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ABSTRACT

ThePositivistic Mysticism of Alexander Scriabin:
An Analysis of the Thredufles, opus 65.

Lana Forman
2017

Over the past several decades, scholarly writingf6ntULDELQTV ODWdaigeyp QR PXVLF
focused on one topithe pitch organisation of his unusual sonorities. A great variety of

analytical techniques amdethodologiefasdisregarded the extrausicalaspects of ScriabifiV

mysticism and his esoteribeory of sounetolour correspondence, considering them irrelévan

to an understanding of his music

This thesis argues that the three essential componethsadmp R V $latecreative practice
+the harmony, the underlying secret esoteric meaningttaadmplicit correspondence of
soundcolour ideas to the harmonic contetiére interrelated and crucial to understanding
6 F U L Didép@fioivorks.

Thelast three ®desof Scriabin, opus 65, are examinesla fragmentdhe FRPSRVHU YV SOD:
of consecutive athconsistent execution of idefast sketched by hmih f$FWH S(tp.DODEOH
19121915) 7KH FRQFHSWV GUDZQ IURP +HOHQdtaddishibey DWVN\{V P
FRQFHSWXDO |1UDPH ZR Uratioh&isiidad mystiGishurhddgel Q TV



To my Mother. In Memoriam.
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INTRODUCTION

Thepublication of 6 F U L DEEUd€ES Hpus 685 thesummer of 1912 received littitention in
theRussian and westefuropeammusicalpress The annals of that yearere full of far more
striking events than the appearance of theetmather bizarrget didactic piano pieces, as
VXJIJHVWHG E\ WKHLU G Foda&yit isSrvpasRiifle Bay t& piakegtehtScriabin,
preoccupied with the idea bfs masterworkiMysterium during the last period of his creative

life, was aware of or influenced b KH pUHDOY ZRIUOG DURXQG KLP

6 FULDE L Q92 revolvidd BrQund his grandiose projed¥igkterium a festival of
SRP@QWW™ WKDW ZRXOG IXVH PXVLF DQG VSHHFK FRORXUHG C

with his theosophically inspired beliefsThe performance of thdysteriumwasto take plae in

1 Beginning with the first extensive English language monograph on Scriabin writ&@nEbyHull (1916),

6FULDELQTVY PXVLF LV XVXDOO\ GLYLGHG LQWR WKUHH FRPSRVLWLRQDO S
19023), middle (increasingly chromatiending ca.1904.0), and late (moving toward atonality, beginning with op.

60, 1910 7KLY FKURQRORJ\ ZDV ODWHU D G R.SWah @91), Faxiliiod BMveysX FFHVV R UV
(1969 and 1973 volumes), Hugh Macdondl@78), and Jamed. Baker (1986) The boundaries of these

chronological divisions vary, however, from one scholar to the next. Baker (1986:82), for instance, identifies the
PLGGOH SHULRG RI 3KLJKO\ H[SHULPHQWDO ZRUNV" IURP RS 1R WR R
Jonatha Powell sees it as ca. 190909, up tillthe Feuillet d'album op. 58 (1909). See Jonathan Powell,

"Skryabin, Aleksandr Nikolayevich," iGrove Music Online. Oxford Music Online,
http://www.oxfordmusiconline.com/subscriber/article/grove/music/25846essed February 17, 2017). The

interpretation of Rssian scholar Yury Kholopovwhoal @ LYLGHYV 6FULDELQYTYV PXVLF LOQWR WKUHE
periods: 1) op. 29, an early period (1888901); 2) op. 3667, a middle period (1908908); 3) op. 5&4, a late

period (19101914), appears to be most logical as he notes unnoticed in English sousees@i@ a roughly one

year ofcompositional caesur&« HWZHHQ WKH ILUVW WZR SHULRGVY WKH VDPH FDQ EH R
period: theFive Preludes op. 7Z HUH ZULWWHQ LQ HDUO\ PRQWKV RI DQG EHFDPH 61
composedied in April of the following year.6 HH LQ <XU\ .KRORSRY 36FULDEL®Q DQG WKH +DL
& H Q Wcbdlarly NotegMoskva: |zdatel'skoe Ob"edinenie Kompozitor, 1993251 The article is available on

line athttp://www.anscriabin.ru/index.php?catid=57:publications&id=109:scriabistharmonyof-the-xx-
century&Itemid=133&option=com_cont&8view=article

2*DZER\ VXFFLQFWO\ VXPPDUL]HVY 6FKORH]JHDUWW KR KUK I/E/L B QE W& HHW XM K
had once been a divine, primal unity which had been broken to form the diversity of the material world. Art, too,
had once been unified, but hsicice been fragmented to form the separate genres of music, painting, dance, and
SRHWU\ G6FULDELQYY EHOLHI LQ WKH IXQGDPHQWDO FRUUHVSRQGHQFH E

1


http://www.oxfordmusiconline.com/subscriber/article/grove/music/25946
http://www.anscriabin.ru/index.php?catid=57:publications&id=109:scriabin-and-harmony-of-the-xx-century&Itemid=133&option=com_content&view=article
http://www.anscriabin.ru/index.php?catid=57:publications&id=109:scriabin-and-harmony-of-the-xx-century&Itemid=133&option=com_content&view=article

a specially built temple in India. It would-enact the wolution of the universe arttumarkind

and, with the power of music, speed up the time to end the material world and arrive to an

entirely spirtual state of being. The fitsind accounts cfeverabf 6 FULDELQYYVY FRQWHPSR
provide many colourful details dhe project WKH SURGXFWLRQ RI ZKLFK 3ZRXOG
FROODSVH DQG X gabanddad foDr@taGad, DadaKks Scriabin talking about using
3ILPDJLQDU\ VRXQGV ZULWWHQ® GREQRH)] HU3Y B8 HWIHNODERW W W
LOQOWHQWLRQV WR SLQWURGXFH W DwygtdridnHso\asltQ vadsinRigy LQWR
entre humDQ ERG\ LQWR D VR X GadefnkiteQiedXCHOQMVDELQ TV

description of the use of incengmists and lights to modify the architectural contours of the

cathedral in which the performance was to take place.

reuniting the arts in thBlysterium KLV 2R B®/L F R>abtpG telptigalunity which had existed at the
EHIJILQQLQJ RI WK GRVPRE¥R\ ,e8OH[DQGHU 6FULDELQYV 7KHXUJ\ LQ %OXH
of Prometheus: Poem of Fire R S " 3K' GLVVHUWDWLRQ <DOH 8QLYHUVLW\

3 Boris de SchloezeBcriabin: Artist and Mystictranslated by Nicholas Slonimsky (Berkeley: University of
California Press, 1987), 177. Boris de Schloezer (4889) was a Russidfrench writer on music. Since his
sister Tatiana Schloezer was the selcaife of Scriabin, Schloezer became an intimate friend of Scriabin, who
confided in him his theosophical and musical ideas. His originally published monograph on Scriabin in 1923.

4 Leonid Sabaneev (88-1968) was a friend of Scriabin, about whom hetai@ monograpiospominaniya o
Skryabine1925 In the absence of English translation the Anglophone Scriabinists may refeEtintiherungen

an Alexander Skrjabirtranslated by Ernst KuhiBerlin: Verlag Ernst Kuhn, 2005)Sabanev published a great
number of artiles on Scriabin between 1909 a5 and later on. Among his publishing venues VRargsian

Music GazetteMuzyN D O 1 Q\ 6 R YMusi®Co@é€pripdrary] and the popular jouriizyka According to
%DNHUYV %LRJUDSKLF D @shé eomprér@sedihimBelf @hel hahir@e a devastating review of

3 U R N R Bewhiafi GBuitat a concert that never took place. Yet his early writings on Scriabin have remained the
most reliable ad authentic primary sources fé&rF U L D E L Q fisfldvideEX G L HV

5> Sabaneev quotes Scriabin sayiflgLOHQFH KDV D VRXQG « , WKLQN WKHUH FDQ EH D P
VLOHQFH Myste@ui KIDQW WR XVH WKHVH pLPDJLQDU\NT] VRXQGYVY WKDW ZLOO
LPDJLQDWLRQ « , ZDQW WR ZULWH WKHP GRZQ XVLQJ D VSHFLDO QRWDWI
Vospominaniya220.

6 SchloezerArtist and Mystiq1987), 84.

7 Anna Goldenweiser, undated diary entryAilN. Scriabin.3LV{PEOFULDELQYYV /HWWHUV@ HGLWHG E\
(Moskva: Muzyka, 1965/2003), 612.



By 1912, Scriabin, realizintheimpracticality of his creative ambitionwas working on
theso FDOOHG 36DIBUWHGWB ULW H Ole@dRa-préadblepy Mrépdratory Ac
According to Boris de Schloezex prolific writer on the composer:6 FULDELQ IHOW WKDW
accomplish something tangible, here and now, sé\tbe préalabldoecame an abridged version
of theMysterium In it Scriabin returned to the obsessive image of cosmic death in a state of
ecstasy, along the lines of hisdglJ D OLEUHWWR EXW HOHY DAWbhGoMh& D P XFK
libretto and musical sketches fitve Acte préalablénas not been published in Russia since 1915;
the Frenclversionof the librettomade available biylanfred Kelkel(1978)was translatedto
English by Simon Morrison (20029. A number of fairly recent studies on the composer
VXJIJHVWYV WKH SUHVHQFH RI FORVH DQG XQHTXLYRFDO FRUU
WKHRVRSKLFDO WHDFKLQJV ZLWKPDh@&hetiBh) 6D'EThe3§ WorkKRUNV Z U
are seen as a consecutive and consistent execution of the ideas sketched by Scriabfh$r-hig H

préalable a sort of protetM\VWHULDO pV\Q W id $eéiies Hf tafeSutyplaRried W

8.0 6DEDQHHY ZKR EHFDPH UDWKHU F&demuryoli @laRébr theMyseriitmQ IV PRUH
ZURWH WKDW 6FULDELQ ZDV SHUVXDGHG E\ KLV IULHQGY KLPVHOI DQG 9\
KLV JUHDW 0\WWHU\ ZKLFK zZzDV WR FXOPLQDWH LQ WKH pyDQQLKLODWLRQ
worktobe D OOHG WKH pu,QLWLDO $FW § 7KLV ZDV WR EH D JUDQGLRVH FDQWI
FDWDFO\VPLF ILQDOH 6FULDELQ DJUHHG WR WKLY DQG ZH QLFNQDPHG L
$ OHPRL Russia@Revie®5/3 (July 1966)26566.

9 SchloezerArtist and Mystiq1987), 292.

10 SeeManfred Kelke,l $OH[DQGUH 6FULDELQH VD YLH OfpVRWpULFENMUIE HW OH OD
three (Paris: Editions Honoré Champion, 1978); and Simon Morf&gssian Opera and the Symbolist Movement
(Berkeley and Los Angeles: University @alifornia Press, 2002), 3147.

1 Among them ardames M. % DNHU 36 FULD\E BQ LW B XRIUF 0DV W L MMOsi@ Rhe@yRrvV R SK\ ~ L
Concept andPractice ed. James MBaker, David Beach, and Jonathan W. Bernard (Rochester, NY: University of

Rochester Press, 1997),-53 $Q G UHL 9% Bl&QobSelkd Réces: Evolution of a Man in the Musical and

/[LWHUDU\ /HIDF\ R BelfidJobrRa)ioBF-EIL(TPI7): 212; 3Skryabin i novaya nauchnaya paradigma

;7 YHND” >6NU\DELQ DQG WKH QHZ VFLHQMAKHK(FI3)DIITBG andMaRria W K H WK FHC
Lobanova, TheosophisttTheurg +tMystic tMagician: Alexander Scriabin and his Tir(et. Petersburd?etroglif,

B3LVIPHQD 9UHPHQL 6HULHYV



ZRUNV WKDW ZRXOG pSUHSDUHY WKH ZRUOG IRU D ILQDO WUI

rebirth at a new plane of existence.

7KLV WKHVLV LV DQ LQYHVWLJDWLRQ RI D VPDOO IUDJPH
Scriabin in his opus 65. My wk brings together three essential and interrelated components of
WKH FRPSRVHUYY ODWH FUHDWLYH SUDFWLFH KLV KDUPRQLF
meaning, and the implicit correspondence of his saaholr theory with the harmonic content

of the works.

&KDSWHU 2QH 3:DONLQJ $URXQG D &KRUG "-reathBdHGLFD W I
DVSHFW RI 6FULDELQYV PXVLF Qs i@bDnQnyX DheginRwithivakolefODWH SH
historical overview of theoretical approaches to the subjacding from the earliest theories of
the second decade of the twentieth century up to the most recent analytical models including
Atrtificial Intelligence. The next section preseatsarmonic analysis of the thretudes opus 65
performed by applyinghe mehodology proposed by tHeussian theorist, Varvara Pavlovna
Dernova. The basiends of her theory (1968) are outlined prior to my analysis. An Appendix
provides omplete scores of théutles accompanied by the schemata of the analytical elements
involved. | argue thaheapplication of this theory lays a historically relevant foundation for
XQGHUVWDQGLQJ 6FU L DeEnisQu§ed b Scviabin PKIVU PREFEZHR G\ DQG
SKDUPRQLF 3dRdvB &Jdok¢ise commentary followed by soermearks on Yury
.KRORSRY{V FRQFHSW RI 3QHRWRQDOLW\" DV DSSOLHG WR 6F
chapter presents a critical overview of three substantially different analytical interpretations of

6FULDBUs@yV R

The importance ahe philosophical mysticism of Theosophy as presentedamititings

of Helena Blavatsky guide6 FULDELQYYV FUHDWLYH HQGHDYRXUV WKURXJ

4



Much ofthescholarly literature on the subject since 1915 has been dedicd&eshtetheusp.

6012 Even though no explicit guidelinésr theosophicainterpretationselated to the works

written after 1911 were left by the composer, | argue that the understanding of his musical

structures can be broadened and enlightened by viewing thethansophicaframework,

which brings the musical analysis closer to the aesthetic principles that shaped his music. This
WRSLF ZLOO EH GLVFXVVHG LQ &KDSWHU 7ZR 33RVVLELOLWL|
pertain to several specific areas. Tleg:first, the esoteric meaning of numbers and their
FRUUHVSRQGHQFH WR WKH VWUXFWXUH R(atfk kb WwhicRweG 3D UR X
will return in Chapter Onepecondlythe numerical allusions to his seléfined spherical form

[formashar; thirdly, the significance of the number and the order of pieces in the cycle. The

third VXSSRVLWLRQ ZLOO EH IXUWKHU FRQQHYawWiHhE& ZLWK 6FULD
placementRl WKH F\FOH ZLWKLQ %ODYDWVN\{V RfFGIe@nRI DQWKUR

Races.

In the ChaptelThree 39HUV OH &RQWUHSRLQW GH /XPLqUH =~ ZH VK

colour hearing was deeply influencég theosophical teachings of Madame Blavatsky and her

27KH H[DPSOHV DUH QXPHURXV VWDUWLQJ ZLWK WHKUL BRedd@hadis/ W G XEOLFC
TheBlaue ReitelAlmanag ed. Wassily Kandinsky and Franz Marc, sidfdenning Falkenstein (London: Thames

and Hudson, 1974), 12414. Among most recent studies a&#Q QD *DZER\ 3$OH[DQGHU 6FULDELQTV
Blue: Esotericism and the Analysis®fometheus: Poem of Fire R S " 3K' GLVVHUWDWLRQ <DOH
201 0D UL QD /RA&aRN« RYEIK, Magie. Neueste Erkenntnisse zu Skrjabins «Prométlie®gs

Orchesterl/2002; /LQFROQ 0 %DOODUG 3% 5XVVLDQ O\WWWLF LQ WKH $JH RI $TXDU
6FULDELQ LQ XmelitanM¥sic3Q, @. 2 (Summer 2012):194 -DPHV 0 %DNHU 33URPHWKH X
Quest for ColorOXVLF 7KH :RUOG 3UHPLHUH RI 6FULDELQ V 3RHP RI )LUH ZLWK /
Music and Modem Ared.by James Leggio. (New York: Routledge, 2062)95;andODULD &DUOVRQ 3)DVKLR(
Occultism: The Theosophical World of Russtaomposer Aleksandr Scriabinjournal of the Scriabin Society of

Americal2, no. 1 (Winter 2008B): 5462,

B The heosophical concept of theurgy, the act of divine creation, in Scriabin means apocalyptic transformation of
the universe and human spirit through his art.



disciple and successor, Annie Besdnft the same time | presenttheVVXH RI 6 FULDELQYV
synesthesia as peculiar to Russian culture dirtlde siécle The primary sources of literature

on the subjectaswellas WKHRVRSKLFDO LQWHUSUHWDWLRRedRI 6FULDEL
new light on Dernovaan&k DYRUVN\V FRQFHSW RI GXDO PRGDOLW\ DQG
ofcolouU LQ KLV RSXV &RQVROLGDWLRQ RI WKH WKUHH PDLQ
harmony, his esoteric philosophy and the system of soaledr corresponderewill be offered

at the end of this chapter.

All referencHV W R % OTbé&SbdreMNétfivare given according to aglectronic
version of the text made available by the Theosophical University Press Online Eéliidin.
translations from Russian sources are minessni¢herwise indicated. Thelme versions to
the books, articles, and other wisised sources in Russian receive electronic links whenever

possible.

Occultism of the Secret DoctrineSXEOLVKHG VRRQ DIWHU % ODYDWViNathvdGHDWK LQ
volume of theSecret Doctrine ,W ZDV ODUJHO\ % HVDQWYV FRPSLODWLRW RI WKH PDW
volumes. My citation of this work refers to its original versibielena Blavatsky and Annie Besa@cultism of

the Secret Docine (Whitefish MT: Kessinger Publishing, 1993).

15 This edition is a digital reproduction of Helena Blavatskye Secret Doctrine: The Synthesis of Science,

Religion, and Philosophyfwo volumes (London: The Theosophical Publishing Company, Ltd., 1888). Available at
http://www.holybooks.com/wggontent/uploads/Th&ecretDoctrine-by-H.P -Blavatsky.pdf
http://blavatskyarchives.com/theosophypdfs/blavatsky the secret doctrine_3rd_volume_1897.pdf



http://www.holybooks.com/wp-content/uploads/The-Secret-Doctrine-by-H.P.-Blavatsky.pdf
http://blavatskyarchives.com/theosophypdfs/blavatsky_the_secret_doctrine_3rd_volume_1897.pdf

CHAPTER ONE

Walking Around a Chord

This chapter aims to presemiharmonic aalysis of the last three piantuées written by

Alexander Scriabin in Switzerland during the summer of #612. XVH 9DUYDUD 'HUQRYDY
methodologywhich allows me to establish connections and to show possiblieatigns of
6FULDELQYYVY KDUPRQLF WKLQNLQJ RQWR WZR RWKHU LPSRUW
esoteric philosophy and his theory of sowdour correspondence. discussion of those

follows in chapters two and three of this thesis. Thiptrebegins with a historical overview of
WKHRUHWLFDO DSSURDFKHVY WR 6FULDELQYY ODWH KDUPRQ\
SURSRVLWLRQV RI " HUQRYDYV WK H Rayhoni@ablysistefthe tirded- WL R Q S
études opus 65, based 'H U Q RoprDElN An Appendix provides the complete scores of the
compositions suppiaented byatwo-fold schematipresentatiomf the corresponding analytical
HOHPHQWY /DWHU delariyineel&idnvfo RiR Iaftdi8/\WecBves a brief
GLVFXVVLRQ LQ W KCGosihg Remarks@n\DEreodsAd@ hblysig and Her

Theoryf 7KH WRSLF RI1 3KDUP R QdchsseRivdihedtion with/Yusg UWKHU GL
.KRORSRY{V heomaltys Whefina part of this chapter presents a critical overview

RI WKUHH VXEVWDQWLDOO\ GLITHUHQW DQDO\WhyRByO LQWHUS

Reise (octatonic/whoteone approach), No. 2by Kenneth Smith (gendered musical analysis

16 A, Kashperov commentn ScriabiQfV OHWWHU WR 6DEDQHHY RI1 -XO\ $XIXVW

letter quite precisely determines the time of writing of opus 65. Gmawritten copy of the seconduée (done

by T.F. SchloezeBcriabina) there is an inscription by SC(DELQTV KDQG 3PLOM\ RI % HDWHQEHUJ = ¢
6 F UL D EL Q,%W. AHKAsWpetayYMoskva: Muzyka, 2003), 594.
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informed by posFreudian psychoanalytical theory), and Natl3y Thomas Noll (Al and sieve

theoretical method of computational musicology).

+LVWRULFDO 2YHUYLHZ RI 7TKHRUHWLFDO $SSURDFK'}

It is astonishing to see how many differantlytical methods and models seeking to explain
6FULDELQYYV XQLTXH PXVLFDO ODQJXDJH RI WKH ODWH SHULR
of the twentieth century. 1988 Richard Taruskin stated KDW SHYHU\ PXVLFDO VFKRC
looked into6 FULDELQYVY VFRUHV KDV GUDZQ GLIITHUHQWAF®RQFOXVL
WRGD\ WKH EDWWOHILHOG RI 6FULDELQYY DQDO\WWY UHPDLC(
6FULDELQYY ODWH VRQRULWLHYV RQFH FRMWH GHRWH G UMR LE/HVTU
rather accommodating to nearly any applied methodology, always producing some sort of logical
explanation to the sk FW X U H R | sbrotitie® HhaJdlvwing section will provide a brief

historical overview of purelytheco¥ LFDO DQG EOHQGHG PXOWLGLVFLSOLQLEL

music composed between 1910 and 1914.

7KH HDUOLHVW ZULWLQJY RQ WKH VXEMHFW Z$sldH SUHVH

entourage, notablyeonid Sabaneev, Boris de $obzer and Vyaclstav Karatygint® They

17 Richard Taruskin2 5 H'Y L H Zhé NRukic of Alexander Scriablly James M. Baker arcriabin: Artistand
Mysticby Boris deSchloesser,Music Theory SpectrutD (Spring 1988): 14469.

18 Taruskin, Review of Baker, 145

9 Vyacheslav Karatygin (1875925) was a broathinded amateur musician, prominent music critic from 1907

until 1917 andneof the organizersf the Eveningsof ModernMusic. He welcomed the music of Scriabin,

Stravinsky and Prokofiev at a time when most Russian critics regarded them as unacceptable. A memorial collection
of his articlesV.G. Karatygin, His Life and Workvas published by the Russian Institute for the History of Art
(Leningrad, 1927). Th&reat Soviet Encycloped{d979) states that Karatygin graduated from the natural sciences
section of the Department of Physics and Mathematics at the UniversityR#t&tsburg in 1898 and worked as a
chemistuntil 1907.He alsopublishedseveralworksonagricultural VXEMHFWYV 6 HH WAdbhésla O G\VK 3
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DWWHPSWHG WR H[SODLQ WKH 3 U&RiRgit3vHgihXikthRddoysiid QW KHW L F
VFDOH RULJLQDWLQJ IURP WKH URZ RI RYHUWRQHYV RU KDUPF
sonorities?® Thus,according to SabaneéV¥,6 F U L D E L Q Ts¢lect@WokKthe/dvevtdhes 8 to

14, resulted in the final i RXQG IRUP LGHQWLFDO WR WKH pVI\QWKHWLF

EXAMPLE 1: Overtone row of C and Prometheus chord.

Overtone row (Harmonic series) of C

c2 C3 G &4 E G B G D E F©OE G A B B* C6
1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16

Prometheus Chord (in quartal form)

O
-
O

¢ T o
C5 Fo BB E A D
8 11 14 1013 9

. D U D W\JThe Greht(Boviet Encyclopedialine edition:http://gatchina3000.ru/big/059/044 bolshaya
sovetskaya.htm

20 Scriabin himself called it the "chord of the pleromakKord pleromyapparently referring to the Gnostic

meaning of the word (pleroma e spiritual universe, the abode of God and of the totality of the divine powers and
emanations)Morrison (1998: 314) writes thétis chord®Z DV G HV L J Qévé&lwhat@as\rRessence beyond
WKH PLQG RI PDQ WR FRQFHSWXDOLI]H ~

2l sabaneewospominaiya, 74. Sabaneev, who focuses exclusively on the vertical aspect of this sonority, does not
describe it in relation to any kind of scale. The term acoustic or overtone scale that generally refers toateseven

collection made of'8to 16" overtones of C was coined lat&f\ D +XQJDULDQ PXVLF WKHRULVW (UQ
analysis of%e pOD % DUWYyN Y{V @ XNHQBel¥ ®#tidk: An Analysis of His Musgjtondon: Kahn &

Averill (1971), 27.


http://gatchina3000.ru/big/059/044_bolshaya-sovetskaya.htm
http://gatchina3000.ru/big/059/044_bolshaya-sovetskaya.htm

This explanation was further tied into thediny of ultrachromaicism or omnitonality, a
subjectthat produced a lengthy debate between Sab&haes Arseny Avraamady between the
years 1910 and 1916. In 1914 the theory of «dtromaticism, very popular at the time in
England,wasfeaturedLQ 5RVD 1HZPDUFKfon GFRPIPCHQWHVY IFRQFHUW SUR.
London?* A remarkable side issuBl DOO WKHVH ZULWLQJV ZDV WKH DXWKR
DHVWKHWLF DQG pSKLORVRSKLFDOY DVSHFWV RI 6FULDELQTV
pnPsticat SKLORVRSKLFDOROHW XRILQMMKWKIHUWHUPY VXFK DV 37KH
37KH 30D\VIX0O 6SLULW" 3RBRANADIttNIlY i2deMad dRdh &idespread

attention in the Wesf. This theory, although important from a historicatgpective, can hardly

22 See multiple articles byeonid SabanelY H J 33LV*PD R PX]\NH XO*WUDNKURPDWLFKHV]

about music: the ultrachromatic polemidfluzyND O« Q L\ V Rnv.18 H&1d)QoAI08| numeroudD X]\ND O TQ\H

BesedyMusical Conversations] published in thizykajournal: no. 112 (1913): 387; no. 114 (1913): 688; no.
33ULQWVLS\ WYRUFKHVWYD $ -86Nbl. YDE(LDQE: 6K no. 203

(1914): 62829; and no. 209 (1915): 8303.

