imoat s
extension following the first variation; there is no second variation in thpiteledion

(Example 4.35-1&2). A syncopatéasso ostinatanderpins the whole section.
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Ex. 4.35-1 measures 18-33: modulation in second subsection of exposition
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Ex. 4.35-2 measures 115-20: modulation in extension of transition in recapitulation

The second subsection of the transition features different meters, tempos, and
structures. While the movement as a whole is in 6/8, this subsection igdneat&f/8; the
tempo marking oAnimato assacontrasts with the surroundirgdante Before this 5/8
moment comes, the music is gentle and warm. These changes of meter and tatapo cre
a feeling of urgency and uneasiness. This subsection is comprised of thrqu shees,
each four measures long. The keys of these three phrases form a Bjflatiord in the

exposition, and an A major in the recapitulation (Example 4.36-1&2).
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Ex. 4.36-1 measures 29-42: second subsection of transition in exposition
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Ex. 4.36-2 measures 121-33: second subsection of transition in recapitulation
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The last subsection of the transition extends the dominant of the secondary theme
key, and prepares the entrance of the secondary theme, which, in the expositithe is i
dominant of C but in the recapitulation, is in the dominant of A-flat (Example 4.37-1&2
The chromatic notes and fast running scales impart a brilliant sound to tios sget

the dynamic remains soft.
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Ex. 4.37-1 measures 39-50: third subsection in exposition
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Ex. 4.37-2 measures 131-43: third subsection in recapitulation

The coda of this movement has two very specific functions: the first is to@esol
the German sixth chord that ended the prior section; the second is to setongctbé
the movement as a whole, since, as noted earlier, the secondary theme in the

recapitulation was in blll of the tonic.

The coda does not modulate away from F major. The German sixth chord is
resolved, though not immediately, and thus there is no strong feeling of a ‘metae”

on account of the disjuncture between outer and inner form (Example 4.38).
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Ex. 4.38 measures 178-86: resolution of German sixth chord in beginning of coda

Seven measures before the close of this movement, there is an unexpected A
major arpeggio. The key of A-major has played an important role in the previous
sections: it was the main key of the second subsection of the transition in the
recapitulation; in the secondary theme section of the exposition, a prominendA-ma
passage appeared suddenly as the secondary dominant of ii in C major. Whatthenor
mediant of A major is enharmonic with D-flat, an important key in the tiansitand
thus frequently used. In the coda, A major appears as a secondary dominant of vi in F
major. Most striking is that here, the secondary dominant is never resthigacery last

note of this movement is not F, but A (Example 4.39).
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Ex. 4.39 measures 204-17: last part of coda

IV. Finale,Allegro assai

The last movement of Rubinstein’s Op. 100, no. 4 is in sonata form, just as were
the finales of his other sonatas. No movement in any sonata is in rondo form. Tene fina
of this last sonata is based on a three-rotational section-structure. Them@asing

theme, and thus the secondary theme section in the exposition leads directly to the

development section.
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The most daring large-scale feature in this movement is its four-key egpositi
Strikingly, none of the keys in the secondary theme area are secured by atiauthe
cadence, and this results in a failed exposition. There is, however, an esseriaial
closure in the recapitulation, though it does not appear until the secondary development
section that follows the secondary theme section. As such, the keys of the secondary
theme are likewise not secured within the main part of the recapitulation. Mordé@ver, t
is no clear cadence at the end of the finale. Thus, at the point we most desirereseeal se

of closure, we are left only with ambiguity.

The exposition (mm. 1-152) starts as though this movement is a continuation of
the previous movement. Although the third movement was in F major, it ended with an A
in the melody. Not surprisingly, the final movement starts with a Germandierd in
A minor over an F in the bass. After an eight-measure introduction that congfsts of

German sixth and dominant chords, the core of the exposition starts.

The principal theme section (mm. 9-32) is made of three eight-measure phrases.
Only the second phrase contains a tuneful melody, which appears in the bass (Example

4.40).
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Ex. 4.40 measures 1-27: tuneful melody in second phrase of principal theme

The transition (mm. 33-48) is the consequent of the principal theme, albeit with
the third part omitted. A modulation to C major arises in the second phrase (Example
4.41). Table 4.Delow provides the correspondence between the principal theme and

transition:
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Ex.