23 Arseny Mikhaylovich Avraamov (1886944) was aRussian composer and theorist. Mddin/ REDQRYDYV DUWLFO
Oxford Music @line informs us that Avraamov studied theory at the music school attached to the Moscow
Philharmonic Society with I.N. Protopopov and A.M. Koreshchenko (¥DBand tookprivate composition
lessons with Sergey Taneyev. Avraamov sought to overcome equal temperament and tonality by his creation of an
KX O W U D F KitbRePssWh.FThis method was proposed in a thesis enBtied YHUVD O QD\D (MIK\HWWHPD W
8QLYHUVDO 6\VWHP RI 7TRQHVY DQG ZDV UHDOL]JHG LQ KLV GHPRQVWUDWL
and Stuttgart. He is considered a precursor ofrthgique concrétmovement with hiSimfoniya gudkov

HME\PSKRQ\ RI )DBMRI \ABANG HiLaifles related to thebakev- 3 YUDDPRY GHEDWH DUH 33X
VUHGVWYD WYRUFKHVWYD" >:D Wuzk@ ®.1BH [DIQA):3B; RAJIH D(YOL6Y: LY\ @ 3L Q
1+ ~ IMQzykano. 232 (1915): 476 3*Hdushchaya muzZy D @2 @DOXND L QRYD\D jUWLY LVWRULL F
[Music science of the future and a new era in music history), Y1]\ND O «Q L\ V RoY2WIDF6}H GHOB;N
36 P\FKNNRYROLNKRWG”™ >7KH 6 WX]L\QD QR F K RWN3G WBHEH Q&2 add
38O0*WURRDWL]P" LOL 3R P QXWNRINID@-1Q RARAE. UHIH(PIDE): QI ASS;
Accessed on 27. 09. 2016.
http://www.oxfordmusiconline.com.ezproxy.library.yorku.ca/subscriber/article/grove/music/52713?g=arseny+avraa
mov&search=quick&pos=1& start=1#firsthit

24Rosa Newmarch83URPHWKHXV W KFheMRsidal RrhepAddIM914: 22732. Another popularizer

R1 6DEDQHHY 1 8edkge Hondrt Zldsam British pianist and composer of Australian birth. He published

several articles ifhe Musical Timed. Q 6HH *HRUJH &OXWVDP 37KHROMUERIQLHY RI 6F
Timesb4, no. 841 (Mar. 1, 1913): 156 20RUH +DUPR QL HYV Lie BEsital Digesa,Hho. 845 (Jul. 1,

1913): 441 DQG 30RUH +DUPRQLHV R/, 6 EMQd MUSitaD FimeBARQ VB46QAUH G, 1913):

512-14. Accessed: 2992016 01:09 UTC, Stable URIbttp://www.jstor.org/stable/906336

25 As quoted in Varvara Dernov&armoniya ScriabingScriabin's Harmony{Leningrad: Muzyka, 1968), 16.

10


http://www.oxfordmusiconline.com.ezproxy.library.yorku.ca/subscriber/article/grove/music/52713?q=arseny+avraamov&search=quick&pos=1&_start=1#firsthit
http://www.oxfordmusiconline.com.ezproxy.library.yorku.ca/subscriber/article/grove/music/52713?q=arseny+avraamov&search=quick&pos=1&_start=1#firsthit
http://www.jstor.org/stable/906336

be considered as a serious analytical study, since none of its proponents was qualified to present

DQ REMHFWLYH DQDO\VLV RI 6FULDELQYYVY ZRUNV RU HYHQ DQ
procedures. The recent revival of thedenemultichromatic theory by Marina Loband¥a

likewise lacks any sound theoretical basis, yet it does provide a conysrgument regarding

WKH UHODWLRQVKLS RI WKH pRYHUWRQH YHUWLFDO FRQVWU.
convictions. InaddtRQ /REDQRYDYV FKDSWHU RQ 6FULDELQYV KDUPR
to have introduced Scriabin to acoustics was not the case, since it was the composer himself who
explained the overtone origin of his Prometheus chord to Sabaneev in 1910, and metsacas

suggested ir6 D E D Q Remhigaence¥

6KRUWO\ DIWHU 6FULDELQYY GHDWK WKH ILUVW H[WHQVLYH F
English by A. Eaglefield Hul{1916) He summarized SabareY fV WKHRULHV RQ WKH 3L
Chord in the chapteW LWOHG 37KRWGVWWKK QDPH WKDW KDV EHHQ XV
describe this chord in the English literatéfeAround the same time significant studies of
6FULDELQYVY PXVLFDO ODQJXDJH ZHUH XQGHUWDNHQ E\ KLV 5
Exercises in the Formation of Schemes of Modal Rhwtérapublished in Moscow in 1915, but

fell into obscurity aftethe Bolshevik Revolution of 1917 <D Y R U Wébkyof Modal

26 Marina LobanovaTheosophisttTheurg +Mystic zMagician: Alexander Scriabin and his Tin(&t. Petersburg:
SHWURJOLI 3LVY{PHQD Q9UHB®HQL 6HULHV

27 Sabaneewospominaniya73-74.
28 A, Eaglefield Hull, A Great Russian TorRoet: Scriabin (New York: AMS Press, 1970).

P2 <DYRUVN\TV WKHRULHV UHFHLYHG EULHI VXPPDU\ LQ (QJOLVK E\ *RUGRQ
<D Y R U V Russiah Qheoretical Thought in Musir]. Gordon D. McQueréAnn Arbor: UMI Research Press,

1983),109-164. Boleslav/H R S R O «YaRolwskyHk8771942) was &Russiammusicologist music educatoand

pianistof Polish descentHe graduated from the Kiev CollegéMusic, having specialized iS8LDQR ZLWK 3XNKDO-«
(18948); he also studied mathematics at Kiev University, 1:89He the attended the Moscow Conservatory
(18984.903),studying the piano (with N.YShishkin) and composition (with Ippolitdvanov and Taneyev) and

attending Smolensky's course in the history of Russian church music. From 1921 to 1931 he was a member of the

State Academy of Artistic Studies (later the State Academy of Arts), and in 1941 he was awarded an honorary
GRFWRUDWH +LV FHOHEUDWHG pWKHRU\ Rd RRE 88 WK\GHKPHOHR I G QGDAJ M
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Rhythm was popularized in England by two enthusiastisicologists, Eaglefiel¢iull

(mentioned abovegndAlexander Bren'Smith, who wrote extensively on Scriabift. The 1923

publication of another Englishman, AlfredSlvan, displays a hyperbolic language, undoubtedly
areflectionof6ZDQYV WUXH DGWPHKH MWLWQRQR WKH pGHMS/LDK DPRQJ
occasional brief analytical comments were largely based on earlier Russian publications of

Evgeny Gunst?

20th century. The study established for the first time the general principles according to which these systems

function, examining the inner coherenBeQ G W KH pR E M HtBrAl kysterfis Hilt lrimarillRdn Bugmented

and diminished intervals. His work paved the way for V.P. Dernova's groundbré&zskingpniya Skryabina

published in 1968 but written in 194&.avorskys theories were later expanded by Protopopov to include quarter

tones. Messiaen also studigdvorskys writings, and Messiaen's idea of intonation as a first principle of expressive
PXVLFDO IRUP UHIOHFWYV WKH ZULWHU V LQIOXHQFH $PRQJ KLV RWKHU Z
are 6WUR\HQL\H P X]WheTonstpuetior bifiNfusdl Soeech] (Moscowl1908, Uprazhneniya v

obrazovanii ladovogo ritmgExercises in the formation of schemes of modal rhythm], (Mos&®d5 2/1928), and

[Eametki o tvorcheskom mishlenii russkikh kompozitorov ot Glinki do Skryghiral RWHYV R @khginDWLYH WK
5XVVLDQ FRPSRVHUYV IUR P/ospdoindniya\Ww Sergdye)ivanevice@angybve SHPLQLVFHQFHYV R
Sergey Ivanovich TaneyewWB. Yavorskiy: izbranniye trudéd.D.D. ShostakoviciMoscow,1987), 41 235, 241+

348 See7 DW o\ XQuikegyan V D Yavdrsk@Bdleslav/ HRSR O« RYLFK
http://www.oxfordmusiconlie.com.ezproxy.library.yorku.ca/subscriber/article/grove/music/30691?g=boleslav+yav
orsky&search=quick&pos=1& _start=1#firsthAccessed: 299-2016 11:09.

30 Some of this material can be foundTihe Musical Times 6HH $UWKXU (DJOHILHOG +X00O 37KH 3L
6FULDELQ &R OQhMasixdl BmeS7].r@. 886 (Dec. 1, 191663942 36 FULDELQ $ &REPHQW ~ LQ
Musical Times$7, no. 1005 (Nov. 1, 1926): 99®; Alexander Brent6 PL W K 36 R P Hhs®H the Wéerkf R

6FULDELQ &R QlreOXiskchl GimeésT, @p. 1002 (Aug. 1, 1926): 692 36RPH 5HIOHFWLRQV RQ WK
R1 6FULh&MGical Time§7, no. 1001 (Jul. 1, 1926): 535. Stable URL:
http://www.jstor.org.ezproxy.library.yorku.ca/stable/91182fessed: 04.1-2016 02:30 UTC

37KH ERRN FRQWDLQV D EULHI RXWOLQH RI 6FULDELQYY OLIH DQG FDUHH
of two parts, biographical and critical. Curious and very Slikenare subheadings in some chapters, su¢h as

Soaring Elf(Chapter 9)The EIf v. The TitafChapter 9), oA Streak of DiabolisniIChapter 10). Sealfred J.

Swan,Scriabin New York: Da Capo Press (1969).

32 EvgenyGunst] V E 8kR/adbin i yego tvorchestySkryabin and his work] (MoscoviL915 is available olne at
http://imwerden.de/pdf/gunst_skryabin_1915_text.pdf

Evgeny Ottovich Gunst (187¥950), a lawyer by education, was a Russian musical critic, pianist and composer who
befriended Scriabin arodn1907. After the revolutionary upheavals, he emigrated in 1920 via Estonia to Paris.
Although he was active in the Parisian cultural environmerihdunis exile he died there unrecognisedda

impoverished in 1950. Toddys name hardly appears in amycyclopedia of Russian music. His biogragkgms

to have been as much deleted from general consciousness as from official musicllustpafter his death his

library, undiscovered for many decadegss found in 2010 in the basement of thaversity R % DVHO TV
Musicological Institute.Research othelife and works of this remarkable individual has not bfegthcoming yet.

Swiss pianisBusanne Lanfv UHFHQW UHPRUPBLEBRRIRYXLWLRQV SUREHNGUAMKDW WKH R
has been complely undeserved. This information is available at
http://www.susannelang.eu/?nav=cd_einspielungen
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In the 1930s the notable writers @FULDELQYYV KDUPRQ\ ZHUH *HUPDQ P:
Dickernmann ad Kurt Westphal, and Polish theorist Zofia Lissa. The Germans described
SCULDELQYV KDUP R Q offihe clasdial REW PIIQQRU WRQDOLW\ 3GLH $XIO
Dur-PROO 7R (QizkehP\D @/Q TRorERrRbinDie Entwicklung der Harmonie bai.

Skrjabin(1935) GHDOW H[WHQVLYHO\ Zthémovarberft df 6@chHrdR U VKLIW
belonging to distantly related keys, thus completely abandoning the classical concept of tonality.

Kurt Westphal1935) recognized the dominant origins®F U L ®4ohagtfes; the author did

QRW KRZHYHU SURYLGH DQ\ V\VWHPDWLF IUDPHZRUN RI WKt
RQ 6FULDELQYV KDUPRQ\ GHIHQGHG DW WKH /YRY &RQVH
IRUHUXQQHU RI "HUQRUDYYHOR NN W KWWEHDIOMD UWDO LQWHUSU
harmonies. Her latanalysisRQ 6 FULDELQYYV KDUPRQ\ LQ 3*HVFKLFKWOLFK
=Z|OIWR QW H FK Q LAtta Mu3id®I0dicdk1935 ZRQV D VHULDO DQDO\VLV /L
methodology dealing with thguartal harmonies and quasrial approaches became most

influential in the North America starting from the early 1970s.

In 1948the 5XVVLDQ WKHRULVW 9DUYDUD '"HUQRYD FRPSOHWH
KDUPRQ\ ZKLFK H[SDQGHG < IhanRtyp¥ dohfirifiet pobatedmy a Ritdhe.
Her work was finally approvednd published twenty years later when the political realities of

the Soviet regime loosened up at the time of NikikaU X VK FXMWESHODQRYDTV WKHRU

¥ 0RUH RQ 'HUQRYDTV WKHRU\ ZLOO EH SUHVHQWHG ODWHU LQ WKLV FKDS

34 Curiously, the significant interest ' HUQRYDTV WKHRU\ LQ 1RUWK $PHULFD VLQFH WKH C
biographical entry in any of the Elfgh-language musical dictionaries encyclopedia The Great Soviet

Encyclopedig1990 states that Draova was born in 1906 in the city of ElalaugShe defended her doctoral

dissertation on Kazakh folk music in 1974. From 1948 to 1981 she taught at the conservatory-AfaAlfBayond

DQ\ GRXEW KHU ILUVW DWWHPSW W Rharhbhif i) 4% IStHPeBetshvgHILeMihprad) RQ RQ 6 F L
conservatoryhad secured this loAgrm professorship geographically far removed from the Soviet and former

Russian capital&Mosmw and Leningrad.The majority hepublishedworks were dedicated to Kazakh and

Kyrgyz folklore. TheHarmony of Scriabirf1968) andThe Last Preludes of Scriab{h988)are at thébottom of the

list with no accompanying comments. 3e#p://www.musiedic.ru/htmkmusickeld/d/2211.html

13


http://www.music-dic.ru/html-music-keld/d/2211.html

discussedanF RQWLQXRXVO\ uDPHQGHGYT E\ PDQ\ 5XVVLDQ WKHRUL
Skrebkov, Sergei Pavchinsky and many others, received the most comprehensive and culturally
appropriate explication in the writings and lectures of Yury Kholodholopov abandoned
DHUQRYDYYV LGHD RI pLPSOLHG WRQDO L W-ufidétstoSdudhis RéL QJ W K|
fusion of the two tritoneseparated and identicalbpounding dominants which he termed the

Central Element® The idea othe Central Element was most likely tsowed from a German

musicologist Gottfried EberJevho published hiZwischen Tonalitat und Atonalitat: Studien zur

Harmonik Alexander Skrjabirie 19783 (EHUOH LQ WXUQ ZDV EDVLQJ KLV pu.

postulate onalier theories of Hermann Erpfho first published hiStudien zur Harmonie und

6HYHUDO ZHEVLWHYV SURYLGH ELWY DQG SLHFHV RI LQIRUPDWLRQ RQ "HU(
Bolshevik Revolution. According to these sources at the age of 12 Dernovautiteed of the local priest in

Yelabug, had witnessed the brutal execution of her father and three older brothers by the soldiers of the Red Army.

In 1976 she wrote hdkeminiscences of my Father and my Brotlpens of which can be read at
http://www.kazeparhia.ru/zhurnal/?id=26292

Among other wekbased sourcesvailable are the site of the Mbug Historical Museum at

http://www.elabuga.comflrev/ dernov.html

http://www.rusvera.mrezha.ru/566/4.htmeb periodical journal) and the

http://new.rusarchives.ru/quide/lf ussxid der.shtml

35 Yury NikolayevichKholopov(19322003) was an outstanding Russstmolarandmusic teacher. He taught at

theMoscow Conservaty for over forty years and had influenced the musical development of several generations of

his many students in and outside of his alma mater, the author of this thesis included. In her article on Kholopov in

the Oxford Dictionary Orline TaW «\ D Q Yurdgyan writes that Kholopaeformed the music theory courses he

WDXJKW DEDQGRQLQJ ELDVHV ZKLFK KDG EXLOW XS GXULQJ WKH pvVWUXJ
and piano exercises to aid the student's understanding of theory. | lissertationKandidat(Sovremenniye

FKHUWw JDUP R Qdnd DdtidaN@heikisowemenngarmonii p(VVD\V RQ &RQWHPSRUDU\ +DL
and in many other writings, Kholopov sought to resolve the problems associated with contemporary harmony. He
broadened the field of inquiry in his later work to include modality in medieval and Renaissance music and the

harmonic systems of Classical and Romantic music, offering fresh insights into the latter, which he related to

musical form Garmoniya: teoretichesky kyrg988). In an attempt to grasp the essence of musipresented an
overview of the entire historRl PXVLFDO WKRXJKW WR WUDFH WKH pLQYDULDEOH IDFW
7DW\D.OQDUBI\DQ 3.KRORSRY <XU\ 1ILNROD\HYLFK” DW
http://www.oxfordmusiconline.com.ezproxy.library.yorku.ca/subscriber/article/grove/music/48252?qg=kholopové&se
arch=quick&pos=1& _start=1#firsthit

Throughout his illustrious career Kholopov published over 800 articles including 10 monographs. Some of his

ZRUNV LQ 5XVVLDQ DQG *HUPDQ DUH DY Btip QOvdnEvBHdIdpW.rdtdBXORE RY TV RQOLC

% Ohehih\ XZjfhgby L_hj_lbqg_k&d688YujkKhoplopov.Harmony. Theoretical Course
Moskva: Muz/ka (1988)]. See Chapter 11 of this book.

37 Gottfried EberleZwischen Tonalitat und Atonalitat: Studien zur Harmonik Alexarlajabins (Salzburg:
Katzbichler,1978.
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Klangtechnik der neueren MusikWiesbaden in 192¥ Manfred Kelkel (19291999), a

Germanborn French musicologigbublished his massive dissertatidlexandre Scriabine: sa

YLH OfYfpVRWpUDBHVPXVHWDOH GDQeEaceyCaraX Eiét)78. It

GLG QRW KRZHYHU HQWDLO DQ\ FRPSUHKHQVLYH GLVFXVVLI
ZRUNV DIWHU $FFRUGLQJ WR .HONHO WKH FRQWLQXRXV
language brought him to new shores of the serialism yearelbfcrystallization of the 12

tone technique in the works of the composdithe Second Viennese Schgdl

The protecVHULDO DSSURDFK W Re$ beddr® BHanthfnt irONDMAH VRQRULW
American studies on the subject soon afterSXEOLFDWLR Q RheSOWwth&€of) RUWH TV
Atonal Music(1973)#° The strict jitch classset methodology was adopted by James Baker in

KLY 3K' GLVVHUWDWLRQ ZULWWHQ XQGHU )RUNMGsit VXSHUY I
of Alexander Scrialiand became a seminal study for generations of Anglophone analytical

writers on the composer. In the following decades the application of Fortean theory resulted in a
YDULHW\ RI DQDO\WWLFDO RXWFRPHV GHVFULELQ@ED@W FODVYV

USLWRIQH FROOHFWLRQVY YLD ,& L QW4dy yBropdie@miveias H[WHU Q

38 Hermann ErpfStudien zur Harmonie und Klangtechnik der neueren MéiiesbadenBreitkopf und Hartel
1927).

3 Manfred Kelke, SOH[DQGUH 6FULDELQH VD ndgagd m@BiGae/dang pdd FPRH HW OH OD
Editions Honoré Champion, 1978 KH WKLUG YROXPH Rl WKLV ZRUN LV DQ DWWHPSW D\
harmonic idiom. It does not present any new hypothesis to approach the subject and largely deals with the long
VXITHULQJIMOWKRWETXHY O0\WWLF 3URPHWKHXY .ODQJIHQWUXP HWF DQ(
generated by particular versions of this sonorigDUXVNLQTV ELWLQJ FRPPHQWDU\ RQ .HONHO
preliminary survey of the sketchpsf the Preparatory Act] Kelkel rushed into print to announce that it was

6FULDELQ QRW $OIUHGR &DVHOOD DQG QRW $OEDQ %HUJ ZKR KDG EHHQ
FKRUGV FRQWDLQLQJ DOO WZHOYH QRWAH,V6FIUWKELQKDREDRBIF 6MXFIDHOH = 6+

40 Allen Forte, The Structure of Atonal MusitNew Haven: Yale University Pres$973).
41 This refers to a pair of sets with the same interval vectottifieesame intervallic content), but which are not

reducible to the same prime form (a set in normal order, transposed, so that the first integeFisr@®,Structure
of Atonal Musi¢210.
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derivations from various scales, e.g. octatonic, whahe, acoustic etc. and correlating the

OLQHDU DQG YHUWLFDO DYV Sterrhvh&didoF&thddiketia@ theony,DntbP R Q\ R
VSHFLILF VHWYV D F F RIBs6 hu@bBerd/ RmdRieWidstidstingdistied writings in

WKLV FDWHJRU\ D WH UHB F U@ QIHBMMIYV 3 $QBkKED\ 3RSOHT
and Stravinsky19081914: Studies in Theory and Analy§i®89), andCheongWai- /L Q J fV

S6 FULQ@EY 2FWDWRQLF 6RQDWD” 7KH IROORZLQJ H[FHUS'

papers is typical of analysis of this type:

That the Sixth Sonata is the most octatonioagnScriabin's sonata output is base@aurvey of
pure octatonic writing lasting four or more consecutive bars: of its 386 bars, (58.8%) are purely
octatonic in basis. The 348arlong Seventh Sonata, op. 64 (1911), next, with its gamut of pure
octatoric passages adding up to 155 bars (45.2%). If weitd@@ccount Scriabin's entire

oeuvre however,Guirlandes op. 73/1 (1914), impresses us as astoundingly octatonic, for up to
48 (73.8%) of its 65 bars display sheer octatonidfsm

Since the miecightiesandHDU O\ QLQHWLHYV P D QthebR@@ikZdhUV RI1 )RU
vast body of setheoretical literature exploring previously untouched topics of cemtricit
symmetry and formal geometryn these worksnultiple variations oexistig uSXUH O\
Scriabinesque piterelated numerical data were examined in connection with the formal
VWUXFWXUH RI 6F ®LADmhenivdricadpibticafionyth&sBDOOHG 3SFRQVWHOC
Rl QLQH ~ RU D QHZ VRQRULW\ FRPSULVHG RI QLQH WRQHYV SL

6 F U L DNEykt€Yifivi(in contrast to the sisound Prometheusor Mystic “ Chord), was

42CheongWai/LQJ 36FULDELQ V 2F \boDriwalRiGhe Roya IQUSiVAIDASSOLiQid21, no. 2 (1996):
206, footnote 2.

43 See for example, Herbert HaroMVisg Jr. 37KH SHODWLRQVKLS RI 3LWFK 6H\Wi¥ WR )RUPDC
Piano Sonatas of Scriabin, 3K ' GLVVHUWDWLRQ 8EastMahlSshodVdf Rusi6, RIBK)HIpW H U

:LOH 3&ROOHFWLRQ LQ 1HRFHQWULF OXVLF $ 6WXG\ LQ 7K RU\ DQG $QDC
Scriabin, Bartok, and Ravel 3K ' GLVVHUWDWLRQ 8QLYRK®LSNWRNHIKLPODHW ZHHQ +DU
Geometry: Structure @nForm in the Music of Scriabin 3K ' GLVVHUWDW L Rf@nia8Q3axtel UVLW\ RI &D
Barbara, 2001).
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segmented and interrelatedo multiple Fortean combinations such as the mystic pentachord 5

24: [0, 1, 3, 5, 7], the Frendixth tetrachord £5: [0, 2, 6, 8], the wholeone hexachord-81:

[0, 1, 3, 5, 8, 9], the diminished tetrachor@& [0, 3, 6, 9], the dominant tricho8d8: [0, 2, 6],

etc* <HW DV WKH VHOHFWLRQ RI VHWV KDV UHPDLQHG ERXQG
upon[their] experience with this musié® the choice of sets had varied significantly from one

author to the next® The equivocality of thisnethodology has appeared to increase with passing
GHFDGHV SUHRHMHOLND WWERKQLFDO VWX G-bdétnNadlix RdlisDV WKRVH
which combines sdheoretical tools with newhgefined types of nodiatonic modes

SUHVXPDEO\ pH@ELFKIMUS$ LLWEK PDWHULDOY WKDW HOXFLGDV
F U H Dakvethorate scheme of largeale transpositional operations within and across the

BRQDWD V PD¥Q VHFWLRQV ~

In my view the application of the pc set theory, designed for analysis of atonal
UHSHUWRULHYV LV UDWKHU PLVOHDGLQJ IRU XQGHUVWDQGLQ
methodology of any analyst$ a certain type of music should be related to and basew the
KLVWRULFDO EDFNJURXQG WKH FRPSRVHUYfVY FXOWXUDO HQY

FRPSRVLWLRQDO WKHRU\ DQG SUDFWLFH 7TKXV P\ XQGHUVW

44 See Gawboy (2010): 243.
45 Forte, The Structure of Atonal Musit6.

4% 7KH H[DPSOHV DUH QXPHURXV 6HH IRU LQVWDQFH 3HUOHYV FODVVLILE
combination of octatonic and Mystic chords, placed in the clkass9 6 HH *H R U J&F B HYBLHY D G HAHIV 7

in Music Analysis3, no. 2(1984): 10122); and Cheong W4iing  ®assification of the same sonority as similar to
OHVVLDHQYV OLPLWHG PRGH RI WUDQV SR VI2WIh Beoiyg X\RAIELHID WARKHH D B/GID F H C
Scriabin: Pitch Organization and Form in the Works@@ ~ 3K ' GLVVHUWIiY o CaridgeQ LY H

1990), 12526.

479DVLOLV .DOOLYV tichdnSeriakin'a Uehih@bandtan Music Analysis84/1(March 2015: 3-46.
Available on line ahttp://onlinelibrary.wiley.com/doi/10.1111/musa.2015.34.isslissuetoc
.DOOLVYV SHUVRQDO FHhthpAVasilakellidsin@f¥dm/ ODEOH DW
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agreement with that of Raly Guenther, who wrote in 1988gardinghe atonal interpretation of

6FULDELQYY ODWH PXVLF

It seems to be a catetl term which takes over whenore traditional analyticaerminology is
WKZDUWHG E\ 6NU\DELQYTV IDLOXUH WR SURYLGH D FRQFOXGL(
60, and casistently from Op. 61 to Op. 74. Despite the somewhat widespread use of the term,

little in the way of supporting evidence has been supplied to justify its validity or to explain how
UDWRQDOYT PXVLF FDQ KDYH ERWK D %ShiM‘fK DQG D FKRUG VWU

In 1988RichardTaruskinoffered KLV YLHZ RQ % D N Hthephinétcal\Approaacthy WL FD O
as well as the @sof Schenkerian analysisfoFSULDELQYfV ODWH W KD MWF 3 WAHKHH CRUYJIEKUH
XVH WR ZKLFK WKH 8UVDW] PR Gekt@miely uscsiweritignatpritapsH U 1V @ ER
unpreceénted+tD QG TXHV WLR Qb iwddd is bpEratiadally equated with tonality
itself. ¥ :KDW , ILQG YHU\ LPSRUWDQW LV 7DUXVNLQYV XQGHUVW
3D PRGHO RI FRPSRVLWLRQ DV DQDO\WLYV LQ UHYHUVH ™ ZKHU

deduced from the piece, it is beiimgposed on it™°

Following 7 D U X V Ntlg@efp¥Bé&kdrand in a broader sense, the nature of Arglo
$PHULFDQ 6FULDELQ VFKRODUVKLS GLYLGHG LQWR puSXUHT W

RQ WKH FRPPRQ JURXQG pgrocessthelnBvERYKYiftheoFetiddl pliroathes to

¥5R\ - *XHQWKHU 39DUYDUD 'HUQRYDTV 6\VWHP Rus$ianOkeoxeticdl Rl WKH 0XVI
Thought on Musiced. Gordon D. Mc. Quere (Ann Arbor, Michigan: UMI Research Press, 1983), 168.

49 See Richard Taruskirg 5 H Y L H Zhé NRukic of Alexander Scriabloy James M. Baker ar®criabin: Artist and
Mystic E\ % RULV GH 6 RMUSIARTHedY Bpdctruti@)(Spring 1988): 152

S0Taruskin,35HYLHZV Rl %DNHU D Q GPehBHaSRHEJHUD ZER\ DSWO\ QRWHYV WKDW 37D
critique of Baker may be read as part of a larger ongoing dispute between Taruskin and Baker's thesis adviser, Allen
Forte. For the particulars of the Forte/Taruskin debate, see Taruskin's review of[f@tdamonic Organisation

of TheRite of Spring (New Haven: Yale University Press, 1978} imrent Musicology28 (1979 ): 11489; Forte's

"Pitch-Class Set Analysis Todaylusic Analysigt/1-2 (1985): 3637; "Letter to the Editor from Richard

Taruskin,"Music Aralysis5/2-3 (1986): 31320; "Letter to the Editor in Reply to Richard Taruskin from Allen

Forte,"Music Analysi®/2-3 (1986): 32137. Taruskin's final word in the matter was presumably his monumental,
two-volumeStravinsky and the Russian Traditions: ibdgaphy of the Works througWlavra (Berkeley: University

RI &DOLIRUQLD 3UHVV SSOHD RCOD EFUEMELQTY 7TKHXUJ\ LQ %YOXH (VR
of Prometheus: Poem of Fire R S "3K' GLVVHUWDWLRQ .<DOH 8QLYHUVLW\
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ScU L D E L @8irk startedtadcombine traditional musical analysis with other branches of
NQRZOHGJH LQ DQ DWWHPSW WR SURYLGH D IXOOHU LQWHUC
phenomenon. This new wave, relativsmall in comparisoto the pevious yYWHFKQRFUDWLF

efforts, has been growing significantly sirtbe late 199Qs

Clifton Callender (1998)in his examination of voickeading proximity blended Nee
Riemannian theofy with transformation theory? RichardCohn (2012) connectetie 3P\VW L F
FKRUG” WUDQVIRUPDWLRQV ZLWK WKHKehhe@QSMID@MIHG :HLW]PI
applied transformatimtheory combined with hiswn theory of harmoniauhctions infin-de-
sieclemusic, inspired byhe psychoanalytic writingsf Jacques Lacaand JuliaKristeva. Few
VWXGLHYVY RI WKH FXUUHQW GHFDGH SUHVHQW WKH PRVW UHF
developing in Etope since the early 1960s. Aftenkanen (200offered a study that uses an
automatic, computeasided analytical methodated Comparison Structure Analysis (CSA)
which he applied to diérent dimensions of music. ThomadRO OV SDSHU LOQWURG

Computeraided Transformational Analysis with tone sieves.

51 This theory is represented in writings of music theorist such as David Lewin, Richard Cohn, and Henry
Klumpenhouwer. It is pertinent to the analysis of the chromatieddily harmonies of the late Romantic period.

52 Transformational theorig a branch of music theory developed by David Lewin in the 1980s, and formally
introduced in his 1987 worlGeneralized Musical Intervals and Transformatiohke theory, which models
musical transformations as elements of a mathematical group cando® asmlyze both tonal and atonal music.

%3 Generalized Weitzmannegion (GWR) is a collection of all of theearly evenchords [major or minor triads]

related to a singlperfectly everthord [augmented triad] bysingle semitonal displacemefatrelation between two

chords of cardinalityr that sharen £1 common tones and whose remaining tones are a semitone apart; or, the

motion between two such chords]. $&ehard Cohn$ XGDFLRXV (XSKRQ\ &KURPDWLF +DUPRQ\ L
Second NaturéOxford: Oxford University Press, 2012), 212.
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At this point ofthe GLVFXVVLRQ UHW XU Qdnak addiR hisFubusidELQ TV RZQ
sonorities,3<RX KDKEH WHROH WR ZDON DUR XQakkoR rr&ioie” QDGR FKYV

oboyti krugom) raises the question what is it that analysts of Scriabivalk around?

ForsometPH WKH DQDO\WLFDO DSSUR D FaKidndowstRronRiwelciitBralQ TV P XV
surroundings and uniquely Russian historical contedKH FRPSRVHU {Yor@théH RU LQ(
FRPSRVHUTV R ZQplainti/latermimanhiaNdionmiVore recentlyanalysts have

embraced the ideagf WR W D O X-@tlwgivg§ apprdath wher® nothing is dffnits. In a

ZD\ pZDONLQJ DURX®GUBEHDKWRIUGY EHAFDRG in\akseihdopetick § R U

realm xcounting and classifying the size/shapel colaration of multiple leavesf an exotic

plantor #in later technologynspired applicationstdetermining the chemical composition of

individual leaves and correlating the obtained data with that on similar type of vegetation

worldwide.

There LQYHQWHG pWRQDOY HVVHQFH RI 6FULDELQYYV ODWH
HFKRWGE/HOIY FDQ EH VHHQ LQ ZULWLQJMaRReis€PthelUDO WKHRUL
proponent of the octatonic/whetene approachtand Peter Sabbagivho published his

GLVVHUWDWLRQ 37KH '"HYHORSPHQW RI +DYePVRQara Q 6 FULDELQ

54 Quoted as a conversation between the grandson of N.A. Rikmisakov and Scriabiniy DUXVNLQ 36FULDELQ
DQG WKH 6XSHUKXPDQ °

55 His analysis of op. 65, no. 1 will be discussed later in this chapter.

6DEEDJKYV VWXG\ LV HVVHQWLDOO\ *HUPDQ LQ LWV DSSURDFK DV LW IR
Eberle, M. Kelkel, et al.He organizes his discussion into three parts: The Structure of the Chords, Tonal

Progressions, and The Developmenthe&fSymmetrical ToneSystem. The first part that examines the vertical

aspect of harmony establishes three lines of development, namely, dominant formations, solidifying of the

dissonances and the resultant collike effect within the chord, and the foation of quartal chord structures as an

expansion of tertian structures. The second part of the book dealing with the horizontal factors of the harmony

discusses the system of tonal progressions. It also attempts to trace the historical models ofisuctmgdsand

minor-third circles in the light of gradual departure from the functional harmony. Sabbagh cites many fascinating
VRXUFHVY DPRQJ ZKLFK DUH * - 9RJHOTWRGHODQK! CBHX|IHOWHAUJ¥H" IROO
examples from J.8Bach, Haydn, Mozart, Beethoven, Schubert and, inevitably, Liszt and Wagner. The brief third
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'"HUQRYDTV WKHR Uher D€a6Gf dtited/diteted t0n@s to a Domutgme sonority that

ceased to function in a sense of traditional functional harmony, pointgeoytexplicitly, a

FKRUG DURXQG ZKLFK 6FULDELQ PLJKW KDYH pZi2ONHGY ) XU
HLIXQFWLRQLQJY RI WKLV VRQRow WK K5 R R W7 SSRMHVH © WJ KWK HK D B [
DURXQGY LW 7KH | RIDi€ BuAihedfih&/rRigfoV\phiRR ILVHU QR Y DIl WKHR U\

consider in my analysis.

'"HUQRYDYV 7KHRU\

The LQLWLDO EDVLF SURSRVLWLURI@QNRWUHXBRWXDNHVRW EHRLUD B1\Q YW
harmonies. She uses the term Dominant as referring to the origin of the chord in terms of its
structure, not its implied function. This Domindype sonority is altered and embellished by

additional tones that in turn cae baised or/and lowered. Thus, three versions of the fifth are

possible: the natural, lowered and raised, eFSDOOHG pVSOLW ILIWKVY WKH ODV'
equivalent to the lowered sixth); the added sixth (or thirteenth) which becomes a ltvirer@u

a tritonal transposition: she terms these two additioinsaaslW. Next, the addition of two

versions of a ninth (natural and lowered), the eleventh and the raised seventh comprise the full
twelvetonegamut of the equallyempered soundpaceused by tke composer to create his

works.

part sketches the development of symmetrical tone system where the author attempts to establish the relationship of

the Prometheus Chord and the tonal progré@sioXVLQJ OHVVLDHQTV WKUHH PR G&dstRI OLPLWH
Scriabin or Scriabhiinspred later development. Séeter Sabbag,he Developmentf Harmony in Scriabin's

Works (Boca R#&on: Universal Publishers, 2003), passim.
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, Q "H U Qdystinthe regrouping of up to six pitches creates a number of chords that
have the same pitetlass content in tritone, whoetene and twewhole-tone (or foursemitone)
transpositions. These chorai® identified by the way in which they are notated, i.e. built up in
thirds from corresponding roots. Enharmonic respelling of (dowbi@)ped and (double)

flattened pitches often serves to facilitate the reading.

According to Dernova, a basicrol®i 6 FULDELQTY ODWH KDUPRQ\ LV SOD
equivalence of dominants with lowered fifths: a dominant seventh chord and a dominant ninth
chord with either major or minor ninth. The lowered fifths of these harmonies can be combined
with the raised aridr perfect fifths, or with a major thirteentithich she identifies as an added
sixth. Regrouping the pitches in one of the three transpositions can produce a dominant eleventh
chord or dominant seventh with a lowered third. In regards to a raisedlsevetatively rare
W\SH RI DOWHUDW L Rd@a is HAl €eRrY BHeht& hréids b \ebdiihg tone to the
root of the dominant it is a part of. As such, this note normally resolves by moving a semitone
up to a metrically stronger part afmeasure. Below ssummary of Dernovaefined building

EORFNV RI 6FULDELQYYVY ODWH KDUPRQ\

FIGURE 1:Summaryof SCLDELQYV PRVW F R®peR@oHRB IdENDi@Vdy Dernova

Dominant seventh chord with a lowered fifth is
enharmonicallyequivalent to the second inversig

of a dominant seventh of the same structure a ) 58 |
tritone away. (In the Western European traditio %ﬁ“g—g:l’b{%{;
this is known as one of the augmented sixth Vs \A
chords +French 6"

(p- 21, ex. 2)
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Major ninth dominant chord withlawered fifth
is enharmonically equivalent to the dominant
seventh chord with raised and lowered fifths a
tritone away. - 5
(p. 22, ex. 3) L
Minor ninth dominant chord with a lowered fifth

P
02

I 358

is enharmonically equivalent to the dominant A be

seventh chord with lowed and perfect fifths  — e
(tritonal transposition). i 78
(p- 22, ex. 4) Vi V585

Major ninth dominant chord with lowered and
raised fifths is enharmonically equivalent to itse
in a tritonal transposition.
(p. 23, ex. 6a)

Minor ninth dominant chord with lowered and
perfectfifths is enharmonically equivalent to itse be .

! : L T e
in a tritonal transposition. 6 ~ 8§°» 78
(p. 23, ex. 6b) J Vises ik

Major ninth dominant chord with lowered and

perfect fifthsbecomes a minor ninth dominant ) p———L
chord with lowerednd raised fifths in a tritonal o—— g » §ro .8
transposition, or a dominant eleventh chord wit vOURY L, I8
raised fifth a whole tone above the root of the fi yses BT B
chord, or a tweione below the root of the secon

chord.

(p. 27, ex. 11)

Major ninth dominant chord with lowered and

raisedfifths is enharmonically equivalent to the IQ 8 —
majorninth dominant chord with lowered and o gro—— 58"
raisedfifths in a twatone transposition above or Vgsas  Vyses Vyss ass

below. Dernova calls it a major third (or a ming
sixth transposion)

(p. 25, ex. 9 and 9acombined).

Major ninth dominant chord with loweréiith
and added sixth (13) is enharmonically equivalg ﬁ%v B

to the dominant seventh chord with lowered an "V

raised fifths and two versions of a third (major Vg Vis.5&0

and minor). Tritonktransposition.
(p. 27, ex. 13a)

The combinations of these chords are arranged into three types of often interlocking series which

Dernova terms theitone link, major enharmonic sequencandminor-third linked progression
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1) Thetritone link (tritonoveoye zvenas a progression of two enharmonically equivalent

dominant seventh chorda a tritone apart.

The example in De@ R Y D  WiotateRilominant seventh chord P/&es which is

equivalent tahe North-American version of \Iof G flat major®’ The original German

notation used by Dernova is preserugthe following examples (sdeotnote 64on page 2y.
The Dastands for DepartuPDominant (iskhodnaya dominanta); Db is Derived Dominant

(proizvodnaya dominanta).

EXAMPLE 2 '"HUQRYDYYV WULWRQH OLQN

D,’/C

A . D7 /Ges
p” = i
Y 4\ v LD
(fan } DD
ANV4 — ID
¥
Db

The indication of Departure and Derived dominants points out the preserde 8f R UV N\ V
dvazhdylad D 3GXSOP[RPIROGHG XD G’ ARRDADYW XQGHUO\LQJ WRQDO

tKLV 3GXSOH[ PRGH” GRHV QRW KRZHYHU FRPELQH WKH SURE

57 Dernova,Garmoniya Scriabina21.

8 7HUPHG 3LQLWLDO GRPLQDQW ™ LQ *XHQWKHUNV WUDQUG@mIWiAaRQ 6HH LQ °
Skriabina $ 7TUDQVODWLRQ DQG &ULWLFDO &RPPHQWDU\ ~ 3K' GLVVHUWDWLF

5 This Russian term has received various translations over the years. The closest to the originalRectietiof
Taruskin,35HYLHZV RI %DNHU DQG 6FKORH]HU ° L H MGXSOH[ PRGHTY *XH
providing a lengthy jusfication for his word choice. (Guenthet9 D U Y D U D 'BaJrioRiig Bfigbina25-37).

$V ORJLFDO DV KLV H[SODQDWLRQ LV LW FRQVLGHUYV PDLQO\ 6FULDELQT\
of melody, rhythms and musical form out of the/dF XVVLRQ 7DUXVNLQTVY WUDQVODWLRQ ZLOC
DYRLG IXUWKHU FRQIXVLRQ Zalef@oGrityfafeX ah\inthislartdrtie fitaEch&p ks of this

thesis.

60 Baker,Music of Alexander Scriabjd-6 and28-29.
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allows them to function on an abstract, imaginary level. The dominants remain unresolved in
any of their enharmonic permutations. Furtldeazhdylad, impossibé to present in a scalar
form, is an expression of harmony itself and can occur within a harmonic progressiosbaly

writes:

«GXSOH[ PRGH LV QRW TXLWH D SDLUHG WRQDOLW\ LQ ZKLFK .
as the major could have remainealid. Duplex mode is a new way of tonal organization, a tonal
unity formed on the basis of the enharmonic equality of two dominants. It is also a mistake to
think that a duplex mode can be expressed in scale form as the major or minor is expressed.
Duplex mode is a harmonic phenomenon and finds full expression only in a harmonic setting. If
its basis is the tritone link, then all other new, uniquely duplex modal principles will be derived
from the tritone link, will be created by it, and will be suinate to the new laws arising from

the system of duplemodalty. This applies to the character of chord progressions, to the
understanding of harmonic completeness in cadences, to the construction of melody, whether
harmonically derived or independeand, finally, to the construction of harmony itself, which

partly exhibits such traditional principles as the invertibility of chords as well as special principles
inherent to a duplex mode. Thus, everything which Scriabin's dombele system inherited

from traditional harmony will have its own specific duplewde designations in order to

conform to a new context with new possibilities and new conditions characteristic of duplex
mode®?

2) Themajor enharmonic sequencE RO fVKD\D HQJDUPRQLFIK&3hNB\D VHNY

of majorsecond progressions that expand to a tritone in each direction.

Here the dominant ninth chords with the split (raised angted) fifths arenharmonially

equivalentwithin the wholetone sale, asseeh Q '"HUQRYD 1% VFKHPDWD

61 Dernova,Garmoniya Scriabina4849.
62 |bid., 23-24.
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tritone progressions connected by minor thirds.

3) Theminor-third linked progressionfmalaya, or tsepnaya sekventsiga¢ a series of

L{eS
'"HUQRYDTV UDW priagpeBsionhs, hBtléqulaldhderHharmonically, is based on the minor

WKLUGYV ORFDWLRQ E##WZHHQ WKH WULWRQH OLQNYV

63 Dernova,Garmoniya Scriabina51-52.




(;$03/¢ 'H U QRiNoBthjikd linked progressidh

a) "/g o b)
) o fo = be |b— - | \ #_&
o | T Ty bt | ho» | | |
Z_bo © e PO D 3 | 3 D
A = © — : T = )
e) DIO’/,/-::"’/" — . D r
///’/)B Des L APy
Des E G Gl/DCS G wggs___,,é

B

6LQFH '"HUQRYDTV WUHDWLVH GRHV QRW DLPoMpRteSURYLGH
work, | find it interesting to apply her theoryaoactualwork. Further, my analysis aims to
HVWDEOLVK WKH FRUUH O D Verg&Rat®itecdnidjte® ahtl tHeXirrivaD 1V SLWFK
structure of the pieces. The Appendwyides the full scoref each &ude accompanied by two
additional staves. The first one shows the incomplete dominant seventh chords in root positions,
DQ LGHD DGRSWHG IURP "HUQRYDTV Mikird khReld Wdyressidksd WU LW R Q
and major enharmonic sequences marked by a square bracket, a slur and an arrow
respectively. The lowestadt classifiestheDOWHUHG DQG DGGHG WRQHV LQ RUG

implicit idea of norexistence of NnolFKRUG QRWHV LQ 6FULDELQYY ODWH KDU

8 |ntheexampls 2.1+2.3 '"HUQRYDYV RULJLQDO QRWDWLRQ LQ *Hsisube@toLV SUHVHU)
notate a sharp (eg.: F shatfis) and #esto notate a flat (eg. E flalEs). The exception stands for B flathich is

B, and B which is H. Major (dur) generally starts with an upgzese letter (eg.: B = B dur or B flat major), minor

(moll) +with lower-case letter (i h moll or B mhor). Inexamples 2.1 and 2tRis notation refers to the implied

key of resolution of the dominant seventh chord. In example 2.3 it designates the root of the dominant seventh

chord rather the key of its resolution.
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Dernova-based Analysis of6 F U L D Etud@g[op. 65

Etude op.65, no. 1

Dernova mentions op. 65 no. 1 in her discussion of rdimicd linked progressiaf® According

to het this type of technique is the structural foundation of this particular piece. Indeed, the two
opening measures of tidlegro fantasticqpresent a whimsical, bizarre image created by

juxtaposing the rapidly ascending major ninths in the right hand aruaktipunctuating chords

forming a descending minahird linked sequence in the left hand. In my analysis | will attempt

WR HVWDEOLVK WKH FRUUH OdpgahizRtiQn tethiiés dide feitdaD RYD TV SLV

structure of thistfide.

The piece is &sed on two themeallegro fantasticoandMeno vivo. At first glance the
themes seem to be presented in a strict alternating order, creating a sectional form where each
theme appears four time# closer look at the underlying tritone links and the sype
transposition of the larger sections reveals a more sophisticated structure resembling a full
sonataDOOHJUR IRUP ZLWK FRGD 7KH 3PDLQ-28)KetumblattRd WKH 3H

same pitch in its third appearance (mm8&), markingthe b8 LQQLQJ RI WKH SUHFDSLW

% Dernova,Garmoniya Scriabina51.
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EXAMPLE 3.1: Themel (exposition, mm. -R)

Allegro fantastico N=144-160

b
el plep i e [ EEEEEEECEE
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= L o — §0F°— : hﬁ‘:
— " 4 r
The second them&)eno vivolmm. 23 LV UHVWDWHG LQ WKH 2UHFDSLYV

98) precisely a diminished fourth higher.

EXAMPLE 3.2: Theme2 (exposition mm. 2326)

Meno vivo J-= 50
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EXAMPLE 3.3 Theme2 (recajtulation, mm. 8790)

This leaves the second appearances of both themes (r#6.8% mm. 464) as parts of the

SGHYHORSPHQW”’

DQG WKHLU

EXAMPLE 4.1: Themel (development, mm. 337)

b

Meno vivo
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EXAMPLE 4.2: Theme2 (development, mm. 430)

Menovnvo
4 o fo° 2
- Gl e Pt L
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) 4 1 = l 4
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i #F
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e
EXAMPLE 5.1: Themel (coda, mm. 99.00)
4 § b b ba-
g betebeletele 278F e e P22 UF
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EXAMPLE 5.2: Theme2 (codg mm. 109113)
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The pitchplacement of the tritone links in the corresponding sections confirnovénell
sonatalike design of the piece. The minthird linked sequence of the first theme in exposition

and recapitulation appears in various enharmonic spellin@&ASG (mm. 13), and IDI
(Bb-C@-G-(B.G)-E (mm. 310). The second theme hasmmor-third sequences in the
exposition. It is based on just two tritone linkg@B©and AEI Apparently, theMeno vivo

refers not only to tempo but also to the less rapid harmonic change. The latter slows itself down
even further as the enharmonispelling of the dominant seventh chords with the lowered fifths

in each link prodces no actual change in sound:

EXAMPLE 6.1: Two pairs of enharmonically equivaldntone links, second theme in
exposition (mm. 224 and 2980)

mm. 2324 mm. 2930
9 f) . Q [ (o)
A G RO I Dh 1ol
[ an WS Lag QO [ an W PP—O©
%jv b LURAS + S 9 ) D
Vs o vs.

In the recapitulation, however, the expansion of the second theme (26 bars instead of 12)

creates a widelyspaced minathird linked sequence{B-GGB (mm. 5256). This minokthird
sequertFH LV SODFHG R$H O OWKthie® Me@Rifitdhe hke: §5© B-F and EBI

(A©:
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EXAMPLE 6.2: Threepairs of enharmonically equivalent tritone links, second theme in
recgitulation (mm. 5354, 5556, and 5%60)

mm. 5354 mm. 5556 mm. 5960
0 . | P H o) i
i 726 BT 4y HO, ("8 B5S
&) o ANV apge AV LUEC D £ 4
) VS. e ~ Vs e VS.

Further analysis of the opening theme reveals an interesting-tam&eorrelation between its
two elements: a rapidly ascending chromatic scale in major ninths (f8mrepeated three
times in varied forms and the second, sinuous element (Mnd&veloped more extensively
throughout. The repetitions of the second element produce a new;tahekeparated chain of

segments, suggesting the underlying presence of the major enharmonic selé{[aém

measures +21:

EXAMPLE 7: Second element of Theme 1, underlying major enharmonic sequence

measure| 11 | 12 13 14 |15 |16 17 18 19 20 |21

-3 LP B” D~ B” C E C

TL G C A" D

+3 step B” G C A" BgC)-E
MES B” B C C D E E

Thus, despite the obvious whirlingRYHPHQW RI WKLV VHFWLRQ WKH VWLOC
as the wholdgone transpositions of a dominant nictiord with split fifths retainhe effect of

one sonority the whole time. The same paradox can be observed with the three entrances of the

first element: on E (m.1), on Bb (m.9) and on B# (m.22). The coda, nonetheless, confirms the
supremacy of the mindhird linked sequence as the structural foundation of the piece. It

appears here the last timapd covers both themes of thede and reVWDEOLVKHY WKH 3NH\
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E-% IODW 'HGQDMIBG"

,Q VXPPDU\ WKH WKUHH PDLQ SRL-QaNzRIONHIAORYDTV WK
Scriabin can also be applied to the analysis ofmél structure. In the firstéde of op. 65 it

reveals aompact, cleacut version of a sonatlegro form of the late Romantic period.

Etude op. 65, no. 2

The second®& XGH IDOOV QHDWO\ LQWR '"HUQRYDTV WHhrd R U\ 7TKH V
linked progressions in the first half of the piece (Mr8). The second half (mm. 436) is an

exact transpagon a tritone below. Bars 339 repeat the final chord three times. Itis

fascinating to observe how these linked progressions interact with different structural elements of

the compositionharmonic rhythm (I use this term rather figuratively in the absence of better

alternative), overall formal proportionsydamelody.

The first sequence@BIG (mm. 2, 4, and 6) features the descending bass line

combined with ascending meladigure onthe strong beats.
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EXAMPLE 8.1: First minorthird linked progression (mm-@)

Allegretto J = 8()//.———1\7 a tempo
— il. 2- '
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The prolonged stay on G (mm.-1@) with its alternating majoma minor thirds provides a brief

stasis, a kind of calm before the storithe second sequence goes through the entire circle, now
in the ascending order both the bass and the melod)lEIG-B'or O@E-G-BI in measures

15 and 16. The timing of the second sequence is compressed to two bars compared with the

more spacious st chain occupying full eight measures.
EXAMPLE 8.2: Secondminor-third linked progression (mm. 115)

molto accel.

N /_\
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Thus, the overall distribution of these three elements appears to dissect tleetinstiato two

subsectionsf equal lengti{9+9), where théour-measure stay on G acts as a link, or a non
PRGXODWLQJ EULGJH EHWZHHQ WZR VXEMHFWYVY RI D VRQDWD
differentiated by a noticeable change in texture in the left hand, dynamics (crescendo), and an
increased tempor(olto aceleranddo presto volandko 5HSHDWLQJ WKH HQWLUH 3H]|
WULWRQH EHORZ FUHDWHY D BUHFDSLWXODWLRQSedRl DQ DEUL

LQWR 'HdvazRdylBdWsharp+C +(G flat), as the underlying dominants suggest.

Another interesting aspect of this composition is the interaction between the melody and
the harmony. Athe two have merged into oAgarmoniePHO R®\KH 3JOLGLQJ" SDUDOC
intervals in the right hand comphent the absent notes in the right hand andwécga®® This
can be observed in the example with split thirds in measures fifteen and sixteen. The absence of
thirds in the left hand on odd beats is supplemented by providing two versions of it in the right
hand; the presence of a major third on eveatdin the left hand eliminattéee need for it in the
right hand A similar technique is used in measures ten to feartthe two versions of a third
major/minor xare contrasted with the two versions of a ninth; the major third in the harmony is
corsistently juxtaposed with the minor ninth in the melodyisdise minor third with the major
ninth. On a different level, the roughly square #ay phases indicated by slurs create yet

another metrahythmic layemonaligned with the harmonic chantpeoughout the piece.

In summarythe harmonic language of théuHe op. 65 no.2 can be seen as an ultimate
expression oédnunderlyingvertical structure imelody, rhythm, and form creating a unique

multidimensional musical space, static and esf&ngingat the same time.

66 SeeDernova,Garmoniya Scriabina34,and68-83.
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Etude op. 65, no. 3

The thrd &V XGH RI RS FRUURERUDWHY DOO WKUHH PDMRU SRL
major enharmonic sequersand linked progressions. In her brief description of the opening

sectionof the piece Dernovstates that it is built on major enharmonic sequéhddy analysis

of the complete work aims to reveal the impact o$dtleree compositional devices on the

broader concept of form and structural proportions.

The dude is based otwo contrasting theme®jolto vivaceandIimpérieux which seem

to be at odds with each other.

EXAMPLE 9.1: Theme 1 fhm. 1-6)

Molto vivace J =144
3

P | ' | | ' | |
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57 Dernova,Garmoniya Scriabina49.
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EXAMPLE 9.2: Theme 2 (mm. 1-20)

Impérieux « =100

VI Y —

7] g s

METTHNCTIEY Ziigs
' =< 0
= ==

The initial juxtaposing of the two leads to an unequivocal victory ofrtipeérieuxin the
coda (mm. 79102). The formal design falls into a sizable ternary structure where the opening
section (mm. 416) returns unchanged Bsestissimo &ncelant(mm. 6378). The large middle
section (mm. 1762) is comprised of two partsnpérieux(mm. 1738) andSubito meno vivo
(mm. 3962), where the short twmeasure intrsions of the opening section pistently attempt

to interrupt the grandeur of the second theme.

It is interesting to see how the even periodic proportions of the openiimnseteract
with the placement of the tritone links and the steps of the major enharmonic sequence, which

always come in threes. Below is adbgrbar scheme of the Section A.

EXAMPLE 10.1: Tritone links (TL) and mjor enharmonic sequence (MES) in BeTA.

Bar 1 2 3 4 5 6 7 8
TL GD GD GD AE’ B EO© B EO B EO (B)
MES G A B
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Bar 9 10 11 12 13 14 15 16
TL E'A E'A E'A FB G Co© G G G G G Co
MES E’ F G

In addition, the number of repeated links overlapping with the number tatspositional

steps in the sequence create another injtlein-the-duple sublevel:

EXAMPLE 102 6 FKHPH ®Ripl&Within3duple” GLVWULEXWLRQ RI 7/ DQG 0(6 LG

1 2 3 4 5 6 78

GD" G A B B&
9 10 11 12 13 14 15 16
E'A E F G GO

Both parts of Section BmpérieuxandSubitomenovivo DEDQGRQ WKH 3SWULSOH
idea and feature cleaut eightbar formal divisions with consistent febar phrasing of the
second themeandtwg DU 3LQWUXVLRQV™ RI WKH ILUVW WKHPH 7KH U
remains eveim numberthroughoutwith a closing segment of section b1 (mm-33) that
somewhat deviatdsom the schme The number of the dominant seventh chords involved in

this segment remains eight, however. Below is eblgdvar scheme of the Section B (b1 and b2)

identifying thetritone links and the correspding themes.
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EXAMPLE 11 TL and corresponding themes in Section B.

Section bl
Bar 17 18 19 20 21 22 23 24
TL C# G CH CH CH G CH Ct
Theme B
Bar 25 26 27 28 29 30 31 32
TL CH# G CH CH# CH G E E
Theme B
Bar 33 34 35 36 37 38
TL E B” E E EB FHC
Theme A B A

Section b2
Bar 39 40 41 42 43 44 45 46
TL F# C F# F# F# C A A
Theme B
Bar 47 48 49 50 51 52 53 54
TL A A A AE" BF B B
Theme A B A B
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Bar 55 56 57 58 59 60 61 62

TL BF BF B B G CH GGt | (GE®

Theme A B

As seen from these schemes, the intruspditise first theme become more frequent in
Section b2, as if it struggles to win the battle. Theme Agmtsstemporary relief (or the final
agony?) in the followindPrestissimo &ncelant Nonetheless, tHenpérieuxreignsin the coda

bringing the piece to a magnificent fortissimo ending.

In the coda, the tritone link-GCis repeated within the same eigheasure format

leaving the last two bars of the second eigdt section filled with rests. The final eight
measures present a rapidly ascending melodic wave in the right hand accompanied by a
descending minethird linked progression in the left hand. Below is the final scheme

identifying the tritone links and the mintrird sequence in the coda.