4.41 measures 38-51: modulation to C major in transition

Phrase 1 Phrase 2 Phrase 3
Principal theme mm. 9-16 mm. 17-24 mm. 25-32
(mm. 9-32) tonal ambiguity A minor half cadence in Am
Transition mm. 33-40 mm. 41-48 omitted
(mm. 33-48) tonal ambiguity C major

Table 4.7 Correspondence between principal theme and transition
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The secondary theme section of the exposition (mm. 49-152) passes through a

number of keys. There is a modulation to C major (the key of natural Ill) by the end of

the transition, but the secondary theme section starts in E major. This unusuaéstsft se

to be inspired by the E in the melody of the previous measure (m. 48), a C major

imperfect authentic cadence that ends the transition. The modulation fronoCtorg]

major, therefore, is via a common melodic tone, and not a pivot chord (Example 4.42).
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Ex. 4.42 measures 46-57: sudden modulation to E major

It is ironic that the transition ends with an authentic cadence, but the secondary

theme, which starts in E major, then tonicizes C major, and finally F majorndbésee

table 4.8).

Sections 1 2 3
Measures 49-80 81-104 105-52
Keys E major C major F major

Table 4.8 Secondary theme sections in exposition
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As | noted earlier, none of these keys are confirmed with an authentic eadedc¢he

result is a failed exposition.

The first subsection of the secondary theme (mm. 49-80) is based on the tonic
chord in E major. The rhythm of this subsection relates to that of measures 256 in t

principal theme section (Example 4.43-1&2).
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Ex. 4.43-2 measures 46-51: rhythm in secondary theme

The last eight measures emphasize the diminished vii chord of C major, and this

leads smoothly to that key at the outset of the next subsection (Example 4.44).
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Ex. 4.44 measures 73-84: extended vii chord at the end of first subsection

The tuneful melody that appeared in the second phrase of the principal theme is

evoked in the second subsection of the secondary theme (mm. 81-104). This subsection

consists of three phrases, each of which combines the melody of the prinerpalwith

an accompaniment comprised mostly of tremolos. The first two phrases arsinuii&r

overall, though their harmonies differ slightly. As the last phrase ofubsestion moves

towards F major, it becomes more varied (Example 4.45).
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EX. 4.45 measures 97-111: moving towards F major

Although F major was prepared in the previous subsection, the tonality of the
final subsection of the secondary theme (mm. 105-52) starts ambiguously. After tw
phrases (mm. 105-20) of a bridge-like passage, a new melody appears in.Hmajor
new melody is slow-paced, and filled with half and quarter notes. The final fghis of

subsection focuses on the tonic and dominant of F major (Example 4.46).
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Ex. 4.46 measures 113-54: last subsection of secondary theme

The development section (mm. 153-320) immediately follows the secondary
theme. This development section is slightly longer than the exposition, and islgrima
based on motives of the principal theme. This section consists of three subsections and a
retransition with a slower tempo marking. Since there are a number of &bioicgzin

this section, | shall provide an overview of them, before analyzing eackategdetail

(Example 4.47).
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3rd subsection

1st subsection 2nd subsection 233

m # 153 169 185 209 217 225 -

rax . 4 - —0 Z
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= — \\—/ & ’ ~ .
- 5th
Am: Sth sth \/-0- -  5th
5th

5th
Ex. 4.47 Tonicizations in development

The subsections form an inverted arc. Between the first and second, the arc moves
through three falling fifths; between the second and third, the arc ascemaghtifiour
rising fifths. Notable here is that every key between the first and segbadctions starts

with the local dominant chord of the key.

The motives of the first two subsections of the development correspond to those
of the first two phrases of the principal theme; the third subsection introduces a new
motive. The first subsection of the development (mm. 153-184) takes its motive from the
first phrase of the principal theme, and is comprised of four eight-measuseqlfae
first two phrases and the second two have similar music, but are in diffeyanbDke

minor for the first two phrases; G minor for the second two (Example 4.48).
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Ex. 4.48 measures 155-88: first subsection of development

The second subsection (mm. 185-232) of the development modulates more often
than the first. Of the three subsections, only the second has a clear melody. The
articulation and dynamic markingsarcatoandforte are in effect throughout (Example

4.49).
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Ex. 4.49 measures 182-8@narcatoandforte in second subsection of development

This distinctive melody appears five times; three in the bass and twloe in t
soprano. The first two appearances are in C minor; thereafter, eachingnagipearance

involves a tonicization to a key a fourth down, G minor, D minor, and A minor.