EXAMPLE 12 TL and the minothird-linked progressions§ LP) in the coda.

Bar 79 80 81 82 83 84 85 86
TL Co G Co Co Co G Co Co
Bar 87 88 89 90 91 92 93 94
TL Co G Co Co Co G Rest Rest

41




Bar 95 96 97 98 99 100 101 102

TL CCE DIA@ GE GE CO Co® Rest Rest

-3LP co | Ofjro| GE Co

In her discussion of Departure and DedvDominants, Dernovaotes that sometimes
they can exchange their roles in the process of composition, as it happens in op. 65, no. 3. She
also states that the tritonekiG-' 1O0DW W KH 3Nide)is Rheamlik tovingcted witlc

major where G and Iare the enharmrmically equivalent departure and derived domirf&nt.

Closing Remarks on DernovaBased Analysis and Her Theory

'"HUQRYDYV WKHRU\ RQ 6FULDELQYY KDUPRQ\ SURYHV WR EH
op. 65. Assigning dominant functions to the paments of a tritone link, a major enharmonic

sequence and a linked progression, creates a paradox ofresved dominants that have lost

WKHLU IXQFWLRQ LQ WKH WUDGLWLRQDO VHQVH <HW DV LQ
functioningfdominantdind their ultimate expression in other aspects of composition: melody,

rhythm and form. As demonstrated in the exampkbefe éudes of op.65, the underlying

vertical structures express themselves in clear classical forms of sonata (no. 1 and 2) and a large

WHUQDU\ IRUP QR '"HUQRYDYV LGHD RI DOWHUHG DGGHG \

58 See Dernovazarmoniya Scriabinas0.
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as seen in the Appendix. #woice OHDGLQJ SURFHGXUHYVY DUH QRW SDUW RI
numerous enharmonic permutations of the vertical constituents @ermitdless array of

connectiongreating a kaleioscopdike texture. 8Q GRXEWHGO\ 'HUQRYDYTV HPSKD®
verticalasSHFW RI 6 FULDELQYY ODWH ZRRNORGDR\® KiHkooW iR B8R \pJ D L
FDPH GLUHFWO\ IURP 6FULDELQYV Y UIHID/OHRFBEBVVRGW R6BDEDI
1915 DUWLFOH TXRWHG LQ KHU WHI[W oftWsDriadgiMcaxt Bind mi#sCod DU O\ W
ODEHOHG LQ DFFRUGDQFH ZLWK LWV H® Futthe@nbrt) inQJ DOWH U HC
Sabandd Y\Wogpominanyda HUQRYD PXVW KDYH UHDG WKH SDVVDJHV VX
and harmony at the same time. This is how it shouldbec@ VLQFH WKHVH DUH WZR L
VDPH SULQFLSOH RI RQH HVVHQFH >«@ )RU PH WKHUH LV QF
+tWKH\ DUH RQH DQG WKH VDPH 7 K L \iavid thgveH"ndt dheenot@ DEV RO

XQDFFRXGWHG IRU ~

Another LPSRUWDQW DVSHFW RI '"HUQRYDYfV WKHRU\ LQWULQ
PXVLF LWVHOI DV ZHOO DV ZLWK M/ KH HIXQPBI QWi R QDKEHDWH WRH
FR P S R ¥sdterit wod views +is 6 F U L Ddenc€pf afPolarity. In strictly theretical terms
of harmonic analysis it refers to thelationship otritone-separated chords, the opposition and
unity of the two components ofatritcl@ LQN $FFRUGLQJ WR '"HUQRYD WKHVH
LPSO\ pLPDJLQDU\Y UHVRPXWHNRSROQGQY R PDKMHRW ANRH\V 3VRXQG
SHUVSHFSHWMNUQLQJ W\RspdnBEENYAZHHY JWDG 6FULDELQYTV LQWHUS

WKLV uQHZ VHQVDWLRQY QHZ HSULQFLSOHY RI KDUPRQLF WK

591n Leonid Sabanee\8 3 htsipy tvorchestva A. SkryabindMuzyka Journaho. 209 (195): 89.
0 Sabaneewospominaniyas4.

1 Guenther!'Varvara Dernova'§&armonia Scriabina”
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Why were harmony and melodgparateéh Classical misic? thecause there was a polarity

between tonic and dominant: dominant harmony gravitated tewhedVRQLF« >«@ 0\ SRODUL
is not that of tonic and dominant, but rathethese two chords separated byiminished fifth.

It is completely analogous the toniedominant progressignhe cadence in the Classisgbktem,

RQO\ RQ D GLIIHUHQWKQBKHO® RQH puVWRU

Yavorskyand HUQRYDYV LGHD R F Reddutidw ef@ fitbxe@ieWLRQDO U
presented as important historicatigntextuaked vdues, reflecting thguQHZ Y W\SH RI SRODU
described by Scriabin in the abayeotation It also confirmv * X H Q WaKdthtibh éf the term
dvazhdylad DV p SR O D U i.B.we\conrénttloR &hd mutual dependence of stability (the
imaginaryresolution of the dominant harmony) and instability (the actual sonétitygt,
6FULDELQYYV /DZ RI 3BRODULW\ ZDV D PIKtb lis btgrRrBt&@iéhtoFRQFHSW
soundcolour correspondences and the generalized esoteric views on theaiaiveithe role of

FUHDWLYH KXPDQLW\ LQ LW 7TKH GLVFXVVLR@s&BUWd6 FULDELQT®
theories will be presented in Chapter thréethis point, returning to the original topic of
HKDUPRQLF SRODULW\Y L e taluabiPcBriziibution f Wury\KRolBpd@he L R Q

discussed the issue in his concepiebtonality

,Q KLV DUWLFOH 36FULDELGQ"RBGWXH KhdldpevRxpkilsl W K H
KLV WKHRU\ RI D uGLVVRQDQW WR QD taydifistDe&BYPYMVHQWYV D

assignment oflominant XQFWLRQV WR 6F UL [ HheQripVitaDI®datons RER UL W L H V

2 Sabaneewospominaniya260-61.

3 The fdlowing passage from Derno\as translated by GuentheHODULILHY WKH LVVXH 3« LW ZRXOG
think that the tritone link replaced the tonic, or became iha&c't of dual polarity. It botlwas and remained

"dominant," since the neresolution of the dominant and all its enharmonic transformatgousderstood to be at

the basis of Skryabin's dupblarity. Every such dominant implies a tonic, but this tonic either does not appear at all,
sounding only in the imagination in a distant perspective, or else it changes into a dominant of resolutictheone

traditional functional features of du@ R O D UhlGQW&Enther;'Varvara Dernova'§armonia Scriabina”™  -91.

"4 The article is available on line (in Russian) at
http://www.anscriabin.ru/index.php?catid=57:publications&id=109:scriabishharmonyof-the-xx-
century&ltemid=133&option=com_content&view=article
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6DEDQHHY SURYLGLQJ 6FULDELQYV-¥8S8DUDIHGEH B R D@ IDYJ D
WRQLFY FUHDWHY DUGRVRBRQDRY RVRQDAZLQ .KRORSRYV WK
RI WKH pIXQFWLRQDO LQYHUVLRQY ZKHUH WKH GRPLQDQW WL
(OHPHQWY & HR RGLSIRHOMD U Labf nebvisenisaianT fefpdrallels to

"H U Q Rtifdo1y ¥dre numerous, the differenégag largely in terminology and the general

logic of harmonic progressions within the formal structure of composition. In Kholopov, the

twelve degrees of the chromatic scate giverthetraditional functions of Taie, Subdominant,

Dominar, etc., WKHLU pGR XE OHWHperana thé& DwWeithce |1Etterg/iltHeir original

DQG LQYHUWHG IRUPV $V VXFK 'HUQRYDYV '"HSDUWXUH DQG
Departure and Derived Tonics (Ta, and Tbatitone link: Ta, Tb, Tc and Td in the

MGLPLQLVKHG nirGHitd likkéd progrelssion 7D 7E DQG 7F LQ WKH {DXJF
PRGHY Rajor\@atmonic sequencEhe relevance of this4@efined chord function to
6FULDELQYV RZQ WKR XJKWe/stikig.KThe okeball IBgR@fLthese therdT

progressions within thisleotonality is similar to that of traditional majaninor system with the

addition of the secondaidegree chords now compliant to the primary functions in both the

MRULJLQPRI UEGORGE®HYT IRUP

.KRORSRYfV DQDO\WLFDO V\VWHP DPHQGLQJ WKH MZHDNH
3LPSOLHG GLVWDQW WRQLFV" GRHV QRW-RXQWOOH DYWRUWDW

ttheosophy and the sowedlour correspondence. Thssnot sirprisng given the political and

An English version of the article is availableRhilipEwell, 36 FULDELQ DQG WWHKH-D WARR &M RW XU\ ~
Annotated translation ofrticle by Yury Kholopov,in Journal of the Scriabin Society of Anwaill, ro. 1 (Winter
2006 2007):12-27.

$Q H[FHOOHQW VXPPDU\ RI .KRORSRYTV QHRWRQDOLW\ LQ (QJOLVK DQC

WR 6FULDELQYV 3LDQR 6RQDWDV QRYV DQG FDQ EH Madm@ee,Q 3KLOLS (Z!
$QDO\WLFDO $SI8dinRaDTRéOH Revie@3Q@Spring/Fall 2002): 567.

45



ideological realities of Soviet and pdSbviet Russia strikingly immutable to any real change

and ever unwearied of persistent persecution and elaborate elimination of its own heterodox.

My own understandingof BULDELQYfY ODWH FUHDWLYH SURFHVV VW
the three essential elements: the noaté/ FRUHYVY RU WKG+ Y B R K L eV RXOQG
WKHRULHVY DQG KLV HVRWHULF SKLORVRSK\ puVHFUHWO\Y ZR

The last two will be considered in chapters two and three, respectively.

The final portion of this chapter will provide a critical overview of three substantially
GLIITHUHQW DQDO\WLFDO ZULWLQJV RIgiscof tid fibsEtude HywIdy S 7k

Reise, the second by Kenneth Smith, and the third by Thomas Noll.

&ULWLFDO 2YHUYLHZ RI 7KUHH 'LITHUHQW $QDO\WLF]I

-D\ 5HLVHTV DQDO\VtV RI RS QR

Jay Reise sees the harmonic stinve of Eude op.65n0.1 as tonally derived from whetene

and octatonic scales. In his view the formal design of this piece outlines symmetrical chords of

tonal music: the diminished seventh chord and the augmented triad. The tones foreign to these

scale collectionsheiDWV DV 3SFKURPDWLF™ ZKLNRWHBHdUHWVROYHG E\
corresponding scales. TheH DUH GHILQLWHO\ YDOLG REVHUYDWLRQV $

theory the minothird linked progression and the major enharmonic sequence do imply the

®"6HH -D\ 5HLVH 3/DWH 6NULDELQ 6R P HNidlde@HEEBUDYHWISIYS Hé BQLEB3W KH 6 W\O H
220-31.
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presence of octatonic and whetlene scales, respectively. Reise also discounts the proposal that
WKH [SPRVWKRUG ™ [|RXQ Gd® I3/h/Qing @ok kan\a favourite sonority which
does not have any formative function. He identifies it withRiech sixth, oits enharmonic

sonorityV ' thechordcontained in both octatonic and whatae scales. Reise identifies two

contrasting sectiongllegro fantasticamandMeno vivo 3HDFK R Z led, wkh vaviatiolly D W
IRXU WLP H Wurth@r he states thatlegro fantasticdf V VHFRQG WUDQVSRVLWLRC(

IRUPV 3DQ LQFRPSOHWH DBbajd@H QVeHG VW USDREYEGWWR QR ORJLFD

transposition since his sectional concept of the form does not involve the implications of the

classical sonata allegro form with its necessary pitch shifts in the corresponding sections of
development and rapitulation. Further, his fixation on the vertical aspect of the scale

collections does not allow for the expansion ofAllegro fantasticotheme in its singular

transposition (mm. 47 XQGRXEWHGO\ WKH HIIHFW RI WKHaiggHYHORS

of the first theme transitioning tdeno vivoin the middle section of the form.

$QRWKHU LPSRUWDQW SRLQW PLVVLQJ LQ 5HLVHYV DQDO
thematic elements within the first section and the ptimiielation between them wdh creates a
wholetone pattermoverning the transposed repetitions of the two motivic units (as indicated
HDUOLHU LQ P\ DQDO\VLV +RZHYHU 5HLVH GRHV VWDWH Wil
whole WRQH VFDOH™ S Hd not ey EXRQimndhel fildk two Wieaswes
ofthe W XGH KH DVVHUWV WKDW 3WKH SLWFK FRQWHQW RI WKH
content of each discrete beat [including the notes in the right hand] iswh&eQH =~ /DWHU RQ
page 231, heontradFWV KLPVHOI V Dide@dntéins Doilh syvrKetricalescales. And
in thebindingareasERWK VFDOHYV VRXQG VLPXOWDQHRXVO\ DOWKRXJ}

ThisisaVRPHZKDW DUELWUDU\ VWDWHPHQW BV WR@HVVIHQG WKHF
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resolutions. Many of these resolutions are not very convincing as they are located in different
voices (mm.2627), or are ratheshortlived, returning immediately after resolving into a proper
scale to their original pitch which is side of that particular collection; or, they occur after a

long period of time (mm.189).

5HLVHYV LGHQWLILFDWLRQ RI WKH VWDUWeRQUvVEDVYV SLWF
theme (on B D, Bland EI prompts him to see an outline of an augmefried that is
3G LIIHUH Q WecdropReteo shiwhichthe Allegro fantasticoLV EDVHG ™ S TKHUF
again, a bit of confusion in this statement. According to what Reise says in the very next

paragraph, it is not theection but itsrepetitionwithin the formthat presentsthV 3SLQFRPSOHWH

DXJPHQWHG WULDG ~

)LQDOO\ , ILQG LW GLIILFXOW WR DFFHSW 5HLVHTV 3XQU
IXQFWLRQ RI ZKLFK LV 3\WR HQULFK WKH VRQRULW\" $OVR 5F
octatoniciwholetone scheme produces some rather amusing cooctusuch as the one on page

3$ OLWHUDO UHVWD W H R muIdRIead H GhR ANelgnd RantaBtieo oi®G
nicely completing the structural augmented triadB®- GO but would makehe piece too long
and repetitious. It seems significant that despiteadoessarjfor whom? the composer or the

analyst?] structural and harmonic shifts at this piiatesolution of B>"@ KDV D KLJK SULRLU

In short, the octatonic/whol8 RQH DSSURDFK WR 6FULDELQYV KDUPRC
some valuable insights into his pitohganization and voiekeading techniques. Whether or not
it gives a clear understanding of how and why the musical element®fuas they do is, |

believe, a decision of lestener/analyst

48



HQQHWK 6PLWKYV DQD®\VLV RI RS QR

Kenneth6 PLWKIV LQWHUSUHWDWLRQ RI-RIBOOH® RJHQ\G B QHH DPRXS/C
DQDO\WLV" LQIRUPHG E\ SV\FKRH21@ D&piMdhLsFuRiOreW Kde¢mRdas\ LQ P X VI
EDVHG RQ KLHUDUFKLFD O Qyindg-tReGd.tethiiGugs @ thindel Shfith ,Q DS S
operates in traditional tonal music terms supplemented by psychoanalytic models of Lacan and
.ULVWHYD 7KXV th€@ddinany sefanthvchetds (a nod to Dernova) are furnished
witha3OLELGLQDO FKDUJH ™ S $FFRUGLQJ WR 6PLWK D pG
terms,ZLW K U H I H U H Qnristihcid/dhd) ThelrX/@igsuud€s915),works its way into
6FULDELQYV KDUPRQ\ LQ WKH IRUP RI 3VXVSHQGHG KDUPRQLF
Smith asserts that manipulating the pitches of this dominant sonority can increase or decrease its

SWHQVLRQ YDOXH" 7KH OHVV XVJjp @ D@arx0e WRRZGW R WW RDH

YDOXH’ $W WKLV SRLQW 6P LW K(derlved frym KfisttvRHAWIKH QRWLRQ R
VIQFKURQRXV PDVV RIUL\ELIOHVOD WWHWWRE KBFR®G D N\Y W UK B
potential to discharge diatonically g the right opportunity}hich never arrives, however

DQG UHDFK LQWR PXOWLSOH NH\V VLPXOWDQHRXVO\ 7KH\ D
DQG UHJXODWHG WKURXJK WKH DQWDJRQLVP EHWZHHQ GULY
introductionof DFDQYYV JUDSKLFDO UHSUHVHQWDWLRQ RI WKH pGUL
IDFDQYTV PRGHO WKRZINGCD SODRRKSWKDW VHHPLQJO\ FXWV WKURX
ORRS LV 3WKH puDLPY RI WKH GULYH ZKitagwvésRorsatsfy OLNH DQ
[the top of the loo@ WKH pJRDOY LV UHYHDOHG DV WKH FLUFXODU S

WKH uDLPY" S

7 See Kenneth M. Smittgkryabin,Philosophy and the Music of Desitgarnham, UK an&urlington, VT:
Ashgate2013), 13546.
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7KH IDVFLQDWLQJ SDUW RI 6PLWKfV DQDO\VLV LV KLV HII
taken from inlerently different analytical systems: the octatonic derivations (in the case of the
mino-r- WKLUG VHTXHQFH ZKLFK KH FDOOV 3WKH F\FOLF EDVV QR
Te and B, or a tritone and a mindghird transpositions (p. 146). InSPLWK{V YLHZ WKH VW
WUDQVSRVLWLRQDO LQWHUYDO F\FOHV DFW DV D 3GHHS JUDY
HQHUJLHV«IO\LQIWRIRQQ® DO O GLUWBUGHINU3 F\® KBIGNBLYVFHFWLR
K D O YHigh issnot quite so, gen the three extra measures following the transposition of the
first section,VXJJHVWYV WKH SUHVHQFH RI D 3VWURQJ pFKRUDY RI V
UHFRJQLWLRQ S 6PLWKY{V ILQDO SRLQW RI LQWHUHVW
WKDW LQWURGXFH WKH 3 QHZ RSSRUWXQLWLHYV IRU HPHUJLQJ
SRHWLF ZzD\ WR GHVFULEH WKH 3PDUJLQDOLVHG H[SHFWDWLR
point the reader becomes quite certain thatd#srecannot ever be gratified on its own terms

due to the perpetual motion from one Lacanian loop to the next.

6PLWKYV DQDO\VLY LV FHUWDLQO\ LQWHUHVWLQJ IURP W
convincing? It might be for some. | foundascinatng, though rather overbearing with too
many great names and concegiadensed into only ten pages of thet. After references to
Freud and Schopenhauer, Lacan and Kristeva, Schenker and Perle, and finally Taruskin, hiding

in a footnote on page 138ldnged for a simpler approach.
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7KRPDV 1ROOYYV DQDO®VLV RI RS QR

Thomas Noll usea sievetheoretical method in his analysis of 8, no. 3. The sieve theory,
RULJLQDOO\ LQWURGXFHG WR PXVLF E\ ,DQQLV 1€&DNLV LQ K
generally applied to various aspects of musical language such as pitch, rhythm, and formal

structure throuly sievetheoretical algorithms.,Q 1ROOfV SDSHU WKH IRUPXODV R
geometry are applied to create sithreoretical models which are further implemented in the
OpenMusicSURJUDPPLQJ ODQJXDJH 7KH IRFXV SRLQW RI 1ROOYV
designed graphical presentativisualizes the chord structures and the transformations between

them.

1ROOYVY DQDO\WVLVY GHSDUWYV IURP LGHQ-Wreldisv€&\WIdRQ RI W

three minotthird sieves associated with the octatonic scales. Both are derived from the basic

formula of the affine lineab = {ka +b, k €7}. From there he constriscfurther formulas

displaying the unions and intersections of the sieves. The six sieve pairs obtained as a result are
introduced in the arrow notation that reveals their perfectly symmetrical configurations. As seen
IURP 1ROOYV GLDJU aRiVvertitaKddniegtions cBr@sudneto the transposition

(rotation) of either octatonic or whetene scales; the diagonal connections involve a

simultaneous transposition of both components. Fuyriheude is interpreted in terms of

sieve pairs anche elementary transformations between them. The interaction of the segments of
WKH SLHFH ZLWK WKH VLHYH SDLUYRURMXVOWY H @ RK@WHIR®RQ

concluding application of these sieve constructior@penMusidisplays theigves by means

6HH 7TKRPDV 1RO0O ")URP 6LHYHV RI 7RQH 9 DORVWILHY® \3 HRU 7 HDRWIL R H ¥ DRADL
6WXG\ IRU 3LDQR 2Mrkshof &Mathem&tical and Computation®usicology ed. Timour Klouchge

Berlin: Staatliches Instituilf Musikforschung2005, 16. http://architexte.ircam.fr/textes/Noll06a/index.pdf

Accessed Augst 12, 2015.
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of acircular representation. The author admits that op. 65, no.3 chosen for his analysis does not
represent @oieticperspective, apparently referring to the literal meaning of the word as inherent
WR D FUHDWLYH SURFRHIXFRQ 3P P X LVQHRGERNGEREB] B FeimQved in

time from the technologal innovations of modern era.

As complicated as it might be for a reader (like myself) without an advanced degree in
mathematics or computer science, this type of analysis aliow us to visualize some structural
musical properties in a geometric way and to observe the relevance of various segmentations in
PXVLF DQDO\VLYV | lioQda faskimating exdnQiOddthe hewv interdisciplinary
domain of modern musitagy faced with the task of unifying different branches of knowledge,
in this casehe use otomputational techniques. | am not sure, however, to what extent models
as such, being the result of sophisticated humanhine interaction, can relate t@ thssence of

6FULDELQYV PXVLF

Postlude

Reflecting ortheanalyses mentioned above brings us to an unresolved quédstitent

decades, musicological preoccupation with historical and cultural relevance of musical analysis

to the actual muséd scorded scholars to expantthe contextual horizons I RUGHU WR pFRQV W I
the truth. ,Q WKH FDVH RI 6FULDELQYY ODWH KDUPRQ\ LV WKHUH
WKHRU\ Rl 9DUYDUD 'HUQRYD ZKR |I°Q@Dsh@re aRitthde NfHG 6 FULDE

truths that constitutes the essence of human cognition?

®B5HLVH 36RPH 3UBQFLSOHV ~’
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, EHOLHYH LW LV XS WR WKH DQDO\VWV WR FUHDWH WKH
process, to freely discuss what one believes in, no matter how controversial abfenmight
appear to othersl think Alexander Scriabin would have agreed with this approach. After all, he
KLPVHOI VDLG RQFH 37KHUH LV QR WUXWK TKH WUXWK LV F
individual, and the higher the mind, the more indepentthentruth is. This is hard to
understand, yet it is precisely so. Complete freedom. And the truth, whatever it would be,
HIFOXGHV WKH IUHHGRP >«@ /LWWOH DWWHQWLRQ LV HQRXJ

gradually becomes the one you want torH&®

80 Sabaneewospominaniyal7879.
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CHAPTER TWO

Possibilities of the Impossible

2QH RI WKH GRPLQDWLQJ IRUFHV LQ 6FULDELQYV pPGRFWULQH
of philosophical mysticism popular amotige Russian intelligentsia in the late nineteenth and

early twenieth centuries. This chaptaims to apply some of the theosophical consértwthe
analysis of the threeW XGHV RS RU LQ EURDGHU WHUPV WR H[DPL

as materialization of the occult.

Such an approadtistorically has been viewed as somewhat inappropriate, unworthy of
any serious consideration by both Russian and Western musicology alike. For the former it
GHILHG WKH YHU\ WHQHWYV RI WKH 6RYLHW LGHRORJ\ DQG PD
compose caught up in the lunatic ramblings of Madame Blavatsky and the Russian idealistic
philosophies of the Silver Agé In the postSoviet era, Russian society has been relentlessly
moving toward greater patriotic hysteria in an attempt to estabhsiRussian pai©Orthodox,

panSlavic national identity imposed on nearly two hundred ethnic groups constituting the state;

81 The Soviet musicological writings on Scriabin took an extremely negatitedattoward theosophgnd

theosophistsSabanev and Schloezer rendering themas mysbc)@ G REVFXUDQWLVWY WKDW ZHUH YH!
UPXQKHDOWK\T IRU WK Hab®R@PIYRKIHKL QR K WWHKHERAIQY tchlsdrnameor a noun

expresses the phenomenon of similar subsequent works in pejorative terms, e.g. Khovanshchina (WMbls$dfg
opera)tpu7KH .KRYDQVN\ DIIDLUSHRRHVVLYBOQVY KFPRWDRQDO SHUIRUPLQJ VW\O|
associated with a bad taste). Among these writingdgoe Glebov (Boris Asafiev) (1884949),Scriabin, Opyt

KharakteristikifAn Attempt oCharacteristic$ (Petesburg Muzyka,1921) and Arnold Alshvang (189B960),

=KL]QT L WYRUFKH YV YLifeRn& CréatieNUNSE &f IAQICBcriabiiMoskva: Muzgiz, 1945). Later
PRQRJUDSKYV FULWLTXLQJ 6D E bhg3 itiuidd VictorQp&s@fckabiR, i §says Phis Zife and L
Music(Moskva: Muzyka, 1971), Dmitry Zhitomirsk.N. ScriabinMoskva: Muzyka, 1977), Igor BelzA,N.

Scriabin (Moskva: Muzyka, 1982Maria Pryashnikova and Olga Tompakovdal W R S L V woyehedt@aLA.LN.
SkryabingChronicle of the life and work of A. N. Scriap{iMoscow, Muzyka, 1985xnd multiple compilations of

Elena Rudakova, Tatiana Rybakova and Valentina Rubtsova, théinomdpead of research at Scriabin Memorial

Museum in Moscer and editoiof Uchonye ZapisKiScholarly Noteg 9SDOHQWLQD 5XEWVRYDTIV ODWHVW
Scriabin wadA.N. Scriabin(Moskva: Muzyka, 1989).
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thus, theosophy has continued being considered an unhinged fringe of idealistic pseudo

philosophy, unfit for any type of serious aeatlc investigatio¥? For the last five decades
North-American and English wiers on Scriabin, free @ny ideologicatonstraintshave
focused on thaaultural meaningRI 6 FULDELQYVY PXVLF H[DPLQLQJ WKH FRF
poetic outbursts and king them to the analysis of his music. Others tried to disentangle the
MEXVVLDQY EDFNJURXQG RI LQKHUHQWO\ pu5XVVLDQYT IRONORLU
Konstantin Balmont, Andrej Belypr Velimir Khlebnikov® The interaction between those
FRQFHUQHG ZLWK WKH pVWUXFWXUHY DQG WKRVH FRQFHUQH
oftentimes mutuallglismissiveand on occasion, rather hostil@he first NorthAmerican

Scriabinenthusiast, Faubion Bowersasually notes in his secondBiN RQ 6 FULDELQ 3« WK
have been few specifically mystical composers such as Scriabin. Most of them have kept the

heavy opiate, smokefillefsic], joss house atmosphere of mysticism outside of the concert

K D & Bugh Macdonaldone of the earlier English writers on Scriabggertain W K @ W 3

82 The standing of two most significant modern Russian writers on Scriabin and the importance of theosophical ideas

in his later works, Marina Lobanova and Andrei Bandura, is quite exemplary of t&olatet andoost
MSHUHVWUR\INDT F X OpuliiesQOhdORYsian Gad&&idhJ LébBrdyva 953, the author of multiple

articles and a book on Scriabin, Roslavets, Schnittke, Denisov and other members of the Russimndevahthe

twentieth century, was able to immigrate to Germany in 19@t aprolonged period of persecution, accusations of
chauvinism, Zionism, religious aARussian propaganda, plagiarism, copyright infringement, etc. topped with the
VWDQGDUG GLDJQRVLV RI pVOXJJLVK VFKL]RSK Ugd @éabthedompléte bagh WKH ODW
on emigration rather than compulsory treatment in a psychiatric hospital or a sentence to the labour camp

characteristic of earlier decades. Bandbra 462, who wrote many articles and books on Scriabin, after a brilliant
defeQFH RI KLV ODVWHUTVY WKHVLV DW 7KH 5XVVLDQ $FDGHP\ RI OXVLF LQ
establishment in order to publish his theosepigted findings on Scriabin. He was never offered a professorship

in any Russian Conservatoryand AR UNHG DV D PXVLF OLWHUDWXUH WHDFKHU DW RQH
schools since 1993% DQGXUDYV SHUVR QDO Z HtfpVv/baNddrafrrDQvikske.&bmBH8 VHG D W

83 Examples of thisype ofwriting include Cooper1985, Matlaw (1979, Brown (1979, Rosenthal {983, Leikin
(2002, Adamenko 2007, as well as numerous Ph.D. dissertations, @agnaré 2009.

84 Bowers,The New Scriabin: Enigma and AnswersHZ <RUN 6W 0D UW L Q fRauBod Bowers
(19171999)produced two books on Scriabigriabin: A Biography of the Russian Composer, 18915(1969),

titted Scriabin: a biographyn the second Dover publication (1996) arfte NewScriabin; Enigma and Answers
published byst. Martin's Press in1973. Both volumes are considered unreliable sources by Scriabin scholars. See
G. AbraK D P §wewlinMusic and Letter§2, No. 3 (Jul., 1971): 3114); see alsdalcolm H. Brown Scriabin: A
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would be a pity if appreciation of music required us to follow Skryabin into his world of cosmic

1 K R-pocws §° confirming his statemenmtatingnearly a decade earlier declaring tRaéL

[ 6 F UL O gua§religious convictions must be eliminated from any possibility of serious

consideration, now or even in the futwe®® Jame$Baker,an emblematifigure in North

American Scriabin scholarshigtates:*$OW KR XJK KLV YL VarRouvatibhUaihié/ KH S UL
HISHULPHQWDWLRQ DQG LQQRYDWLRQ ZKDW UHPDLQV WRGD
because he was a mastéthe craft of musical composition. Much as he might have been
disappointedit is through the study of his musictuctures that we can best know him

today ® 5LFKDUG 7DUXVNLQYV IRUWKULJKW FRPPH-Qdge RQ %DNHL
LQVXOW RQ 6EB DDBlefithe Mayaitlde of the battle over constructing the

UPHDQLQJY RI 6WAKks®®ELQTV ODWH

My own fascination wiKk 6 FULDELQ TV QOdDn, idt thiKREQiRt GfLnW jottneytd
the previously unthinkable task of exploring passibilities of the impossiblee., the
DSSOLFDWLRQ RI %ODYDWVN\{V FRQFH Betora\eRbakiogt DQDO\V L)Y

upon my discussion, a short introduction to theosophy is essential.

Biography of the Russian Composer, 18815 in Journal of Research in Music Educati@h, ro. 4 (Winter,
1973): 37778.

85 Hugh MacdonaldSkryabin(London: Oxford University Press, 1981), 14.
8% ODFGRQDOG 31:RUGV DQG 0 X WldicatTindesl 63\ ho\ DR T Qarfuant1972): 22.
87 James BakeiThe Music of Alexander Scriab{h986), 270 (my emphasis).

88 Richard Taruskin?6 FULDELQ DQKXWRB 6% 8HO O HEfnibgCRYSgi#MDically: Historical
and HermeneuticdtssayqPrinceton: Princeton University Pred€97), 314.

8 The idea for the title of this chapter came from two articles published fourteen yearSapartMorrism,
S6NU\DELQ DQG WiK sburimabartie/Anteah Musicological Sociéty, no. 2 (1998): 28330and

$QQH *DZER\ DQG -XVWLQ 7RZQVHQGn MBE W ldumal @@r hQSaciaiyKafiMaskcV VLE OH
Theory18/2 (June 2012).
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7TKHRVRSK\ RU pWKH ZLVGRP RI *RGY JHQHUDOO\ UHIHU\
SXUSRUWV WR EH PDWKHPDWLFDOO\ RU VFLHG@t8Were FDOO\ ED\
shaped by writings dflelena Petrovna Blavatslaso known as HPBL831 £1891), an
eccentric Russian lady, a selfoclaimed devoted disciple of remote Indian adepesgrand
daughter of a Russian princeaadan American citizefrom 1878. This remarkable woman, a
genius according to some and a charf&tancording to others, proded hemagnum opu3he
Secret Doctrinen 1888. Blavatsky claims the text ©he Secret Doctrin bea 3 VI\QWKHVLV R
Science, R&LJLRQ DQG dDEdeOdavah8dat manuscript called The Book of Dzyan.
This artifact was supposedly given to Blavatsky by her spiritaaghters Koot Hoomi and
ODVWHU ORU\D 7KH %RRN RI ']\DQ [aarient lahhGaOy uf\WUDQVODW F
Blavatky herself, is the basiof theTheSecret Doctrinewhich is structued as a commentary to
the manuscript The two volumes of this doctrine, subtitled CosmogersgisAnthropogenesis
respectively HI{ISODLQ 3WKH XQLYHUVDOO\ GLIIXVHG UHOLJLRQ RI W
Z R U 8i@., to reveal the mystery of the Absolute, or Absolute Thought as the unifying agent of
all existence, cosmic and human. This process of evolution and involution througtetraces
the continuum to theingle ineffable essence that emanatgsaod in to create the material out

RI WKH VSLULWXDO DQG WKH VSLULWXDO RXW RI WKH PDWHU

%0 The titles of the books and articladvocating the pros and consHf?B and theosophical teaching in general tend
to speak for themselves. Among them @eztrude Marvin WilliamsMadame Blavatsky: priestess of the occult
(New York, NY: Lancer Books (1946), Maurice Leonakthdame Blavatsky: Medium, Mystic and Magician
(London andNew York: Regency Press, 1977), Marion Meaddadame Blavatsky, the Woman behind the Myth
(New York: Putnam, 1980) as well ®glliam Emmette Coleman, "The Sources of Blavatsky's WritingsA' in
Modern Priestess of Istsy Vsevolod SergyeevicBolovyoff (London: Longmans, Green, and Co., 1895);363.
http://www.blavatskyarchives.com/colemansourcesl895.atroessed 3/7/16, addhn Nevil MaskelyneThe

Fraud of Modern "Thosophy" Exposed: a Brief History of the Greatest Imposture Ever Perpetrated Under the
Cloak of Religionl(ondon: G. Routledge & Sons, 1913)jsoavailable asnelectronic source at YUL.

91 SeeGananath Obeyesekeie Awakened OneBhenomenology dfisionary ExperiencéNewYork: Columbia
University Press, 2012), 358.
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LREWHDWKLOBY HDMGKLRQ T RI % U D kfdge®mDaddssicyclinalylinto P D Q \

eternity.

The complex ntology of theTheSecret Doctrineengages in discussi@md
HH[SODQDWLR @& ZRIUVWFNQ BH O L J L Bi®pasD @dBorlikgQoGolevhar |
the sources of the borrowed matksiare an eclectic mixf@cience, mysticism, religionand
cults, as well afiguressuch as the Buddha, Pagtgus, Sir Thomas More, JakoblBie,

Newton, Darwin, and Jesds.

This chapter will look into three areas pertinent to the discussion of opus 65: firstly, the
esoteric meaning of numbers and their cqoesience to the structure dd F U L Drnigyst@ T V
chord uDUR XQ G ZK L Rike iukheddal @INaN§ to his spherical forml I R U P DtheK D U
significance of theumberandorder of &udes in the cycle; secondly, the embodiment of
theosophical triadic cod WU XFWYV L Q 6 F U theuigly ®Hexe thdRopus I5iIsNA $krlall
PRGHO RI 6FULDELQYV WKHRVRSK LpidoegmertRY RM\ARVHH QAX VYV FDQ G K

RlI RSXV ZLWKLQ %ODYDWVN\TV PRGHO RI DQWKURSRJHQHYV

To the Question of Numbers

Out of twenty VL[ 6 F U Lides Qdr&/are only three staaldne peces: op. 2, no. 1, written
by thefifteen-year old preconservatory composer and op. 56, 4 and op. 49, no.1, the two
études of the middle period. Thewaining twentythree are grouped in three opsisep. 8,

consisting of twelvetédes, op. 42teight dudes, and op. 65three éudes. Irhis shortbook

2&ROHPDQ 37KH B®XUFHV ’
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intended for a general readédF U L D EUud€sl963), Dmitry Blagoypoints out, however, the

carefilly thoughtout tonal plan in the op. 8 cyclé.With regard to opu65, the author states the
lastthree & XGHV ZULWWHQ LQ 6ZLW]JHUODQG LQ WKH VXPPHU
FRQWHPSRUDU\ V\P E®RtDdr kedua@éstha fdraous letter to Sabaneev in which
6FULDELQ LQIRUPV KLV IULHQG RI KLV WKUHH QHZ GDULQJ FL
(How depraved!), and in major sevenths (tst fall from the Grace!?). What will the world

VDY’

From the analytical and historiographical points of view the question that comes to mind
LV zZzDV LW VLPSO\ 6FULDELQYY GHVLUH WR H[SORUH WKH SU|
was it also a way to convey some concealed esoteric meanieg)pirasied and cleverly
KLGGHQ IURP WKH pXQLQLWLDWHGY" ,QaReMithslandZRUGYV GLG ¢
consistently unresolvedinths and sevenths aim only to shock the conservative Russian musical

HVWDEOLVKPHQW ULJRUR XV O cQuXterpeiKt teeoBerSer§ei Tab&E LQ TV IR U

93 Blagoy points out the characteristic for early Scriabin tonal development marking the expansion ofiSartdom
area, as the keys of theudes indicate: Cis, fis, h, H, E, A, b, As, gis, Des, B, and dis. In Dmitry Bl&gogy
Skryabina ORVNYD *RVXGDUVWYHQQRH OX]\NDOYQRH ,]JGDWHOVWYR

94 Blagoy, Etudy Skryabina3s8.

9 The given translation can be found in F. Bow&mwriabin, A BiographyNew York: Dover,1996),236. This
WUDQVODWLRQ KRZHYHU FORVH WR WKH WH[W LQ 5XVVLDQ GRHV QRW T:
EHWWHU WUDQVODWHG DV 3RK +RUURU Y ZIXQ AKQ WHW PMHEWBRQLBERD BHBL
VKRXOG EH 3ZKDW D OHFKHU\ " DQG 3WKH ODVW IDOO IURP *UDFH" LV VLP¢
phrases are capitalized in the original letter of Scriabin (No. 686, p. 594, ed. Kashperov). Fa&lst, sentence
cited carries some ironic meaning as it is the quotation from the famous comedy by A. Gribdeddrom Wit

D VDWLUH RQ 5XVVLDQ DULVWRFUDWLF VRFLHW\ QOHWEKH IRULJLQDO
k\_ "l ~ *o8%Kazhet svet?..], the wosttetmeans, in the context, the high society, or the conservative musical
elite of both Russian capitals at the time, Moscow and St. Petersburg.

9% Sergey Ivanovich Tanege8561915) was a prominent Russian music theorist, teacher, composer and an intimate

of the Leo Tolstoy family. He taught at the Moscow Conservatory for over tvfieetyears (1878.905). His most
famous pupils also include Rachmaninov and Medtner.
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ZKR KDG DOUHDG\ IHOW 3DV LI > Ktaf@er hNsEdwip@mEle DI\él Q Z L W I
The Poem of Ecstagy 1909? Or, perhaps, wtgeremore to this story than it appeared on the

surface?

With regard to% ODYDWVN\YV FKDSWHU RQ WKH 6DFUHG 1XPEHU
WKH VWUXFW X EentRill ERménht(RhBIbgg ) ¥he altered Dominant ninth chord,
FRUUHVSRQGV WR WKH 3ThkeFSEdietDocRine& BWDW]LIRQLQQGE7KH 6DFUI
SFLHQFH RI 1XPHUDOV" GHFODUHYV %tRg ARd? tha éveddarkh¥s:JHQ F\ R /|
strung in space the-+avakened energies: The one from the egg, the six and the five; then the
three, the one, the four, the one, the fisthe twice seven, the $1 W R*¥VIRKing, for instance
GDV D SRLQW RI GHSDUWXUH DQG D ZKR Odmivam Qrith €herdD X QLW

with a lowered fifthappears as tHellowing:

1 6 53 1 4 1 5
G G +F B D flat A B A

JXUWKHU WKH VXP RI WKH QXPHUDOV H[FOXGLQJ WKH ILUVW

Whether or not this is a mere coincidence cannot be said with an absolute c&ttainty.
compositional process of manytbe greatest composdras always alternated between intuition

and calculation ,Q 6 FULDELQYV ZRUGV 3«PDWKHPDWLFV KDV WR SOD

97 Sabaneewospominaniya36.
98 Blavatsky,TheSecret Doctringvol. 1, 30

% perhaps some coincidences are inevitable, as | discovered in the final stages of working on this thesis. The
MFRPSXWDWLRQYT RI 6FULDELQYYVY GRPLQDQW QLQWK FKRUG ZLWK ORZHUHC
performed by Andrei Bandura mottean twenty years prior to my personal discovery. It appears that two human

minds separated by distance in space and time can come to the same conclusion about the nature of a certain
SKHQRPHQRQ 6HH $QGUHL %DQGXUD 3$ 1D X RODLDEHW RIYYXWDND>ONYRUWLFK N Y
Creativity and Magic of the Sourdolour] (1993). Available online &tttp://www.theosophy.ru/lib/skr.htm
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, HYHQ GR FDOFXODWLRQV ZKHQ FRPSReY ac@ardilglbOFXODWLRQV
SabaneevSOLDELQ VD\V 3, ILQG P\ FKRUGY DQG KDUPRQLHV E\ LC
scientists teach whatever they want. It pleases me when scientific facts coincide with my

intuition, and, in the end, that cannot be avoided. Intuition has always been nty.p@dri

FRXUVH WKH SULQFLSOH RI XQLW\ GHPD¥GdettiiiDW VFLHQFH
6 F U L D E L ghogophybfQmusic as the driving force of the universe, science and intuition

seem to coincide on several ocoas. The four years oformal general educaticat the Second

Cadet Corps in Moscow coultbt have provided himwith a solid academic training in

mathematics and/or sciegs, let alone imusig which was always his primary interesstill, his

insatiable curiosity constantlpsght out explanations and confirmatiarisis own visions and
EHOLHIV %ODYDWVN\TV SURQRXQFHPHQWY RQ WKH pDQFLHC
attractive to him as tlygrequiredhim to accept the teachings ©he Secret Doctrineithout

quesioning, or,at least tadaptthose of heconcepts that fillethe gaps in his own doctrirté

2QH RI %ODYDWVN\TV LOQWHUSUHWDWLRQV BRon WKH ODVW
4 15 (refer back to pagedp + as SL  WKH UD WdirBunRdreDcdrth sFl@refs?
PLIKW KDYH FRQILUPHG 6FULDELQYYV LGHDJRXE&LY PIRWLIPHD U KB

i.e., athreedimensiondd VSKHUH 3SHU,IHFE@H OW P RFUWHNVWIKEDM ¢pDsOF X OD W t

100 sabaneewospominaniyal23.
101 Sabaneewospominaniya74.

MW EFKORH]JHU ZULWHYV WKDW éa 6eFslghite loGsek .V HeGuild ke td RiSdwh ideas,
DVSLUDWLRQV DQG \HDUQLQJY DQG HPSOR\HG WKHRVRSKLFDO SRVWXODW
SchloezerScriabin 67.

% ODYDWVN\ LQ IDFW LQYHUWV WKH WHUPV RI WKH UDWLR LQ KHU WHIV
FLUFXPIHUHQFH RI D FLUFOH™ SHUKDSV GrApdrtivi¢e i dhteécedent ind DZDUHQHVYV R
consequenin a ratio. (InTheSecret Doctring vol. 1, 90).

104 sgbaneevyospominaniyal2?2.
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65 this form, in theosophic&rms, becomeasirrational in its nature as the irrational numf3er

pi itself; it never settles down into a permanent repeating pattern, thusibgdoanscendental

inessencetla FRQVWUXFWHG P\VWHU\ LQ LWV RZQ HW4%di@mO DPELJ
3«7KH SULPRUGLDO IRUP RI HYHU\WKLQJ PDQLIHVWHG IURP D
VSKHURLGDO WKH VSKHUH KDYLQJ EHHQ ZLWK D®0 QDWLRQ\
7KLQNLQJ IXUWKHU DV DQ\ pIRUPY ZHYBQROV]ILQJ s ¥ $IDIE RQ ¥
OYHUHPSKDVL]H HL#®WekKeWDWEHHGE Y FIR LHH D @hé ide&sHHaRe1eQJY L H
GULYLQJ WKH SURFHVYV RI pFRPLQJ LQWR EHLQJY DV WZR GL
meaningéss;EHLQJ ZLWKRXW EHFRPLQJ LV LPSRVVLEOH W LV OL
VRPHKRZ DEOH WR SHUFHLYH pWLPHY VLPXOWDQHRXVO\ LQ E
creating a true chronosopM? or, in metaphysical terms, a new type of musical compos#ion

generis

With regardto opus 65 th@ext question concerning the numbers falls into three

interdependent parts: firstly, the meaning and the significance of the number of pieces in the

10510 mathematics, ainrational numbeis a number that cannot be expressed as a ratio of integers, i.e. as a fraction.
Therefore, irrational numbers, when written as decimal numbers, do not terminate, nor do they repeat.

106 % ODYDWVN\ FODLPHG WKDW LQ KHU ZU EW4dcknh¥ of eutrEdsteth MARResG « FRPHV | L
DQG« PDQ\ D SDVVDJH LQ WKHVH ZRUNV KDV EHHQ ZULWWHQ E\ PH XQGHU
claim is urged, for no miracle is performed by such a dictation. . . . Space and distance do not baisggtibrand

if two persons are in perfect mutual psyahagnetic rapport, and of these two, one is a great Adept in Occult

Sciences, then thougtransference and dictation of whole pages, become as easy and as comprehensible at the

distance of ten thousdmniles as théransference of two words acroBs URRP«” ,Q +H O Higtddadetdm YD W V N\

to Isis Unveiled: A MasteKey to the Mysteries of Ancient and Modern Science and The(¢taggdena:

Theosophical University Press, 1998), 37.

107 TheSecret Doctringvol. 1, 65.
108 Chronosophy ishe interdisciplinary and normative study of time. The term (from Ancient Gobetnos
"time" andsophia "wisdom" was invented by Thomdalius Fraser and discussed in Thomd&dser,The Voices

of Time: A Cooperative Survey of Man's Views of Time as Expressed by the Sciences and H(naiméties
University of Massachusetts Prad€g81).
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cycle; secondlythe importance of the order dluéles in the prited editions; and finally, the
HVRWHULF WKHR V RBKTriadnOBdng|D M@ @dteRalization within the opus

cycle, one of the small musical worlds on the walisterium

TR DGGUHVV WKH ILUVW TXHVWLRQ LW LV XVHIXO WR ORTF
composed after op. 60e poéme du fe{i910)°° One can immediately notice the strict order
of alternation of the larger forms (sonatas) and the smaller piecesertiaskably consistent
starting with opus 60, which is also in sonata form. Further, the last five sonatas occupy the even
opus numbers: No. 6, op. 62, No. 7, op.Nd, 8, op. 66No. 9, op. 68 and No. 10, op. Aders
la flammeop.72 is in sonata formas well. The smaller pieces, the intermezzos between the
sonatas, take odd opus numbers. The majority of them are sets of two: Two Po&ans op.
(MasqueandEtranget¢, Two Preludes op. 67, Two Poems 69.and Two Preludes op. 71.
The only exceptions ithe diptych series are Poémecturne op. 61, Threétudes op. 65, and
Five Prelude®p. 74. Again, are these groupings unintentional othee carefully planned,4.,
LV WKLV \HW DQRWKHU FRLQFLGHQFH DYWRIXQ WH KIEFXNMMTZL WK
emerging fromWKH 1XPEHUV RI &UHDWLRQ RU DV LQ KLY pVSKHULFI
interpreted value o&? In my viewthis type of serendipity is not very likely for a composer who
XVHG WR VSHQG ORQJ KRXUV uHRednetHcaldivgta@sdndVKH IRUPV GL
HMSKLORVRSKLFDOY VFKHPHYVY DV ZHOO DV ZULWohRQsla@étrQJWK\ C

works!'® Another piece of the puzzleftise fact that starting with op@®, Scriabin refrained

109M. Montagu NathantHandbook to the Piano Works of A. Scrialfinondon: J. & W. Chester Ltd1922), 1416.

110Borisde SchRH]HU ZULWHYV WKDW 36FULDELQYY PHWDSK\VLFDO FRQYLFWLRQV\
drew them out, using ruler and compass, with great diligence and accuracy. He endeavored to represent in lines and
geometric figures the interrelations inéuitively perceived between the world and the individual, between God and
UHDOLW\ LQ DUW U HS$xtiabinRApistar@ GlystilisSBHQFH ~ |, Q
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from providing any verbgbrogrammatic descriptions to anf/his music, often merely referring

to them obliquely in the title dhe initial indication of the tempo or/and character. Once again,
6DEDQHHY LQIRUPV XV WKDW 3WKH ODWH ZRUNYmMBYyWe& FULDELQ
by theluminescence of thacte péalable’, which for Scriabin was the last terrestrial step to the
transformation of the universét 3, GRQIW XQGHUVWDQG KRZ RQH FDQ ZULYV
GD\W« 7KLV LV VR XQLQWHUHVW LH@J kbe¢omeslak@@One PDNHYV VHQV
indivisibleplan LQ WKH ZKROHQHVYV RI RXU FRQWHPSODWLRQ RI WK

composer to his friend in 191

,Q RUGHU WR pLQYHVWLJDW Acte pdaleldie® HIKQY § F UL\DIE @ ¥ RIS)
ORRNLQJ LQWR %ODYDWYV N\Y WheQxnrberTReeah provide-aw&EietyioN DW LR Q
clues to the symbolic meaning of number three. Couldaryof them have made sense to
Scriabin? It appears that at this point of investigation the questishremained unanswered,

MXVW DV WKH RQH DVNHG E\ 6rAry, CBaHdsQg$F FireHoldwinD Q FRQWHP ¢

possibilities must be listed, however.

111 Sabaneewospomimamiyal73.
112 Sabaneewospominaiya, 139 (my emphasis).

113 |ves wrote hisTheUnanswered Questioh Q MXVW D IHZ \HDUV &UleBriardB&n&EMJ LDELQV
(1976) writes thatite woodwindsrepresented "Fighting Answerersfid after a timérealize a futility and begin to

mock "The Question™ before finally disappeagr leaving "The Question" to be asked once more before "The
6LOHQFHVY DUH OHIW WR W K HdobardBerastein I XeUUB &hSveddrl QuaatisrG $ix Talkd at

Harvard (Cambridge, MA and Londordarvard University Pres4976), 26869.
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1XPEHU 7KUHH DQG 6FULDELQYYVY &RQFHSW RI 7KHXU.

Thenumberthree is the first of the odd numbers, as the triangle is the first of the geometrical

figures. This number is truly the number of mysteay excellencelt is on the occult properties

of the three equal lines or sides of the Triangle that the famowina®ciety of the

Trinosophistsvas founded!* In the First Fundamental PropositionTdfe Secret Doctrine

Blavatsky V W D W H VMéldpbydicalfok Absdlute) Triadk WKH 5RRW IURP ZKLFK SURI

P D Q L I H V\Mdfoved By Beness or Absolute, Absolute Abstract Space, and Absolute

Abstract Motion, also termed The Great Breath. FleCosmic tiad WKH ILUVW 3KLJKHVW

WKDW LV FDSDEOH RI XQGHUVWDQGLQJ" VLQFH fWikbeh $EVROXW

FRQFHSWLRQ D Q\G&«HLWDEHWR QG G U ThE RosRnic tWadedeEkts of

Cosmic Ideation, Cosmic Substance and Cosmic Energy (or Fohath are manifestations of

the two precosmic Ideation and Substance, and the "light of thgok"!'” TheHuman Triad
VRPHWLPHY FDOOHG LQ WKH WH[W pKLJKHUY RU pXSSHUTYT wU

Atma (the Higher Self or Spirif)Buddhi ¢he divine Souland Manastbe MindPrinciple, or the

human Soul)the fruition of thdatter assimilated by the firsttwb IWHU HYHU\ pWHUUHV W L

cycle 8 Among the further trinities is the one Ghaos +Theos +Kosmogsic]*!° where the

WKUHH DUH 3SWKH FRQWDLQPHQW RI 6SDFH” 3WKH SULPDU\ HF

114 TheSecret Doctringvol. 2, 575.

115TheSecret Doctringvol. 1, 15.

118 |pid., 15-16.

17 bid., 73-74.

18pid., 237.

1191bid., 342. In TheSecret Doctrine 3.RVPRV~ DOPRVWIBDOZIWR WKH 8QLYHUVH ZKLOH 3&R

refersto our solar system alone.

65



HIWHQVLRQ  3WKH WULSGCH &I 9IDW\O \W tDENDRERAGWV.Q DOO
consisting of Matter, Energy and Informatj@eems to be of the utmost importance from
6FULDELQYYV SRLQW RI YLHZ RQ FRVPRJHQHVLY DQG KLV SHU\
experience and creativity expressed in the mysterious-taglenf bringing into existence un

manifested, unrealized magic!lRXQG % ODYDWVN\V LGHDV RI WKH HYROX
self-conscious spirit reveals an unexpected resemblance to the process of creating a musical
composition according to Scriabiand thusallows us to lay the groundwork for defining his
MP\MIWRXVY FUHDWLYH SURFHVY DV WKHRVRSKLFDO FRVPRJH(
the evolution of the worldhe primary subjects of the Triad of Being, Inforrati Spirit, and

the Unconsciouare the only subjective realities. The Spirit, an esslunity in itself,

descending into Matteti{e material world) manifests itself in an innumerable array of

phenomena.7 KLV puP DWHULD O Lh¢i@fisddbdnegds thelcgntiiuous\source of

Information on the Unconscious, propels the creatorqoineposer) into the multitude of the

other worlds existing inhie spacgime continuum. i other words,% ODYDWVN\{V (QHUJ\ PLC
FRUUHVSRQG WR 6FULDELQYYV pZLOO WR OLYHY WKH FUHDWL
sonic chaos. To furtheubstantiate this idea it is necessary to proceetdit@econd question,

namelythe importance of the order diuéles inthe opuss5 cycle.

120|pid., 347.

211bid., vol. 2, 54270. In the teachings of Theosophy,P. Blavatskydescribaethe human being as consisting of
SeverPrinciples, divided into aligher Triadand aLower QuaternaryThese seven principles or seven parts of our
nature are the divine part, the spiritual part, the intellectual part, the passional part, the vital part, the astcal part, a
the physical part. The first three of these compriséijber Triad of Beingard they last forever, while the lower

four last just for one lifetime and are new in each lifetime that we have.
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To the Question of the Orderof Etudes in the Cycle

It is curious to note that in the letter to Sabaneev queddidr Scriabin talks about theugles in

fifths, ninths and sevenths, in thader. In the firsprinted edition published byidgenson the

order of the &des is different, however: the first one is in ninths, the second one is in sevenths,
andthel& W RQH LV LQ ILIWKV :KDW ZDV 6FULDEBhpRNcWeD WLR QD |
order? WasiWwWKH ORJLF RI1 Voikhé qytleRWhers iQe-secdrfdide, slower in tempo

and smaller in size, was to be surrounded by two larger ared fastes? Was it the demand of

KLV piRKPDY ZKHUH WKH dgigD@ th&firsY @ Otbeiab@és gdrQuiddthe

quiet flexible cent, the secondtéde?'?? OU FRXOG LW EH D FHUWDLQ puKLGGHQ
the sequence of numbers @jrseven and five, discussedrine SecreDoctrine which,

according to Sabaneev, Scriabin kept on this bedside table for nearly te?i¥jears

To summarize the Blavatskiameanings of numbers nine, seven, and five, one faces a
daunting task of wadg throud the entire text ofThe Secret Doctrinea staggeringly eclectic
compilation of Egyptian, Gnostic, Christian, Hebrew, Hindu and many other exotic scriptures
and teachings, stories and myths. Beloapsécis of the pertinenhformation, orthe result of
anordinary human to overconvehat Blavatsky termedV KH pZLOOLQJ LIQRUDQFHY E\

selfimmersion into exoteric and esdtetraditions of various kinds*

220 0DYDWVN\ ZURWHYD WMKHBWEKHVWHDQLQJ RI WKH VSKHUH ~ LW 3PXVW EH V
The field of vision or of KRXJKW LV OLNH D VSKHUH ZKRVH UDGLL SURFHHG IURP RQ|
RXW LQWR VSDFH RSHQLQJ XS ERXQGOHVV YLVWDV DOO DURXQG ,W LV V
centre is everywhere and circumference nowh&r « ~ The®ecret Doctringvol. |, 65.