The third section seems to introduce a new theme, though it may be argued that a

similar motive occurs in measures 23-24 of the principal theme (Example 4.50-1&2).
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Ex. 4.50-1 measures 232-45: third subsection of development
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Ex. 4.50-2 measures 21-27: rhythmic motive of principal theme

In the middle, there is a shift to D minor; for most of it, however, the key is E
minor. The intent of this subsection seems to be to prepare for the retransition, and

perhaps even for the return of the recapitulation in A minor.

The phrases of the retransition (mm. 301-20) are typical of sentencerstructu
(2+2+4 phrasing). There are two sets of this structure, followed by a fosureea
extension. The first sentence-structure phrase consists of three diffeadritdys; the
second prepares for the return of the principal theme in A minor, and focuses on its
dominant. Although each key area of the first phrase appears to start vifdrenti
chord, the three chords are enharmonically identical: the first chord @isech of D-
sharp, C, and A; the second, D-sharp, B-sharp, and A, the third, E-flat, C, and A. At the
same time, the chromatic bass of the second subsection of the secondary theme in the

exposition returns (Example 4.51-1&2).
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Ex. 4.51-2 measures 79-96: chromatic bass in second subsection of secondary theme
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The principal theme and the transition of the exposition return unchanged in the
recapitulation. It is in its secondary theme section that the recamitu(atim. 321-568)
begins to break away from the prototype of the exposition. This section of the
recapitulation contains more tonicizations than does the exposition, and is followed by
secondary development, within which an essential structural closure is aclfsva
the exposition, none of the keys of the secondary theme are secured with a catlence i

recapitulation.

Of three subsections, only the first subsection of the secondary theme (mm. 361-
92) returns in the recapitulation unchanged. Whereas each of the subsectioms irema
its own key throughout the exposition, the second and third subsections pass through
different keys in the recapitulation. Table 4.9 below compares the secondagstbk

the exposition and recapitulation.

Section 1 2 3
Exposition E major C major F major
Recapitulation E major F major-C minar  E-flat-major- C major

Table 4.9 Secondary theme of exposition and recapitulation

The secondary development (mm. 473-568) is based on the third subsection of the
secondary theme in A major. Because of the tonal closure at the end of tlkngrece
section, | will not call this section a coda. This secondary development seatiame
forceful and dramatic than the neighboring sections. It encompassesaviges rthicker

chords, and louder dynamics than the secondary theme section (Example 4.52).
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Ex. 4.52 measures 473-93: secondary development

This dramatic secondary development is followed by a long extension which
starts with an ambiguous key leaning towards F-sharp minor. The key ojoAbegins
to emerge in the second half of this section, eventually ending on a petfestta

cadence and thereby accomplishing the essential structural clazaregle 4.53).
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Ex. 4.53 measures 561-73: essential structural closure in A major

Thus secured, A major remains the key of the coda (mm. 569-641), even being
reinforced by pedal points on A. But a surprising vi chord—decorated by itshoesy—
appears repeatedly at the end of the finale. In the end, the music ends a&mipty an

A major chord; there is no concluding authentic cadence (Example 4.54).
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Ex. 4.54 measures 624-41: no cadence at the close of finale
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Although uncommon and daring, it is neither the four-key exposition, nor the
absence of the essential exposition closure, nor the lack of a final céllanicind to be
the boldest feature of the finale. Rather, it is the composer’s way of juiigpbe
melodies of each theme-section. This feature is not immediatelyesppsince the
melodies are all fluid. Yet | would argue this movement has too many melbdtbs
secondary theme, for instance, the composer presents a different tunachitihange of
key. What's more, these melodies are not well connected to each other. The sralodie
the middle part of the principal theme and the last subsection of the secondaryrtheme a

notably stodgy, and do not harmonize well with the other tunes.

In conclusion, Rubenstein’s adherence to sonata form provides the necessary
coherence to hold this finale together, and perhaps even forms a convincing piece of
music. Nevertheless, | find the poor juxtaposition of melodies make this movesent |

than satisfying to play, and, | don’t doubt, to listen to.
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CONCLUSION

The study of Rubinstein’s four sonatas shows not only the musical tendencies in
his compositions but also changes in his compositional style through differexdseri
Also, these sonatas help one understand Rubinstein’s pianistic style. Althoughihis mus
is closer to that of Beethoven than Liszt, some of brilliant passages evolengimg|

techniques that Liszt displays often in his music.

The form and tonal language of Rubinstein’s sonatas are arguably even more
conservative than that of works by composers such as Mendelssohn, Robert Schumann,
or Beethoven. To be sure, Rubinstein uses more innovative techniquesatehsohatas.
Whereas the first sonata, for instance, strictly follows the common featiige
traditional sonata form, the last is much freer in form, harmony, and structur@naont
many unexpected features. But even so, there is a general conservatioh in a
Rubinstein’s sonatas. That distinguishes his from those of other Russipasssmsuch

as Mussorgsky, or Rimsky-Korsakov. This is manifested in these sonatas.

The tonality of the first and second sonatas emphasizes the tonic and dominant.
The third and fourth sonatas, on the other hand, employ more in third-relationship in their
modulations. Even between the first and second sonatas, one sees some differences. For
instance, the second is more chromatic than the first in melody and harmony, and uses
modulations to the Neapolitan. What makes the third sonata a real break from the first
two is not only its third-relationship but also its more ambiguous form. Its third
movement, for instance, provides three possibilities for the interpretatitsxfofm.

Such ambiguity of form appears in even a greater extent in the last sonakalikewse
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contains many unexpected and unconventional features in form and harmony. Exemplary
is that the last movement of this final sonata contains a four-key expositiondewbid

of an essential expositional closure and the final cadence emndhef the movement. Yet,

all of these sonatas are clearly in dialogue with classical sonatafattmaditional

tonality. This is one of the reasons that Rubinstein’s sonatas are considerethsebtc

those of the Classical period than the Romantic.

It is perhaps significant that the fourth of his sonatas which is the most
adventuresome was the least successful. In trying to break away fdimomic forms
and tonality, which he did so only partly, he probably created more challengdgthan
was up to. As a result of his fourth sonata, it seems an unfortunate mixture of innovative
and yet controlled forms, and daring and yet traditional harmonies in a mattsrrib

quite convincing.

As these sonatas make clear, Cui and Serov were quite justified in dettiating
Rubinstein’s art lies very much under the stylistic umbrella of composerssuch a
Mendelssohn. And they were also quite fair in claiming that he was not Russian in his
music. Rubinstein noted that he did not believe in folkiness in music and prefers standing
more in the Western-European tradition, “owing to his cosmopolitan charatiémns,
in none of his sonatas does one find Russian folk elements that were common among
other composers in Russia at that time. However, he was not the only Russian composer

who preferred the Western-European style. Tchaikovsky and Rachmaninoff, forenstanc

* Philip Ewell, “Anton Rubinstein, Alexander Serov, and Vladimir Stasov: The Struggle
for a National Musical Identity in Nineteenth-Century RusséaCanadian Journal of
Germanic and Slavic Comparative and Interdisciplinary Studies, XVI (2007): 53.
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had similar inclinations, although, to be sure, Rubinstein’s music is more conservative

and more in style of Western-Europe.

Some of Rubinstein’s works still survive in the repertoire. As noted earlier, his
Melody in Fand piano concerto no. 4 are still often played with much success. But for
the most part, he is considered as a historical figure and a footnote in music history of
used as a counter example to more “Russian” composers such as MussorgskynThat is
discussions of Russian national composers such as Mussorgsky, Borodin, and Rimsky
Korsakov, who are contrasted with those composers who adopted more conservative style
Rubinstein being the prime in much less known example. Through the examination of
these sonatas, | hope to shed light on what this “alternative” Russian styledetitas

shedding light on Russian music of the nineteenth century in general.
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