123 Sabaneewospominaniyal39.

24The phraseuZLOOLQJ LIQRUDQFHY ZDV %ODYDWVN\YV DQVZHU WR WKH VFHSV
ancient and universal, it was so unknown until 1875. According to her, we, ordinary humans, have lost "real

spiritual insight” because we are too devotedhiys of sense" and have for too long been slaves "to the dead

letter of dogma and ritualism." In H.P. Blavatskje Key to Theosophgection IV.Originally publishedn 1889.
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Nine

SThe number nine or the triple ternary. It is the nuntbatreproducegtself incessantly under

all shapes and figures in every multiplication. It is the sign of every circumference, since its
value in degrees is equal toie., W R 125Nirie also represents the end of a cycle
completed, the final number after which the sequence of numbers reverts to zero. Or, to quote
WKH VRwetyEbBsmdgony began with a circle, a point, a triangle, and a cube, up to number
9, when it was synthe®d by the first line and a circlethe Pythagorean mystizecade the

sum of all, involving and expressing the mysteries of th&/énU H . R¥ ARe\ancient

Mayans speakf nine underworlds each ruled by GB8dThere are nine spheres and nine rings

of hell in Christian religiont?® For Hindus the nine is a number of Agni, or fire, a symbol of
spirituality}?® The square of nine forms the mandala, a ciotleighty-onesquares enclosing

the Universe. For HebrewS nine is the pure intelligence; for Egyptait represents The
Enneadthenine deities in Egyptian mytholody* There are nine gods and nine muses in the

ancientGreece'®?

See inthe Theosophical University Press electronic version at
http://blavatskyarchives.com/theosophypdfs/blavatsky the key to theosophy 1889.pdf

125TheSecret Doctringvol. 2, 580681.
126 TheSecret Doctringvol. 1, 339
127 |bid., 238.

128|pid., vol. 2, 2361.

29bid., 378.

130 |pjd., vol.1, 239 and vol. 2, 73.
Blpid., 31011.

1321pid., vol.2, 383
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Seven

The rumber seven bears a deep significance since the dawn of times as it points out the union of
the Deity with the Universe. It was considered sacred by nearly all ancient cultures of the East
DQG ODWHU RI WKH :HVW , Q . D E E D Odatéd theDNUrldVHe idredtddP H W K L
7 heavens above, 7 earthalow, 7 seas, 7 days, 7 rivéeic]. The Holy is the seventh of

D 3® The SeverPlanescorrespond to the sevematesof consciousness in maff. The

Egyptians$® had seven original and sevieigher gods; their dogma of metempsychosis or the
transmigration of sosltaught that there were seven stages of purification and progressive
perfection, the idea similar to the Buddhi€tloctrine of seven stages of progressive

devebpment of the disembaetil soul. The Persians worshppedtheseven sacred horses of

Mithra; for the Parseegt,wasseven angels opposed by seven demons, and seven celestial bodies
paralleled by seven lower regiot’$ The priests of many Oriental nations were subdivided into
seven degrees; seven steps led to the altar and tentipdes burnt candles in sevieranched
candlestick$®® The seven planetary spheres served as a model for state divisions and
organization. @ina was divided into seven provinces, antiPersia into seven satraptés.

There are seven sages in ancient Greece, seven free arts in the Christian Middle Ages, seven

1331bid., vol.1, 348.

34 bid., 199.

1351bid., vol. 2, 23.

136 |pid., vol.1, 35.

137 |bid., vol.2, 36 and 394.
138 pid., 36.

139 1pid., 35.
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pipes in the syrinx of the gopd fDWXUH 3DQ $SROORYV GYUEMerK@spec HYHQ V
of the universe is comprised gfven parts, which Blavatsky introducest@scturesvhen they

relate to the human aspects of life, @hdonologiesvhen applied to the more abstract ideas of
cosmology and humaevolution within it. Suffice to say, the seven is the most significant

number in the Secret Doctrine, as can be seen from simply looking through the titles and

subtitles of the chapters: Seven Cosmic Elements and Seven Races of M&rKiedSeven

Eternities'*2 The Fiery Whirlwind and the Primordial Sevéft The Septenary Element in the

Vedas!'** The Seven Souls of the Egyptologi&tsetc. Thus, this sevenfold structure is found in

all manifestations of the universe. Indisine DVSHFW WKLV pQXPEHU RI WKH (WH

the perfection of the Macrosm connected to the microcosm.
Five

ThenXPEHU ILYH H[SUHVVHV WKH LGHD RI WKH pSHUIHFW PDQFY
AXLQWHVVHQFH WKESY,QWMDVOV I IPELGLRHALDW SHFW LW LV D V\PI
Absolute, the Monad, or a part of the whole. As the symbol of the incarnated consciousness it

JRYHUQV WKH SURFHVV RI VSLULWXDOL]DWLRQ RI WKH FRVPF

WKH PDWHULDO UHSUHVHQWDWLRQ RI pDOO VLGHWdRI WKH ZFK

140 pid., 581.
1411bid., vol. 1, 12.
142 bid., 36.
1431bid., 106.

44 1bid., vol. 2, 605.
145 bid., 630.

148 |bid., 576.
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tier +t6 SLULW D W*AWFikdHis BlsdRasitiUoffife eternal and the spirit of life and love

terrestrial*® Thus, as the union of the even (femaleyl odd (male) numbers (2+3) it represents

the sacred cosmic marriage of heaven and earth. Other citations of five are fthend in

description of the pentagram, the i @RLQWHG VWDU V\PEROL]JLQJ WKH ILYH C
five-limbed, but rather #athinking, conscious0 $ 1 *°which in Blavatsky corresponds to the

Hindu ideas of Makara and Kumara (pentagon insiai as well as the Buddhisbncept of the

MILYH P\WVWLF ZRUGV RU YRZHOVY XWAmvdddndGergus fefetdnseBD DW pf
to many other religions and beliefs are the five commandments and five wounds of Jesus on the

cross of the Christian churéht the Five Ministers of Poseidaf the Peratae Gnosti¢¥ the

five principles in the man of the ancient Greékand the multiple occurrences of this number

LQ WKH uXQNQRZQY &Tké Kekrat BockDIDXy#F WheS\Wherive Elements,

or the fivefold conceptual scheme explaining a wide array of phenomena is the most prominent.

147 |bid., 576.

148 1bid., 579.

149bid., 576.

150 pid., 579 and vol.1, 1669.
151 1bid., vol.2, 580.

152 |pid., 577.

153 |pid., 57980.

1541bid., vol.1, 2734.
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To the Question of Microcosm of op. 65 and the Doctrine of Seven Races

If Scriabin had indeeq FRPSRVHGYT WKH FRVPRV LQ KLV RSXV DFFRUC
DV WKH PDWHULDOL]DWLRQ RI WKH RFFXOW -DRIDGGEQYIXV LQV
domains of existence, what kind of exist¢éthc RU D puVPDOO X gblrépkebe®Ht] FDQ RS X\
appears that in these thrdades thone ZRUOG LV FUHDWHG ZLiM&epidesi fFRVPL
in the cycle). The numbersne severandfive DUH UHVSHFWLYHO\ WKH pWULSOI
SUHFHGLQJ F\FOH WKH p(WeétlibQd e madpShoHhé Vhic® Jantl théd FRQ Q

OLFURFRVP RI D pFRQVFLRXVY PDQ PDQLIHVWLQJ KLV FUHDWL

depicted in a descending sequence of the odd numbers as such:

EXAMPLE 13 Seaience of odd numbers in the ofifscyde.

9 7 5 3 1
15t Etude 2" Etude 39 Etude Total number | One complete
in in in of pieces in the cycle
gths 7ths 5ths opus Opus65

2QFH DJDLQ %ODYDWVN\YV 6HFUHW 'RFWU di@nd¢ theQeMerU PV XV W
numbers ar¢errestrial **° Yet, as the odd and the even are the integral part of the complete
order of numbers, the existence of either of them is impossible in the absence of the other. The

idea of the nion of terrestrial and divine o, Q 6 FKORH]HUYV ZRUGWinfiyRl KXPDQL\

1551bid., vol. 2, 574 (ny emphasis)
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DQG WKH UHWXUQ W RSNACH/ ZHRAERG RH R QB QHVINYDWVN\ITV QRW
5DFHVY )RU 6FULDELQ LW ZDV LQWULQVLFDOO\ FRQQHFWHG z
FUHDWLRQY DV D P\VWLFDO H[S$ Hid pitiQ FhinkinglEngtheseikgs, VLV R
we can interpret fus 65 as one of the evolutionary cosmic cyclesarhtbtory of humanitya

small universe emerging out of tidaos(the aftermath of the collapse of the previous cycle,

WKH pHQGYT Vneic&IPhy]ihé), @troducing thEheos(seven) that manifests itself

intoCosmos ILYH LQ WKH FRPSRVHUTV pPpORJLFDOY FKDLQ RI HYHQ
WR KLP 3<RX PD\ QRW DFFHSW WKH GRFWULQHMRIt6HYHQ 30D
serves as a convenient framework for classifying natural phenomena and for creating the order

RXW RI WKH FKDRVY'RI IDFWXDO GDWD ~

7KLV W\SH RI GLUHFW DSSOLFDWLRQ RI %ODYDWVN\TV Wk
Scriabin, rather novel to N American Scriabin scholarship® has been recently developed by
a prominent Russian Scriabin schokndrei Bandura®™® ,Q KLV DUWLFOH 37DOH RI 6H
(YROXWLRQ RI D ODQ LQ WKH OXVLFDO DQG /LWHUDU\ /HIDF\ [
IDVFLQDWLQJ WKHRU\ RI FRUUHVSRQGHQFH RI WKH 6HYHQ 6W

5DFHV ZLWK 6 F Udanémp@sftignsdrDa\siviatd foin. During his work as the theory

156 SchloezerScriabin 67.
157 pid.

158 An outstanding dissertation b§ Q QD *DZER\ GHOH[PWLDELQTV Bk iraxeldddedtion. % O X H’
argues that the seven slow colour stages ituttecorrespond to Blavatsky's sevstage conception of human
evolution.

159 Andrei Ivanovich Bandura is the author of over seventy articles and four books on Scriabin. Very few of them

have been translated into English so far. His artf€kde of Seven Races: Evolution of a Man in the Musical and

Literary Legacy of A. N. Scrial® Delfis Journa) no.3 (1997):3Yy FDQ EH DFFHVVHG RQ OLQH LQ 5X
;Zg"mjzZ 3KdZazZgb_ hWKhfax pblyzZe_eh\_dzZ \-febdujddenghf gZzke_"bb : G

Kdjy[bg2 ‘evnb«k -42 at http://www.delphisru/journalarticle/'skazanieo-semirasakh

For further titles refer to the Bibliography
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consultant at the Scriabin Memorial Museum in Moscow in the late 1980s, Bandura was able to
GHFLSKHU 6FULDELQYY ZULWLQJVY SLFWXUHV GLDJUDPV DQ(
Notebooksreserved at the museum; only two of them were published by Schloezer in 1923

(1987 n English). Banduraalsohadd LUHFW DFFHVV WR 6FUThB&dc@tfV SHUVRQ
Doctrine,which, according to him, has 5handwritten noteby the composer in bofRussian

and French. Finally, he discovered another source of Scriabin sketches, eigittammepage

manuscripts (N26 098 No. 1118) dedicated to the evolution of the races. After careful
VWXG\LQJ RI WKHVH GRFXPHQWYV KHhé&AR® FealabebeGanw i® W 6 FULL
MXQLOHIWBRIUDPPHY WR DOO ZRU NatetP@omeREQSAMDdNBtoP FRPSR V|
him, every one of those pieces reflects either the principles of creation or the most important
PRPHQWYV LQ %ODY D&RIN Rhteskak MawiduaNy Belen and interpreted by the

composer himself. Below is a brief summary of BafldyfrV DVVRFLDWLRQV

7$%/( %ODYDWVN\YV 5RRW 5DFHVY DVVRFUPWHG ZLWK 6FULD

15t Race Poémenocturneop. 6162

Polarian, as it existed around the North pol¢ *Reference to the nine fragmentsTihe
Secret Doctrineinderlined and commented
This was a Race of astral entities with on by Scriabin.

translucent or ethereal bodies, ovoid, yet
somewhat fluid in form. Thegropagated by | *Reference to the character of the piece in
fusion. Notebooks A (p. 16, 21), B (p. 71, 75) and
ON26 098 No. 14 (p.2).

160 The description of the Races (Nn&DUW R % D Q G X U D fpWthb dstlp& B WK H BXABDU\ RI 3&\FC
Rl 7LPH DQG WKH +LVWHRB,SORV0I5H Bfféred byAPkbl/ Asianadat can be accessed at
http://institutespiritualsciences.org/blog_ss/root racestwo.php

B1 7KLV LV DQ PRGGY RSXV QXPEHU ZUyliMewgrete as@ sondtesHesightibolv FDQ EH ORR
somewhat falls out of the Bandypaoposed scheme.
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*Multiple indications in the score similar to

WKH ZRUGLQJ LQ 6FULDEL
aboveNotebooks, such asomme une ombre
mouvante, avec une volupté dormante, con
en un réveetc.

2" Race
HyperboreanRU pJROGHQ \HOO

Their watery bodies assumed remarkably
diverse monstrous shapes as they
experimented with existence in the physica
world. They reproduced by gemmation, or
budding as they liveoh a tropical climate.
They had no sel€onscious minds and were
guided by piritual instinct.

Sonata No. 6 op. 62

*Reference to the six fragmentsTine Secret
Doctrineunderlined and commented on by
Scriabin.

*Reference to the character of the piece in
Notebooks C (p. 17, 21, 22) and E (p. 3).

*Indicated correspondence between the tw
above reference with the dark and mysterig
character of the music emphasized bgdore
indications such as sudden interruptions of
slowerpianosectionsle réve prend forme,
appel mystériusby fasterforte episodes
(OYHSRXYDQH VXUJLW HII

(J 3,WITV QRW WKH GHDW
but the arousing desiresthe future monsters
Rl SDVVLRQ« ™ & S

39 Race

Lemurian R U 9 E O BDOANYH G DLFH

They were gianapelike creatures with the
eyes at the back of their head&hefirst three
subraces of the Lemurians reproduced by
laying eggs, but the fourth suhce, later
beginning reproducing like modern humans
TheLemuriangpossessed exceptional psyct
powersthat were put to everyday use. Their
self-conscious minds began to awaken as t
physical forms had become sufficiently
developed to express the latent mental
powers. This important event is referred to
WKH pLQFDU®DWD R D S&XIWW
MV RQight.

Op. 64
Sonata No. 7

*Reference to the fifteen fragmentsTihe
Secret Doctrinainderlined and commented
on by Scriabin.

*Reference to the character of the piece in
Notebooks B (p. 68, 82), C (p.5), and\26
098 Nos. 13 and 15.

*Interpretation of this grandiose sonata as t
historical development of the giants of the
third race.

,PSRUWDQFH IRU 6FULDEL
Mysterium VLQFH 3WKH ILUH R
DQG WKH 6RQV RI /LIJKW D
3L UV W coeristias Brijoyment of creatig
OLJKWV XS D PDQ" &
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Correlation of the Scriabin texts in the
Notebooks with the kscore indications.

4" Race

Atlantean(a name derived from Plato's lost
continent of Atlantispr bronzeskin race.

Atlanteangproduced one of the most brillian
civilizations of a purely material character
that this globe has seen. On the whole, the
were unspiritual, with strong material
instincts. Many of them worshipped the dar|
and evil powers of nature, and misused the
innake psychic powers for selfish ends
practices which were opposed by the wiser
among themThe majority of thenperished
(submerged) due to earthquakes.

Op. 66
Sonata No. 8

*Reference to the nine fragmentsTihe
Secret Doctrinaunderlined and commented
on by Scriabin.

*Reference to the character of the piece in
Notebook C (p. 33, 36) and 26 098 No.
12.

*Enigmatically contemplative images of thig
Sonata reveal the features of tHeRace
ZKHUH LQ 6FULDELQYV ZRK
lead to theel, tosef GHVWUXFWLR
process of development of this race ends ir
the creation of the humankind as we know
WRGD\ 3«WKH I|ILQdvareddsd V
and the utter oblivion of the past

SHUVRQLILFDWLRQV"™ &

5" Race
Aryanor, our current race.

It emerged from théhe Atlanteans who
escaped the deluge. The psychic powers o
the people are nearly depleted since they a
comfortable living in the physical realm of
existence.

As with previous Root Races, the Fifth Rac
will decline, too. Two indications for such &
decline are the lack of psychic powers and
lack of respect fothehuman self.

Op. 68
Sonata No. 9

*Reference to the character of the piece in
Notebook C (p. 44, 45, 47).

*The darkest and the most denof all
6FULDELQYYVY FUHDWLRQV
world contemporary to the composer. As tl
representative if the5Race, Scriabin
identifies his personal mission: to overcomé
the material through imprinting in it the
divine idea: the goal of ehspiritual
awakening through art, rhythm, and dance.

6" Race

Presumably will appear in the ®8enturyin
North Americawhere a new continent will
arise in the Pacific Ocean that will be the
future home of the sixth root race, or the

HMVSLULWXDOY UDFH

Op. 70
Sonata No. 10

*Reference to the character of the piece in
Notebooks B (p.99) and C (p. 55, 56, 57).
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*In this luminous, bright sonata the images
WKH IRUHVW OLJKW DQG
vision of the beings of thé"®Race. The
polarity of the maldemale is finally
vanquished as the vibrant trills portray a
blazing vision of the new light.

Evocation of the insects are also interprete
manifestations of human emotions (C:55).

7" Race Op. 72

Vers la famme
It will arise from te seventh subrace of the
sixth root race and will inhabit a new South| *Reference to one fragmentihe Secret
American continent esoterically called Doctrineunderlined and commented on by
Pushkara Scriabin.

According to Blavatsky the Seventh Root | *Reference to the character of the piece in
Race marks the end of the evolution of hun Notebook C (p. 64, 67, 68, 74).
consciousness on Earth before humanity
migrates tdMlercury to continue its evolution *Radiant ecstasy of op2 reveals the result ¢
WKH (DUW K TtheH'YRR@ XomIniRtq
thefiery transformationlts ultimate goal is
HI XV ko) WR WKH LPSHUYV
(C: 68). The events of the seventh day lea
WKH pVDFUHG P\VWHU\ RI
IP\WWVWHU\ RI FRQFHSWLRQ
(C: 64).

6XFK LV %DQGXUDTVY LQWHUSUHWDWLRQ RI 6FULDELQTV Y
implemented in the form afonemovement sonata starting with opus'®2As it is, the history
of the races is associated with the history of an individual consciousness, One Man, the Initiated

Observer consistently reincarnated in each race and becoming Scriabin himselfiRtoe5

120DQGXUDTV UDWDSGNE®BARULWEDVHG RQ WKH LPSRUWDQFH RI VRQDWD
life. He provides a quotation from Sabanedl KR FDOOHG 6FULDELQYfYVY ODVW VHYHQ ZRUNV LC
P\ WVWHULHYV IUDJPHQWYV RIfWKWMahldE Q plB k@sH e thes®larger evembered

opuses aftePrometheusZLWK VHYHQ VWDJHV Rl %ODYDWVN\{V DQ@whkdoetd SRIHQHVLV ?
opusesz*with the state of the universe and human consciousness between these transfoibestiind.Q G KaleD 3

Rl 6HYHQ 5DF B2
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Schloezer writes that Scriabin mididve thought that he was a Mahatma himsslhe

[Scriabin]found

vindication for his own mission in the lives of the consecrated votaries, missionasigseabr

powers sent to earth to reveal the secret truth in its various aspectsdendficof humanity.

He regarded himself as a member of this select fraternity of messengerdJvfique and as a

custodian and restorer of ancient wisdom. During the last years of his life he even thought of
assuming a formal title in that fraterntil QRZQ LQ WKH P\VWLFDO ORUH DV WKH
whose existence he earnestly believed and which, he was sure, secretly awaited hi¥¢oming.

6FULDELQTVZREYWBQGRQILUPDWLRQ LQ KLV 7KLUG & 1RWI
given as anood a principaltoneof ourmanvantaraexperienced by the Absolute

& R Q V F L R®R\Referking to the topic of thBeven Races, Schloezerites that

In the winter of 19071908, he formalized the content and the subject dffgigterium>«@ DV DQ
evoluWLRQDU\ SVI\FKRORJ\ RI WKH KXPDQ UDFHV 7KLV SKDVH RI
owed most to theosophy, which supplied him with the necessary formulas and schemes,

particularly in the notion of Seven Races, which incarnated in space and tignedia descent

of psyche intanatters®

Returning toopus 65, Bandura, who noticed the peculiar ordertefradtion of odd and
even opus numberR Q 6 F U L D marksfidarl@tivdmitid years prior to my personal discovery,
suggests that the odd opus numbers could illustrate a broad spectrum of phenomena: from the
process of r@rientation of consciousness of the mystic into different layers of time to the
glances from teastrial history into the history of others universes developing in parallel

realities!®®

163 SchloezerArtist and Mystiq1987), 218.
BIAXRWHG LQ PADOOHGRUBPHYHQ 5DFHV’
165 SchloezerArtist and Mystic 67-68.

%6 % DQGXDDH3RI 6HYHQ 5DFHV
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6WUDQJHO\ HQRXJK WKH GDWD RQ WKH HVRWHULF QXPE]I
RSXV DQRG SUHVHQWHG HDUOLHU LQ P\ GLVEXMBELARQ FRQILU
the pieces in the cycle még seen as an implementatonPLQLDW XUH RI 6 FULDELQTYV
FRVPRIJHQHVLY WKH WULQLW\ RI DOO FRVPLF FUHDWLRQV R!
process of musical composition defined as Infation, Spirit, and Unconscious, or the Triad of
Being. Another trinity of ChaosTheost.RVPRV SRLQWYV WRZDUG 6FULDELQYV
theosophical anthropogenesis and places the opus 65 in between the Lemurian and Atlantean
UDFHV 7KH p@sloYnin@ H&ved aRdHiik, thus, portray the end of thade (first
étude), followed by the mdfestation of Absolute (secondugle) intothe microcosm of a man
(third eW X GH DV ZH NQRZ KLP WRGD\ DQG ZKR DFFRUGLQJ WR

existence in the® or Atlantean Race.

Such are theossibilities of the impossihler the theosophical constructs seen as
illuminating the compositional process of a daring Rusgeamuswho believed that music ot
change the world Yetthesepossibilities are simply potentials with no guaraatag they are
seeking to explain the work of art, undoubtedly, one of the most mysterious and obscure gifts of
humanity. As Adorno eloquently puts in his Aesthetic Theory3$UW Z R U Nttiegptin{: OLNH
they seem to promise meaning through the logic of their form, but it is a meaning which remains
concealed. In this way construction and expression converge, paradoxically, in their

HIWUHBHV -

187 Theodor W. AdornoAesthetic Theoryedited and translated iRobert Hullotkentor (London andNew York:
Bloomsbury Academic, 2013), 164.
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CHAPTER THREE

Vers le Contrepoint de Lumiére

3 Oa \des illusions touchantes qui sontpes UH GHV UpD &L WpV VXE
Victor Hugo

37KH ZKROH ZRUOG LV LQXQGDW H éwvidte WeKcom poslerarChié idrivate | P\ E H
notebook in 190%%° Indeed, the ripple effect of a single completed wBrgmetheusp. 60

and the ideas for the newveritten Mysterium has produced a great number of fascinating
DFDGHPLF DQG SRSXODU Z urthéating,Joftei@esdalled ByBdsQesi, Rk O R

uF RO R KHH @dtierd ggQuceor clavier alumiéres (keyboard with lights) The early

sources of Sabaneev and Myers will be discussed later in the chapter as they had been the
foundation of all subsequent biographical and historiographical writings on the topic since

1915179 Since the early ninell V 6 F U L D Brth€afiivg el eBn a subject for discussion

amongst international scholars undertake.égnardo/The International Society for the Arts,

Sciences and Technology (Leonardo/ISASN tonsiderable amount of research has been

presented bjRussian musicologists, most of it remaining untranslated into English with the

B9LFWRU +XJR 3/HV 5D\R @ VictbMHuga,Deugressconkpietdgirvensa, FranceArvensa
editions, 2013), 1422.

169 Quoted in BowersScriabin(1996),101.
W5RVD 1HZPDUFKYV DUWLFOH 313URPHW K HXeWMusiZaKFimess hhe. 883 (Je14)H~ SXEOLYV

227- LV QRW RQ WKH OLVW R IRQKW KUs V X DR NErDODE HGH B YW DUWLFC
of 1912,
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exception of the writings dhetwo foremost Russian specialists on the subjeng

Vanechkina and Bulat Gadv!’!

In North America, frequentriters on the subject are Kenneth Peacock (1985=aath Berman
(1999). A relatively recent publication &hna M. Gawboy and Justifownsendncludes a real

time visual analysis of therometheugperformed by the Yale Symphony Orchestra in 285%0.

The VWXG\ RI LPSOLFLW FRUUHVSRQ G HW® WVith thelh&mRahicRdite@ TV VFKE
Rl KLV ODWH SLDQR ZRUNV DQ XQH[SORUHG WHUULWRU\ LQ WK
this chapter usingpus 65as an exampleln orderto graspti PHDQLQJ RI 6 FULDELQYV FRI

procedures in the context of Russian culture of his time, my chapter will discdeBdwng:

1) 6FULDELQYYV pVI\QWKHWLFY 6\QHVWKHVLD LQ WKH FRQWHI[W
2) The primary sources of literatuoa the subject.

3) Scriabin and Theosophical interpretations of aplsound correspondence.

4) Thelaw of polarity 'H U Q RuabDnfodaltyDQG 6FULDELQ ivhdafn@§ @ biSLW FROR

opus 65.

6 LQFH 6FUL D-Bdafnfj Wa& Ba€eR dhikey or/and tonalitig essatial to note that
these threetédes fist published by Jurgenson in 1912 did indicate, apparently with the
FRPSRVHUTY EOHVVLQJ WKH NH\V RI WKH SLHFHV % IODW

studies, respectively. Below is the title pagehef original publication:

1 For the full list of works (in English) blyina Vanechkina and Bulat Galeaefer to the officiaLeonardosite at
http://www.leonardo.info/isast/leobib275.html

2 HQQHWK 3HDFRFN 36\QHVWKHWLF 3HUFHSW IMu§)c PSogpgtjdn Q6 HU 6 FULDELQ
Interdisciplinary Journal, no. 4 (1985): 48305; Greta Berman, "Synesthesia and the Altednardo32, no. 1

(1999): 1522; Anna M. Gawboy and Justmf RZQVHEFGE LD ELQ DQG WKG BRWNaLIEr@hE "~ L Q

Society of Music Theod8, No. 2 (June 2012). Available at

http://mtosmt.org/issues/mto.12.18.2/mto. B22lgawboy_townsend.html
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PLATE 1: Title page of op. 65 Jurgenson edition (1912).

. ScriarNe

-c-h*

o @ a— - of) ——

TROIS ETUDES
pour Piano
1.B. 2. Cis. 3. G.

op. 65.

Propriété de l'éditeur

P. Jurgenson a Toscou.

Petrograde, J. Jurgenson. Varsovie & Kiew, L. ldzikowski.
Hols Agente for the Hritsb Emplre
J.& W. Chaster, Londan & Brighton.

Prix 4+ Rb
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6FULDELQYYV M6\QWKHWLFY 6\QHVWKHVLD LQ WKH &RQWH[W

Throughout my research on theébgct | came to a rather surpng and stark realization of the
immenseRussianness R1 WKLV -RBEMWVIRX@R GLQJIJYY FRPSRVHUhRI WKH HDL
century. Accordingto LFKDUG 7DUXVNLQ DQG -DPHV %DNHU 6FULDEL(
RI DOO S LQWHUGLVFLBHYHIDERPGEY HYWWZ KWHGQRXQEHOWKH
content of his creationsstead,DV 3D PDVWHU RI WKH FUDIWh&! PXVLFDO FF
SFRQVFLRXVO\ PRGLILHG KLV VW\OH VR DV WR HQDEOH KLV P.
religiousDQ G SKLORVRSKLF D & B is poir¥, |@dddDWiGhidts Taruskin and

Baker, if only to emphasiaghat may be calledVKH HQLJPD RI 6 FULDELQYV 5XVVLI
(zagadochnaya russkaya dush@his type of mentalitycan be understood as the dhatstrives

for all or nothing, that lacks moderation in any endeavour it undestake strongly upholdbe

idea of Russian Messianism, the s&trole of Russia to save the world. After all, adeay to

Scriabin, his personal gbkle magnetism and omnipotence in additiomi® musicwvould

galvanize the whole of humanity to join him in the final mystery eitetatic transcendence to a

higher plane of existence

As noted and discussed in many writings on Scriabin, this typeroéption of music as
artform had stood in direct correlation with the important artistic and philosophical tendencies

of the time!’® The ideas ofiseedinstvo(total unity) of Russian religious philosopher Viadimir

IW5LFKDUG 7DUXVNLQ 36FULDELQ DQG W K HDéfiXigg-Rudsid Ps@ally HistodcdlH Q QLD O (
and Hermeneutical EssayBrinceton: Princeton University Press, 1997), 313.

174 Baker,Scriabin 270.
5 Richard TaruskinThe Oxford History of Western Musiml. 4 (Oxford: Oxford University Press, 2010), 203.

"$PRQJ WKH PRVW FRPSUHKHQVLYH DFFRXQWY DUH ODOFROP ¥ %URZQ 3
NinetiethCentury Music3, no. 1 (1979)42- 6LPRQ ORUULVRQ 326FULDBEDb@n@D@PBeWKH ,PSRVV
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Solovyov (18534.900) certainly resonate ZLWK 9DFKHVODY ,BERYDPRVWOFHS\
ZRUG WKDW KDG UHFHLYHG PXOWLSOH WUDQVODWMRQV VXFK
HFRP P XQ Cs®tt Metturn of the centuBplovyov defined artistic beauty as the
SWUDQVILIXUDWLRQ RI PDWHU L &f €onve KtheR Kighaheikbited PERGLP H Q'
principle 7" The concept of the role of the poet who would liberate humanity through the

mystery of music, colar, dancescents etc., i.e., through the experience of true synesthesia,

proposed by Ivanov (1868945), one of the major poets and theoreticians of the Russian
6\PEROLVP PRYHPHQW UHVRQDWHG ZLWK 6FULDELQ DV ZHOO
respecfor and considerable praise bestowggbn KLV IULH Q@ P PAWULFHDWLYLW)\ RI
future will arise from the spirit of music and flow into her &lIP E U D F L Q J+&rBt&/ IRaAoV

in his collection of essayR®o ZvezdanfAbove the Stars), presented to Senaduring their

meeting in St Petersburg in 19968. $QRWKHU LQIOXHQWLDO ILJXUH RI 6FULD
was Prince Sergei Nikolaevich Trubetskoy, whitiacomposer met around 1888, Prince

Trubetskoy (18621.905), credited with introducing Scrialdo the German idealistic

philosophies of Schopenhauer, Nietzsche, Fichte and Kant, was professor of Philosophy at

American Musicological SocieBl, no.2 (Summer 1998): 28330; and James We&ussian Symbolism: a Study
of Vyacheslav Ivanov and the Russian Symbolist Aesthetidon: Methuen, 1970

""&LWHG LQ %URZQ 36NULDELQ DQG 5XVVLDQ pHO\WWWLFY 6\PEROLVP ~
7 YDQRY LV PHQW LR @ddaminanigdOD1Q-3199] 247, 293,333, 348, 365-66.

1lvanov,Po Zvezdam 6 W 3HUHVEXUJ U {GIIWLIEE The BovkRs @vailable on line (In Russian) at
http://imwerden.de/pdf/ivanov_po_zvezdam_1909.pdf

&LWHG LQ %URZQ 26NULDELQ DQG 5XVVLDQ p0etivigs WihfvaoR 8B OLV P ~ 2Q
ORUULVR@EWBEWQG WKH ;:®SRVVLEOH ~

80 'Q KLV GLVFXVVLRQ RI 6FULDELQYVY SKLORVRSKLFDO FUHDWLYH TXHVW !
EHQW >«@ JDLQHG GLUHFWLRQ DQG V\KMMIRDWR F LHQQFIRXW R FNVRHFQ /G DY GV
orbit of the Prince Trubetskoy. In Brown, (1979)-43
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Moscow UniversiiyZ KR DWWHPSWHG WR SUHFRQFLOH WKH REMHFWLY

LGHDOLVP RI 90D&LPLU 6RORY\RY ~

These philosoplbal views fuelled tremendous activity in poetry, arts, theatre and music,
duringthe period known today as the Russian Silver ARgrdbryany Velca. 18981917).
Engrossed in the irrational, mythical and mystical aspects of creation and being, Russian
Symbolists embraced the spiritual side of the Wesigre qua noras well as the multiplicity of
inspirations of their French and Belgian counterparts. fifstedecade of the twentieth century
in Russia witnessed the blossoming of lavish literary and art periodicals. Among them, the
illustriousWorld of Art(Mir Iskusstva, 18991.904),The Golden Fleec&olotoe Runo, 190&
1909), andApollo (Apollon, 19094917)'¥2were providing the New Theory of Symbolist Art to
the Russian avaigarde intelligentsia alongside Western publications sudheasure de
France La Plume andLa Revue Belgand many other¥? Following the new poetic principles
of French Symbolisnemphasizing the musical nature of the language, Russian poets of an early
Silver Age reinterpreted many of the main postulates of their Western counterparts. Thus,
6WpSKDQH 0pDre auigue pgetiquB QG 3DXO 9DOpU\TV FRQFHSW RI SXLU
WKH puSRHWU\ DV WKH SULPDU\ DLP RI SRHWU\Y LQ ZULWLQJV
Symbolism, a poet, a writer, a scholar and an editor of another important symbolist magazine

Vesy(The Scales, or The Libra), Valery Bryus$¢.Largely influenced byhe mystical

181 |pid., 43.

182 See a recent study by a Canadian scholar al@inuchvaha (PhD, 201@niversity of Alberta published agwrt
Periodical Culture in Latémperial Russia (1898917): Print Modernism in TransitiofBoston, MA: Brill (2015).

8 'DQLHO /DTXD DQG &KULVWRSKH 9HUEUXJJHQYVY DUWLFOH 3% H\RQG WKH
between the Region and the Republic of LettérsComparativeCritical Studiesl0, no. 2 (July 2013): 2458,

provides ahorough account on the subject. Access to the article is available at
http://www.euppublishing.com/doi/full/10.336642013.0090

184 Brown, (1979): 46.
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idealistic teachings of Solovyov, Russian Symbolist poetry became a means of irrational,
WKHXUJLF FUHDWLYH SURFHVYV DLPLQJ WR WUDQWY}RUP DQG W
Another seminal figure of the moventgWyacheslav Ivangyreached thebandoment of
7TKpRSKLOH *D XadpouI'avinRaRay bf Breativity asancilla theologiaeexpressed

through the true synthesis of alf8.

An unprecedented number of brilliant works in literature, art and theatre created by the
Russians at thien de sieccletGHPRQVWUDWHG WKH PXOWLSOLFLW\ RI WKH °
VIQWKHWLF W\SHV RI VHQVLWLYLWAcertdh® RTW H Q V8 6V IGIHEMFQNL\E 15 ¢
thefamous Russian neuropsychologist Alexander Lif¥iaollowingin the footsteps of the
LHPXVLFDO O/FRO BIWhREpLp\de dégl897) and Verla QH TV 3'H O AvaiX VLT X H
touWH FKRVH ~ 6 FULDELQYV FRQWHPSRUDULHV P&haRRl WKHP |
The Red SounahdThe Chords - XU JLV % D O W {3Gidzh\Wartoyrad. The Kissing
WordsandWhite Architect. Mystery of Four Lanter(isonstantin Balmont, 1909 and 1914).
.Y D Q Rr¥rfMcency 3URJUDFKQRVWY  Urbi et OvbidTioktNeRCityand the

World, 1903) All Melodies(1908) andlhe Fiery Ange(1908),AndrejBely] § Yhe Northern

B ywU\XVRYESLULFDO UHDOLDV Y ZIHURHWKN S$APRDUWEGkiTaR@leRigked Bo 3 W K H
createimagesand the images are designed to point beyond themselvesdivitieemysteries. 6 HRbhald F.
Thiemann,The Humble Sublime: Secularity and the Politics of Béliehdon andNew York: |.B. Tauris, 2014),

50.

186 See Vyacheslav Ivanov, Rodnoe i Vselenskoe (Moskva: Respublika, 1994). Available on line (in Russian) at
http://teatrlib.ru/Library/lvanov_vyacheslav/Rodnoe_i_vselenskoe/

187 Alexander Romanovichuria, The Mind of a Mnemonist: A Little Book About A Vast Mertideg York,
London:Harvard University Press, 1978), 24.

B ywDOWUXADLWLY LV PHOWMMasess LQ 6DEDQHHY TV %DOWUXaDLWL)
1944) was a Lithuaniaborn poet, a diplomat, a translator who knew 15 foreign languages, and one of /&R D  V

foremost experts in iconology. Bryusov, Ivanov, Chekov, Stanislavsky, Vrubel and Pasternak iwtrgral part

of his artistic and intellectual circle.
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SymphonySevernaya Simfoniya, 1902 Gold in Azurg(Zoloto v lazuri, 1904). Those are but

a few of the worksepresenting the glorious times of Russian poetic Silver Age which, for many
SRHWU\ ORYHUV LQFOXGLQJ P\VHOI F ) 8dxamQddy Blod G88GQ ZRUNYV
1921 MDUNHGO\ PRUH WKDQ D GHFDGH DIWHU WKH pRIILFLDC
of the synesthetic idesavere still in the air. André@gelyj fV YDULDWLRQV RQ WKH WKHF
5L P E D Xdy€dl&51871),Glossoldia. The Poem about Soui@922), had preserdea

philosophical, poetic and esoteric reenactment of the creation of cosmos through the expansion

of the boundaries of language, genres and artistic convehtioBsY LS 0ODQGHOVWDP TV
Conversation about Dante MR UFKHYV Whé DWirne@drfiehrotigh the reflections

on the nature of poetdy?MarinD 7V Y HW D H¥3a1)Vamous dedication to Blok that

played with the sound of his surnafi&the colarful language of one of the greatest writers of

189 This work is a unique prose poem, representative of an attempt to combine prosenpestryand painting.
See in Irina Papern@reating Life:The Aesthetic Utopia of Russian Modern{@tanford University Press, 1994),
99-102.

1901 Blok's poetrythecolour element was essential. Blue or violet was the colour of frustration, yethoay

colour of street lantass, windows and sunsetsvasthe colour of treason and triviality. Black hinted at something

terrible, dangerous but potentially capable of esoteric revelattmRussian words for yellow and black are spelled

by the poet wi a long O instead of YO [E], in order to underline "a hole inside the word'exéellent book on A.

Blok was written bya British scholar and translator of Russian LiteratAseil Pyman(b.1930, (akaDr. Avril

Sokolov),The Life of Aleksandr Blokthe Release of Harmony, 190821 (Oxford: Oxford University Pres,1979).

Dr. Pyman is also the author of the ficstmprehensive history of Russian Symbolism written in EnghigHistory

of Russian Symbolis(@ambridgeCambridge Univesity Press, DQG D ERRN RQ 6FULDELQTV FRQW
one ofhis closest friends, Father Pavel Florenskyavel Florensky: A Quiet GeniuShe Tragic and Extraordinary

/ILIH RI 5XVVLDTV 8 QNe@ Rtk Blddnshu@yFAcademic, 2010).

1%1SeeAndrej Belyj, GlossalaligGlossolalia: Poem Uberah Laut/A Poem about Soyrtcans. Thomas R. Beyer Jr.
(Dornach: Pforte Verlag, 2004).

192 0sip MandelstanmGelected Poemsrans. Clarence Brown and W.S. Menvitefv York, NY: Macmillan
Publishing, 1974).

193 This poem,Bfyl\h _2 ilbp2 jmd1910), one of my personal fawites, deserves a citing of at least one
stanza, as its synesthetic allusions are quite remarkable even in English translation:

Bfyl\h_2 ilbpAjmd_ Your name is & bird in my hand,
Bfyl\h 2 evr*bggZzZaud a piece of ice on the tongue.
Hgh "bgkl\_gdb_ _gym]| Thelips fguickopening
Bfyl\h_2 iylv[md\ Your name five letters.
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the twentieth century andsal+describedsynesthete Viadimir Nabokov(18991977), this list of
WKH 5XVVLDQ ZULWHUV ZKR FDUULHGr&#@nkBidbDELQYV IDVFLQ
amalgamation of creative expression is not even remotely comprehensive due to an exceptional
abundance of the creatiweorks that emerged after the year 1915. An extraordinary and
somewhat inexplicable asgeof Russian cultural histomaises the question of haamnation

capable of producing so many brilliant minds was and has been equally gifkedpersistent
ostradzing andor the deliberate annihilating of its own intellectual treasure. The destinies of
many Russian men of letters, artistsd musiciansvho survived the Bol#vik Revolution of
1917were subject to amherently Russian peculiarity: the absolub&gruence of being on

either end of one stick; i.e. an inevitability of two outcomtestragic death or a permanent
departure from the mysterious Motherlafl Among those who left Russia in 1921 wasssily

Kandinsky, an artist integr#éb this discussin ashis primary goaivas to convey multiple cross

Fygbd ihcfZgguc gZ e_Im A ball caughtin flight,
K_j_[iyguc [m[_g_p \h jIm a silver bell in my mouth.

See Marina Tsvetaev8glected Poemsans. llya Kaminsky and Elaine Feinstelimidon andNew York: Penguin
Classics, 1994), 26.

194 The appalling facts of the Russian p&8tL7 history are numerous. To list a few of the outrageous suicides and

ill -fatedpolitical prosecutions is to reflect on what could have awaited Scriabin should he not have died in 1915 and

was not allowed to leathe country like many of his, ironically, ledsrtunate contemporaries. Thus, here are

some facts. One of the beloved Russian poets of the early twentieth century, Sergei EserligaZ889%&nged

himself after writing his famous farewell pogdoodbye my Friend, GoeccE\H LQ KLV RZQ EORRG 7KH p3F
SHYROXWLRQ T 9 Gky@GBI31L2BOYshdChhRethrough the heart. Osip Mandem (18971938) was

executed in a Siberian lalmocamp eight years after the execution and burial in an urifiéelntass grave of

Nikovai Gumilev (18861921), a poet and a husband of another famous poet, Anna Akhmatovel @659

$NKPDWRYD DQG KHU VRQ HQGXUHG WKH SHUVHFXWLRQ RI WKH 6RYLHW U
Tsvetaeva committed mide in 1941after the execution of her husband, Sergei Efron, on chargsaiage.

Maksim Gorky (1868 ZDV UXPRXUHG WR KDYH EHH RarNdng KorhiSsaEiat 6WDOLQTV 1.9
Vnutrennikh Del oPeople's Commissariat for Internal Affaiegentdn his own apartment in Moscow in 1936.

The tragic life and death of Nikolai Roslavets (1880 D JUHDW DGPLUHU DQG WR D FHUWDLQ |
IROORZHU LV MXVW RQH H[DPSOH RI WKH GHVWLQ\ RI phttfRVPRSROLWDQ
Among multiple Englishlanguage sources on the subject mattelEsedyn Bristol,A History of Russian Poetry

(New York: Oxford University Press, 1991). Algeril Pyman,A History of Russian Symbolig@ambridge:

Cambridge Univesity Press2006, 181304, ' RQDOG :HVOLQJ 37KH 6SHDNLQJ 6XEMHFW LQ 5X
SRHWLFV V INQW Hterary History23, no. 1 Versions of Otherneg®Vinter, 1992): 93112. Stable URL:
http://www.jstor.org/g&able/469160 Accessed: 202-2017. Among recent books on Roslavetsaena

LobanovaNikolaj Andreevic Roslavec und die Kultur seiner Zieiankfut am Main Peter Lang GmbHL997).
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sensory experiences embodiedha tdea of synthesis of arts. @dmarkable painter and

theoretician omodernart, Kandinsky published his magnum op#éSpncerning the Spiritual in

Art “in Der BlaueReiter L Q WKH VDPH \HDU RI 6DEDQHHYfV SXEOLFI
6 FU L DHEdn@thels $OWKRXJIK .DQGLQV NKk-§aunwvdéeRpdrideiniée RQ FROR
outlined in the sixth chapter of his treatise were quite dissimilar to those of Scriabin, the major
commonality of both conceptions is rather striking: both, the artist and the composer proposed, in
essence, the idea cbunterpoint in different artslrina Vanechkina notes that Kandinsky

SSRLQWYV RXW WKDW WKH XVXDO IRMKMW [EHWMDXKHQ RHF FRQ WRQWD
UDTFWRVRQDQFHY L H EHWZHHQ XQLVRQ TPOXHRNYQWXLNGRLQ!
PXVLFY Rl .DQGLQ V NomgositR3WHiDiSaHoQsnd tbeFugue®® was clearly

influenced by a Russian avagrde artistiad personal acquaintance of Scrialinstarkh
Lentulov(18821943)1°7 M. Lobanova quotes the artist describing his 1915 painBet},

ringing. lvan the Great BelTower DV W KH 3 F L UikexsOriadgs tamshitting the

sensation of the buzzing sound, the repeated structural elements of the composition as the pulled
arrows that create an impression of an organ or a giehit The entire painting is saturated

with D SXUHO\ PXVIEFDRLM HPKNHIEDQJY ZDV PXFK WR 6FULDELQT

9% ULQD / 9DQHFKNLQD 3:KHUH GRHV 37KH %OXH 5LGHU” *DOORS" 6FK|QEF
Schodnberg and Kandinsky. An Historic Encounéer. Konrad Boemer (Amsterdam: Harwood Academic
Publishers, 1997), 96.

1% 7KHVH ZRUNV FDQ EH YLHZH\GI RIQUOROBYW ® QBZLW]IHUOBQG )RXQGDWLRQ
http://www.moma.org/calendar/exhibitions/448?localeé@ompositions)
http://www.moma.org/search?query=kandinsky+improvisafioprovisations)
http://www.fondationbeyeler.chi¢collection/wassilykandinsky(Fugue and Improvisation 10, 1915)

¥ /REDQRYD ZULWHVY WKDW /HQWXORY ZDV SDUWLFXODUO\ SURXG RI 6FUL]|
FRPSRVHUTV RZQ FR Qdoths8 weleRganieRdes RMARLE Lentyarticipated in the grandiose
SURGXFWLR Q FrométhrdudatiDhe BQshd Theatre, vividly described in the same sourceM&gea
Lobanova,TheosophisttTheurg tMystic, 255.

198 obanova,TheosophisttTheurg +Mystic, 254-55.
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works d two other frequent visitors tihne hospitable apartment at Nikolopeskovsky Lane No.

11, OLNDORMXYVY .RQVWDQWLQDV yLXUOLRQ4Wspo@iBariydhNtR ODL 6 SH
men received multiple mentions, many of them not without a hint of disdain as the author

apparently did not enjoy sharing his affection for the composer with those who, in his view, were
unworthy of such an immoderate consideration and res{egt.Lrkonis (18751911), in
OHVVLDHQYTV ZRUGV DQ 3H[WUDRUGLQDPPwisREpIRIWHINEdM PXVLF
Theosophy and the occult teachings of the Renaissance. His many paintiogsicite
opaquebluishhuebear musical names, such as salveets oPreludes and Fuguesf 1906

1907 orSonatas of the Starsf the Seaof the Pyramid®tc. from 190719082°! Beyond any

GRXEW WKH uP\VWLFDOY HV Rictithedsynestherd hb Was RyDytoR | WKLV
blend his paintings/ith his musical compositions, resonated with Scriabin immensely during the

last few years of his lifeAs for Nikolai Sperling (1881.944), to date he has remained a man of

mystery as very little is known about his life and workke 6 FULDELQ OHPRULDO OXVHX
official website provides a brief description of Sperling as the author of works on literary and
UHOLJLRXV VXEMHFWY ZKR KDG D IDQF\ |IRaod theoddt)] VFKHYV WH

sciences of Renaissance and Eastern philosofRi&abanev attests that Scriabin adored the

199 Sabaneewospominaniya66, 967, 101, 18283 (Sperling) and 1689, 28990 (Sperlingandy LXU Q.LRQLV

200 Qlivier Messiaen, Conférence de NePame.(Paris: Leduc, 1978), 8. Citéd Almut Rossler, ed.
Contributions to the spiritual world of Olivier Messiaen: Wariginal texts by the compos@uisburg, Germany:
Gilles & Francke, 1986), 586.

201 For information on the artist refer to the websitel®of . yLXUOLRQLY 1DWLRRADM@, OXVHXP RI $UW
Lithuania.http://www.ciurlionis.lt/abouthe-museum

2026HH 6FULDELQY OHP R U L Dh@p: WU stantridsevhhsWite/NDRY0D

%RZHUVY UHYHOOMWQRQV WIKEBHSRQH ZKR 3GUDQN KXPDQ EORRG DQG DWH K>
LQ DQ HIIRUW WR GHULYH P\VWLFDO H[SHULHQFH Séiab@(pe) W8DLQO\ QRW E
The short article byrina ZhalninaVasilkioti 3$UWA. 1LNRODL 6KSHUOLQJ DQGPS8R2MEIFWRU $QV
[Russian Art JournalTheme of issue: RussidGreece. Dialogue of culturesiforms usthatt SHUOLQJ 3P\VWHULRX
GURSSHG RXW RI VLIJKW DIWHU WKH &LY LGeede.Hid Peddive\tateddin RUsSiaD SSHD U \H|
SFDPH WR DQ HQG DIWHU WKH RXWVHW RI :RUOG :DU , ZLWK %DURQ :UDQ.
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P\WWWHULRXY DQG VRPHZKDW VpaiptingdEabtérd SdgewRick Sciabibt SHU O L Q
FDOOHG p7KHCHeO) &d tl2eRigfit deRais anenigmatic hero of K. HuysmanV

novelLa Bas?®® Both paintinggKk DYH UHPDLQHG RQ WKH ZDOOV RI 6FULDEL
divulging alate-Scriabinesque artistic paletat the Russiafin de siécle Was it a source of
LQVSLUDWLRQ IRU WKH FRPSRVHU RU D VRXUFH RI FRQILUPD)
intuitively? The following discussion of theosophical interpretations ofwesound

correspondences will suggest that it was, most likely, a peculiar combination of both. Prior to

that discussion, however, | will address the subjegpriofiary sources/documentargaterials on

6 FULD E LLQHpdritgR O R

The Primary Sources of Literature on the subject

The most accurate summary of primayR XUFHV GRFXPHQWDU\ PDWHULDOV RC
hearingfrequently cited in th&nglishlanguagditerature orthe subject bdengs to B. Galev

and I. Vanechkind®* The authors list and describe seven basic reliable sources on which all
VXEVHTXHQW UHVHDUFK KDV EHHQ EDVHG DV QR RWKHU UH!
SDVVDJHV LQ WKH UHPLQLVFHQFHV &3 Siklofthers EOthEBnELQ IV @ FR

/IHRQLG 6DEDQHHYYYVY DUWLFOHYVY SXEOLVKHG EHWZHHQ DQ:

Crimea, landing in Turkey, then movemFrance and afterwards lived in Serbia, Germany and Egypt, where he met
Antonis Benaki, a Greek businessman and collector who commissioned the artist to execute watéocohe

albums «Grele National Costumes» on which Sperling worked for almostHDUV ~ $YDLODEOH DW
http://www.rusiskusstvo.ru/content/files/2016_2/Zhalrifesilkioti.pdf

203 |n Sabaneewospominaniyal69.
204BulatGaleevD QG ,ULQD 9DQHRKINLEAID B: BVQadahardoBH el 4" (20@1): 3761.
205 |pid., 358.
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SoundColouU $FFRUGDQFH" DSSHDUHG MuQykadk JanGaty2¢,1101Q, PDJD]LQH
coincident with first Russian publication of the scor@ametheus On February 26 of the

VDPH \HDU 6DEDQHHY P H QWK IRQWIGNEYKbbiE Bdal iVcenReIDIR

ZLWK WKH GLVFXVVLRQ R SPHHLSIQ théd kXt oMWB & KB abbleladidied
combined was translatedanGerman andaprinted in the famouSer Blaue Reiterthus,

making this information available to Western readers for the firstfilm€&he next two

publications by Sabaneev came out a yearlafte FULDEL Q TV i tHD famMOus\WRusslan L UV W
journal 0 X ]\ N D O  @memni&® [Wusic Contemporaryland the seconds a separate chapter

RQ WKHVMPIKR®\Y LQ KLV PRQRJUDXBK) RQDEOFNL BHIEQ@ RHHY TV
Reminiscences about Scriabitfirst publishel in 1925, shortly before hisrégration to France

is consdered of greatest importand2V WKH\ FRQWDLQ &DEO®IQOL] mwWivh GLDULHV
he recordedhis meetings with Scriabin. Another reliable source is a paper written in 1914 by the
English psychologist Charlesydrs who met Scriabin in Cambridgé XULQJ WKH FRPSRVHU
visit to Englanc®! 6 DEDQHHY TXRWHV D FOHDU DQG VXRFthe@iyW H[SOL

given by the composer himself in one of their conversation:

At first not all the colars were distinctly visible to me. Only sormnalities had given me a
sharpimage, +said Alexander Nikolaevich. They were Fiblue, bright and dark, saturated,

26 /HRQLG 6DEDQHHY MEZkaROPHYeniGs X298, 1911): 1200. (In Russian)

26DEDQHHY 33URPHW K HDeYBRe@edd MuniziE (1912): 3/&8. The English translation

came out 62 years later with the first NomHULFDQ UHYLYDO RI 6 FULDELQ LQ WKH HDUO\
Prometheus” [OEBlaue ReiteAlmanag ed. Wassily Kandinsky and Franz Marc, trans. Henning Falkenstein,

(London: Thames and Hudson, 1974): A,

26DEDQHHY 36FULDELQ D QdowedeadikgHnGCRrnetR WithRHe Light Symphony
M3URPHWIHKNMDIO 1Q\ 6 R16.W3H(PHAY QA9rd (In Russian).

209 SabaneevScriabin Moscow: Skorpion (1916) (Second Ed. 1923) (In Russian).

210 sabaneewospominaniya O Scriabirfemories of Scriabin (or Reminiscences about Scrjaiiioscow:
Muzsector Gosizdata, 1925). The latest publication is by Moscow: Klax&ika2000.

21 &@KDUOHV 0\HUV 37ZR &D Vhe Brifsh BHul vf\WdydthaldgipPart | (1914)112-17.
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somewhat solemn and complete, the color of Reason. Then it was c¢leathat D is golden,

sunny, theplain jour color, and Ftred,the bloody colar of Hell. So, out ofliese three it was

necessary tdraw a conclusion. But, | could only do it when | built up thiéfving syllogism:

the coloursorrespond to the harmonies, the tonalities. The relationship of thetietise circk

of fifths, issuch that the most closelglated keys are a fifth removed from each other. Arad, th

closest irshade colars are adjacent in the spectrum. After that everythewame very clear.

The thredlistinct colarrs gave me my three fulcrumtH UHVW , GHGXFHG ORJLFDOO\
GRQH WKDW , VDZ WKDW LW ZDV VR LQGHHG , VDZ WKDW LW

The important message of tlggotationLV W KD W 6 F U U DKEH. @Y QM RACR/
deliberately createdt underwent some changes and alterations as the plaMy$teriumwere
WDNLQJ VKDSH 6FULDELQYV H[WGeBamthuain@exohedlidantiDddR | D QHZ
WKH QHZ HOHPHQW WKH pFRXQWHUSR IMystéerirmSQiabirkK W  $FFRU
planned to use contrapuntal combinations of elements of different arts, as well as magical
incantations, aromas and the aglelement that would have not always be correspondent to the
harmony, as it did iPrometheusbut would develop accordingtoWV R Z Q OPPhetheuss3, Q
| wanted parallelismtl wanted to impose the caloimpressions onto the sound. Now, | need
thecolwU DV WKH FRXQWHUSRLQW« >«@ /LJKW UHWYHRZHDRWY LW
said Scriabin to Sabaee in 191121 This notion embodied for the composer the universal
principle of oneness, imperative to everyone. He considered his systemunfsmiad

analogies lHQFRPSDVVLQJ XQTXHVWLRQDEO\ WUXH DQG LQGLVS:

212 5abaneewospominaniya 6FULDELQTYVY VHWWOHG FRQYLFWLRQV DERXW WKH Y
DLPHG WR HVWDEOLVK D FRQFRVIGEDQOFH DEHAN WHH Qu ROK\HL B H[W/WHDO I f 6FKOR
DVSHFW RI WKH FRFPIORVHUDWINQ $ HIF KRR LHYVY WKDW KH FRQVWUXFWHG KDG |
formulate in rational terms his own musical experience. When Scriabin set to work, he was concerned not with the
solution of metaphysical problems, but technical problemswith modeling the world according to his fancy, but

manipulating musical sounds. He did what all composers must do; he created sonorous forms that he could later
DWWULEXWH H[WUDPXVLFDO VLIJQLILFDQFH WRhD&&StrWB16SUHW LQ WKH (

213 Sabanee Vospominaniya239.
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There must be principle, must be oneness. A freak of chaatsa ripple on the surface, yet,

WKH HVVHQWLDO¥XVW EH FRPPRQ ~

Thus, out of three colobUV 6 FULDELQ D G PHed, Wehb®, ahdi bw& HD U G
corresponding to C major, D major, andglrarp major respéeely, the others were deduced
UDWLRQDOO\ MX[WDS8BVLQU WKMIHGOCL BCGASHEWR XP DQG Wk
arranged in the circle of fifthd> 7R YLV XDOL]H @Fkey 2icmats, vheFellanihg

table combines the classifigarts of:

1) Sabaneev, given in his first article of 1911.

2) 6FULDELQ IRXQG LQ WKH upluddpatt v th6 firstHeditidm & Q RI
Prometheusalso known a®arisian Score'®

3) 9DQHFKNLQD N Q RChMB YRIRX VAFHRH Poped G doflab@aon with

Galeev in 19752

214|bid., 48.

25 W LV FXULRXV WR QRWH DV WKH DXWKRUV SURFHHG ZLWK WKHLU UHSF
OXVHXPYY DUFKLYHVY WKHUH LV D OLVW >«@ ZLWKRXW D GDWH RU D WLWO
differentversions of correlations between various notes and colours. One can see that the composer tried to build up

D FRQFHSWLRQ RI VRPH NLQG ,W LV KDUG WR MXGJH WR ZKDW H[DFWO\ I
heaULQJY >« @ LGalBeli INdRXYHFKNLQD 3:DV 6FULDELQ D 6\QHVWKHWH""’

218 |n 1978 the score of Prometheus with B® E L Q WittehD@@eS was archived at the Bibliotheéque Nationale de
JUDQFH 7KH IXOO WH[W RI 6FULDELQYV QiR W ré¥dnR@QivMAlNd/Lobwevel FRUUH
(2004/2012), as she was able to obtain the photocopy of this manustitriptpstblished today, and thus

unavailable otherwise. See in LobanoVagosophisttTheurg +Mystic 26374.

27vanechkinaGaleev hémaLV LQFOXGHG LQ WKLY WDEOH EHFDXVH RI LWV IUHTXH
FRORXU UHODWHG OLWHUDWXUH W LV RIWHQ SUHVHQWHG DV 6FULDELQ
http://notationnotes.tumblr.com/post/4332176057/scri&kircolourschemea-systenof

,ULQD 9DQHFKNLQD 32 VWYHWRYRP VOXNKH 6NUL Materalp~ >32Q 6FULDELQY!'
7UHW Y Hw N Bt HMliE/ ka KAzsny L -33. (nRussian <Zg_gqdbgZ B E H p\_lghf kemo_
G Kdjy[bgZ FZk[jbZeu <k_khxaghc rdheu fheh”uo mg_guo ih ijh[e_f_ K\_I b fm
dhgn_j_dpy Z1Pv5), 3133.
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EXAMPLE 14 &RPSDULVRQ R 6 Fddlubdoie3pbrdande { Sabanaey (1911),
Parisian Score nmascript and Vanechkir@aleevMusico-Chrome /RJR”

Schematg1975).
Tonalities Sabaneev Scriabin Vanechkina/Galesv
1911 Parisian Score 30 XV iahRrmo
1913 /IRJR™ 6FKHH
1975
C major Red Plain red Will (Human)
Red (Intense)
G major Orangepink Orange (redsellow), Creative Play
fiery Orange
D major Yellow Sunny yellow Joy
Yellow
A major Green Grass green Matter
Green
E major Glittering dark blue Dark bluegreenish Dreams
(light blue) Sky Blue
(Moonshine or Frost)
B major Similar to E major Dark blue with light Contemplation

blueness (light blue)

Blue (or Pearly Blue)

F-sharp/Gflat major

Dark blue, bright

Deep dark blue with &
shade of violet

Creativity
Bright Blue or Violet

C-sharp/Dflat major Violet Pure violet Will (of the Creative
Spirit)
Violet or Purple
A-flat major Magentaviolet Lily coloured Movement of Spirit
(reddish) into Matter
Violet or Lilac
E-flat major Steely, Steely blue, metallic Humanity
With a metallic shine Flesh (Glint of Steel)
B-flat major Similar to Eflat major | Metallic leaden grey Lust or Passion
Rose (o1Steel)
F major Dark red Dark red Diversification of Will

Deep Red
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Comparing the kegolour mappings in these three tables reveals only minor variations in
shade, such as, retplain red intense red, or glittering dark blusdark bluegreenishxsky
EOXH HWF $ FRQVLVWHQW XVH RI uPHWDOOLFY %MélyLQ ( IOD)
blue, metallictglint of steel), and in B flat major (steely, with a metallic shitmeetallic leaden
grey zrose or steel) is curious. Equally pecubae the beforeolour captions in Vanechkina
GaleHYfV VFKHPDWD H J +XPDQ :LOO &UHDWLYH 30D\ -R\ 0D

from these observations is: what could be the source(s) of these associations?

A partial answer to the first parf the query presents itself in SabbinH R€kiniscences
As a proponent of the ide¢hat sharped notes sounded higher than the flatted notes, i.e. the
pitches went consecutively as£D flat +C sharp+D etc., Scriabin built his theory of
HHQKDURRHQUHQFHVY RQ WKH 3SHOXVLYH KXHV 2®IKilsW FDQQRW E
conversation with Sabaee Scriabingives an example of his firstile op. 8, originally written
in D flat major and latetransposed R Q 6 D I1¥ @& mMenhdation, into C sharp major, to
UHIOHFW LM pWXIXW KRHRD RKH  H{ SO sharfrays \nokssp s vatlyidifferdedtD W
shades of coloU 3)ODW NH\V K Dnyelthllid $h€eH, White skérRkeys are bright,

saturated withcolr DQG ZLWKRXW DQ\ RP*WKH PHWDOOLF KXH

As to VanechkingGaleHY TV V H PIa@ewdesdbglidds of cals, connotations of
theosophical interpretations thfe correspondence of calowith a wide variety of objects and

notions are selévident. The authors, undoubtedly familiar with the theosophical teachings of

218 Sabaneewospominaniyal73

29 9DVVLO\ 6DIRQRY ZDV 6FULDELQYY SLDQR WHDFKHU DW WKH ORVFRZ &R
the official cite ofthe Moscow @nservatory isttp://www.mosconsv.ru/ru/person.aspx?id=129660

220 Sabaneewospominaniyal73.
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H.P. Blaratsky and Annie Besant, chose noekpand their research into teespectrea of

mysticism, synonymous with ol sXUDQWLVP DQG IXUWKHU pGHIDFHY DQ LP
DQG QDWYHY 6 FULPEKQV ViXWY U R XIHEHEVOE 16 FAKILBFDHJHU 9DQHF
dissertatio”*! (2006) written thirty-three years after the publication of the article refemed t

above, takes a very definitdtitude toward this issue; in the introductory chapter it states:

In the recent conditions allowing the freedom of speech aneégsipn, Scriabistudies,

unfortunately, have witnessed the surge of occult and esoteric interpretations of his works and

even his life. They are based on éxploitatonRl1 FRPSRVHUTYV IDVFLQDWLRQ ZLWK
mysticism, creating the movementMf/stical Sciabinismwhich is far removed from reality and

has remained the subject of sharp critici&h

W LV DQ\RQHTV6PUH\D\E Z& HWV Wit eld&as shLcblar-eoond
correspondence will become an accepted approach in musical anélisignquetionably new
and it is extraordinarily compelling. Although there are no clear directions catrahs left by
the composer regardirany connection between his coterelated ideas and his lateusic for
the piano, | believeuch connections can beemtified and rationalized, thus proving the

possibility ofthe HILVWHQFH RI $OEHUW (LQVWHL Yoy, inauBRLN\ DFWLR

21 ULQD /HRQLGRY QD 9D QRidmetNduQdthe¥&ehlemOdE Sythasis of MLF DQG /LIKW ~
ODVWHUNVDIRB®VEKLIDQRYNV 6WDW KInKRbs&hy HLZYD ywRgjbgZ hgb~h\gZz

«ljhf_| »:.G Kdjy[bd¥h[e fEKbgl faZaudk\_1zZ\lhj n_jzZl "bkk_jlZpbb gZ khbkdzZgb __
mqg_ghc kl_i_gb dZg”b”ZlZ bkdmkklI\h\_~ gby DZazZgkdzZy Jhkm~ZjklI\_ggZy dhg!
bf G =@b]Zgh\z @

229DQHFKNLQD FérrethelBELQ TV 0O\ HPSKDVLV

223The phrase, as a joke, appeared asa eSO EHUW (LQVWHLQTV IDPRXV FULWLTXH RI TXD(
paper, Einstein, Boris Podolsky and Nathan Rosen created a thought erpé&rimen as the EPR paradox (after

the initials of their last names) to show some of the absurd implications of the fundamental quantum mechanics

wave equation. According to the rules of quantum mechanics, entangled particles (which occur when te® particl

are so deeply linked that they share the same existence) travel in a kind of superposition of all their possible states.

But even stranger, the wave equation implied that once measured, two entangled particles could somehow instantly
communicate, muctabter than the speed of light, to link up their states. Discounting this "spooky action at a

distance," Einstein and his colleagues instead argued that some hidden variable must somehow affect the states of
ERWK SDUWLFOHY 6HH L QretEPR:RNII30 Einbté&BOH houghBexpErihERt revisited,
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two aspects of compositional conception gegminglycannot mege, yet tthey do, against all
odds. InPierreoRXOH]YV ZRUGV S30RUH DQG PRUH , ILQG WKDW LQ |

WR FRQVLGHU GHOLULX®Y DQG \HV RUJDQL]H LW ~
Scriabin and Theosophical Interpretations of Colar-Sound Correspondence

According to Andrei Bandur®®the complete five volume® | % O D YThe#B¥dARE PYctrine

ZHUH SDUW Rl 6FULDELQYYVY SHUVRQDO OLEUDU\ SUHVHUYHG
Memorial Museum in Moscow. Sabaneev and Schloezer informausvttile living in

Switzerland between 1903 and 19@@riabn received the theosophical periodital Lotus

Bleu As he returned to Russia in 1909, he subscribed to the pafastnik Teosofi?® Yet the

third volume ofTheSecret DoctrineZDV PRVW OLNHO\ WKH SULPDU\ VRXUFH
sound analogiess this is the volume that contains the majority of esotericaltierstood

colour-sound analogies. Apparentipt only was he familiar with these writings, but he might

have met Annie Besant in London in March of 1914. In his letter frontonto his wife,

Tatiana SchloezelkH PHQWLRQHG WKH IRUWKFRPLQJ pGLQQHU ZLWK

DFTXDLQWDQFH ZLWK 3D ODG\ L% BKRUstHalee@BeXa@Binc® WV N\ G L

European Journal of Physi&3, no. 5 (2012):-1.6. Accessed at Cornell University Library, 20&2Xiv:1203.1139
[quantph] https://www.technologyreview.com/s/427174/einstedpsokyaction-at-a-distanceparadoxolderthan
thought/

224Ronald HaymanArtaud and Afte{London: Oxford University Press, 1977), 144.

225 . 74mZ A*H. Kdjybgb ? leAZkdZwWqzgu_ AEibkiZkI\ glylh F_flZgghlh Fma

H. KdjybgZ <ui 0 >$ %DQGXUD 3$ 1 6FULDBdhQay®@esf 3 %ODYDWVN
6FULDELQYV OHPRWIIB)A6P XV HXP

226 |In Sabaneewospominaniya241 and SchloezeBcriabin,68.

227 A.N. Scriabin, 3 L V T€dDA. Kashperov (Moskva:] GDWHO TVWYR 0X]\ND 1R 6DE!

WKDW 6FULDELQ PHW %HVDQWYV VHF Véspemitbniy@aX U L Q I KkHW KV RIUYQ R MWW W R
GLQQHU ZLWK WKHRVRSKLVWVY PHQWLRQHG AL Q WKLV OHWWHU WRRN SOD
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Blavatsky died in her home in London in 1883 . Among other early sources presenting the
correspondence of caloand sound from a theosophical viewpoint areTtheughtForms2°
published by HVDQW DQG &KDUOHV : /HDGEHDWHU ITge DQG $0I

Method of Colar-SoundNumbers?° published inVestnik Teosofin 190973

To return to our subleW R 6 FULD E L Q finfu¥éddao i droBris¢hErbatadat us
consider thethreecald V 6 FULDEL Q V#ddGekow, ard HieU T® very same triad
of red, blue, and yellow repregsrihe three fundamental cats in TheSecret Doctrinewhere
they are expressed as underlying essence of the three (of seven) Human Principles comprising

the body, soul and spirt?

X Red, akKama Rupathe seat of animal instincts and passions, vehicle of Lblaeas
6DQVNULW IRU phWKH PLQGY WKH PHQWDO IDFXOW\ ZKLF
being). This is also a boardieme between the mortality and immortality, the agent of

Will during thelifetime. ThiscolmU FRUUHVSRQGV WR 'R RQ WKH pPXVL

287KH IROORZLQJ OLQN SURYLGHV DQ DFFHVV WR % GheNeixWoxkDafw RELW XDU
Tribunethe day after HPB diedhttp://www.blavatskyarchives.com/anonmna®1.htm

229 The orline edition of this work published by The Theosophical Publishing House (Adyar, Madras, India and
Wheaton, lllinois, USA) is available http://www.anandgholap.net/ébght FormsAB_CWL.htm

230 Aleksandra Unkovskaya, "Méh~Z Ak_\\driQbk e 7KH 0HW K R-GoftNuRERR]X\Wstnik
Teosoful/3 (1909). Available on line &ttp://www.vnikitskom.ru/antique/auction/82/35740/

BL7KHVH WZR VRXUFHV PHQWLRQHG LQ *DZER\TV GLVVHUWDWLRQ

information on whether the Besanéadbeater volume was translated into Russian or French &tribgiScriabin

GLG QRW UHDG RU VSHDN (QJOLVK ,Q UHIJDUGY WR WKH 8QNRYVND\DYV
could not have been of any significance since this publication dealt with pedagogical issues of development in

F K L O G Wudl@ndvoral abilities, logic, memory and keenness of observation through perception of colours,

sounds, and numbers.

2%2Helena Blavatsky and Annie Besa@gcultism of the Secret Doctrifevhitefish MT: Kessinger Publishing,
1993), 360.
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X Blue, adsLinga Sharira(Astral Body, the vehicle of life) expressedAaric Envelopethe
essence of man both physical and divine. It is interchangeabl®wig¢tand
corresponds to Sirpa diatonic scale.

X Yellow, asPrana the Breath of Life, its vital power. It is also the aglof Buddhij the

connection point between Atma and Manas. Corresponr R 0L RQ WKH?#PXVLFDC

Could Scriabin's colar/sound analogiesavebeentaken drectly from Blavatsky?Looking
through the keys of thetéides op. 65 indit¢ad by Scriabin in the origindurgenson edition
presents the hues of these three primaryursid® flat and C sharp as vai@ns of blue in the
first two éudes, and a yellow/red combination in the last piece of the cycle. Was it a rational or
a subconscious choicd® a 1929 article Sabaneev stressed the theosapbyired nature of

6 F U L D E LURsEhenraiaO e said:

There exists, again, the sphergafely mystical correspondences between sounds and colours,
based on the ancient occult symbolism and the teachings whichmamseection with the
Egyptiantemples concerning the associationghef planets and the days of thieek anl the

notes of te scale,of the zodiac and the months. | must remark, for the sake of scientific
accuracy, that the influences tifese mystical associations were often encountered in my
investigatons, especially with Skryabimho, as we know, was a mystic and a thebssd in his
form of thought, and whose soundlour conceptions were partly conditioned by th&fh.

In the third volume oTheSecret Doctringhe notion about the correspondences ofwolo
and sound is extended to the occult mysteries attached to the numbers, shapes, planets, metals,
parts of body, and states of matter (ether, air, stearapmur water, ice et¢. Below are three

figuresfrom the BlavatskyBesant volume to be consideradhe following discussion.

233 Blavatsky and BesanQccultism 357-60.

2% Sabaneev, "The Relation Between Sound anducglrans. S.W. PringWusic and Letterd0/3 (July 1929):
267.
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FIGURE 2 The planets, the days of the week, metals, parts of the body, colour and number

correspondencé®
PLANETS DAYS METALS PARTS OF BODY COLOURS NUMBERS
A Saturday Lead Right Ear, Knees and  Black 1
¢ Saturn
Bony System
’7( Thursday Tin Left Ear, Thighs, Feet  Purple 2
Jupiter and Arterial System
Mars Tuesday  Iron Forehead and Nose, the Red 3
Sexfunctions and
Muscular System
O, sun Sunday Gold Right Eye, Heartand  Orange 4
Vital Centers
Q ViETIE Friday Copper Chin and Cheeks, Neck Yellow 5
and Reins, and the
Venous System
Wednesday Quick- Mouth, Hands, Dove or 6
Mercury silver Abdominal Viscera and Cream
Nervous System
D) Monday Silver Breasts, Left Eye, the  White 7
“ Moon

Fluidic System, Saliva

Lymph, etc.

235 |n BlavatskyBesantOccultism 497 and 461.
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FIGURE 3 Principles, colours, notes, numbers, and state of matter correspoftfence.

PRINCIPLES COLOURS NOTES NUMBERS STATES OF MATTER

Chhaya Shadow Violet
or Double

Higher Manas  Indigo
Spiritual

Intelligence

Auric Envelope Blue
Lower Maras, or Green
Animal Soul

Buddhi or Yellow
Spiritual Soul

Prana, or Life- Orange
Pringple

KamaRUpa the Red
seat of Animal

Life

236 |n BlavatskyBesantOccultism 476.

Si

La

Sol

Fa

Mi

Re

Do
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Ether

Critical State, called Air in

Occultism

Steam or Vapar

Critical State

Water

Critical State

Ice



FIGURE 4 Numbers, metals, planets, the Human Principles, the days of the week, colours, and

sounds of musical scale correspondetice.

Numbers
1 and 10
Physical
Man's

Keynote

2

The
Spiritual
and Life
Physical

3

Because
BUDDHI is
(so to speak)
Between
Atma and
Manas,and
forms with the
seventh, or
AURIC
ENVELOPE,
the
Devachanic
Triad

4

The middle
principle-
between

the purely
material

and purely

Metals

Iron

Gold

Mercury

Mixes with
Sulphur, as
Buddhi is
mixed with
the Flame of
Spirit

Lead

Planets
Mars
The Planet of

Generation

TheSun

The Giver of
Life
physically,
Spiritually
and
Esoterically,
the substitute
for theinter-
Mercurial
Planet, a
sacredcand
secret planet
with the
ancients
Mercury

Saturn

237 |n BlavatskyBesantOccultism 463.

The Human
Principles
Kama Rdpa
The Vehicle
or seat of the
Animal
Instincts and

Passions

Prana or Jiva
Life

Buddhi

Spiritual Soul,
or Atmic Ray,
vehicle or
Atma

Kama Manas
The Lower
Mind, or
Animal Soul
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Days of the Colours
Week
Tuesday 1-Red
Dies Martis,

or Tiu

Sunday
Dies Sola or
Sun

2- Orange

Wednesday @ 3- Yellow
Dies Mercuri,

or Woden Day

of Buddha in

the South, and

of Woden in

the North-

Gods of

Wisdom

Saturday 4-Green
Dies

Saturni,

or Saturn

Sound
Musical Scale
Do

Re

Fa



spiritual

trias. The
conscious part
of animal
man.
5 Tin Jupiter Auric Thursday 5- Black Sol
Envelope "L HVar
Thor
6 Copper Venus Manas Friday 6- Indigo or La
Whenalloyed The Higher Dies... Dark Blue
Becomes The Morning = Mind, or
Bronze (the andthe Human Soul
Dual Evening Star
principle)
7 Silver TheMoon Linga Sharira  Monday, 7- Violet Si
Contains in The Parent of The Astral Dies Lunae
itself the the Earth Double of or Moon
reflection of Man; the
Septenary Parent of the
Man PhysicalMan

Studying these tables reveahany inconsistencies betwdié® components. For
instance, Saturn is black in the fifiggure and green in the third one; Jupiter is purple (1) and
black (3); Venus is yellow (1) and dark blue (3); Moon is white (1) and violet (3%ithe
coloursound correlations are more regular, with the exception of Sol, bkigure2 and black
in Figure 3. Equally entangled are the analogies among the celestial and terrestrial bodies,
colours and occlilXQGHUVWRRG pVWDWHY RI PDWWHUY PHWDOV DQC
well as many components in humerous other charts presented further D@B®IAYN\ % HVD QW {V
text?*various shapes and geometrical figures, rates of vibration of prismatic colours and the

corresponding sounds in different registédfs7KH QXPEHULQJ VHTXHQFH RI %O0ODY

% ODYDWVN\TV H[SODQDWLRQ RI WKLY SKHQRPHQRQ LV WKH uPHVVY PDG
$UDEV HWF ZKR ZHUH XQDZDUH RI WKH pWUXH NQRZOHKKERIHT WKDW LV 3]
DFTXLUHG LQ DQ\ RWKHU ZD\ HIFHSW WKURXJK WKH UHOLJLRQ RI WKH KLJ
Blavatsky and BesanQccultism 357.

239 BlavatskyBesantOccultism 37677.

2401bid., 41619.
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fold nature of the universe and a man is entirely anyitand bears no particular significance;

VKH DGYLVHVY WKH VWXGHQW WR 3ZRUN RXW IRU KLPVHOI WK
ZKHQ WKH WLPH FRP kndcticaltdyH Q WIHMWHXISRQ WKH VDPH FKDSWE
insists that what is i R U W En@® W¥cdssity®of knowing the principles by their names and their
appropriate facultieapart fromany system of enumeraticor by association with their

corresponding centres of actions, coOloWsRXQGYV HWF XQWLO WKHWt EHFRPH
in theFigure p+XPDQ 3ULQFLSOHVY DUH RUJDQL]JHG DV DVFHQGLQ.
notwithstanding the relative importance of each principle to any particular man for whom any
QXPEHU RI VHYHQ FDQ EH XSSHUPRVW S1bprgesdn@J KHUH L
QDWXUDO SUHGRPLQDQFH R I?Ra3 Hhe3able B Blbs @ad fRM the)b@R W K H L

XSZDUGV EHFDXVH RI pLOOXVRU\Y UHDOLW\ RI KXPDQ SODQH

Beyond any doubt, the breadth of these theosophical analogvesyér obscure at times,
was immensely attractive to Scriabin, consumed with the idea of synthesis, relating and
interconnecting a magnitude of aspects of all existence, creating¢ating the fundamental
unity of Universe withtte Music as its drivig force. +RZHYHU % ODYDWVN\{V VHSWH
of soundcooouU FRUUHODWLRQ KDG WR EH pyDPHQGHGY-WR LQFOXGI
tempered system Scriabin used to notate his creations. It appears that the composer took the
MRXWHU O DFYIDMWWINRTWo@QLQHDU UHSUHVHQWDWLRQ RI WKH VFELC
PRVW pyPDWHULDOY DQG WK HKénE&RUPa(De/Ed)AhdVngdShErirs DUW RI PD

(Silviolet)?** 7KH 6L WKXV EHFDPH WKH 'R VKDUS WK HEODFNHYV

241 |bid., 363 (ny emphasis).
2421bid., 375.

0XOWLSOH UHIHUHQFHY WR WKH pyPDWHULDOY UHG DQG pVSLULWXDOT
Vospominaniyg2000), 53, 556, 67,70, 1234, 23738, 26162.
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while the remaining ten were organized, most likely, according to the principle revealed by
Scriabin in his conversation with Charles S. Myiar$9142* 0\HUV{V DUWLFOH LV SDUYV
interesting for two reasons: first, it differs somewhat from S&bahy fV HDUO\ UHSRUWYV V

presents the very last version of the aolbearing given by composer himself. It says:

The stronger colours for Scriabin appear to be those relatihg teys of C major, D major, B

major and Pmajor, placed respectively in the red, orange, yelldue and violet. Starting,

however, from C at the red end of the spectrum, Scriabin finds that as he passes from hue to hue,
the successive colours correspond to tonalities rising by a seriehisf fithus the key of C is

red,of G red to orangeed, of D orange to yellow, of A yellow to green Ebfreen to blue, of B

blue toviolet, and of Eviolet. Thecolours of the remaining keys'DA”, E', B"and F are

believed byScriabin to be extrapedral, - either ultraviolet or infrared. Thus the key of F is

3RQ WrggbfYHG ~ JLYLQJ WKH HIIMFW RI PHWDOOLF OXVWUH

In O\HUVTV VFKHPH W#HnkhjgrODVWY NH\ LV )

EXAMPLE 15 6 F U L D E-tdbfinrdomesipondence in Myers (1914/1915).

Red Orange Yellow Green Blue Violet

C G D A E B F#

7TKH TXHVWLRQ WKDW DULVHYVY DW WKLV SRLQW FRQFHUQ\

MWKH PRVW VY SL,MANIRKK BrO# ajior? In Sabaneev we read th&tZ2DV 3E O X H

24 Q &KDUOHV 0\HUV 37ZR & DByitisivIduihab afPByehdldgk (1914 1915): 11217, accessed
August 10, 2016pttp://www.daysyn.com/Myers 1914.pdf

250\HUV 37ZR &DVHV ~’
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bright and dark, saturated, somewsalemn and complete, the cold R 1 5 HI¥URWYefs

SWKH YLROMW \NSL\URM)X D &7 D @& Phtgiak BCOreitheEV HGHHS GDUN EC
ZLWK D VKDGH RILY LRSOKH\M Y VRIOH WY 7KH H[SODQDWLRQ RI W

beeQ URRWHG LIQweFRblaiE LGAMFXVVHG LQ &KDSWHU LQ UHODWI
harmonic thinking. It is very likely that this ambiguity about the violet keysr&#, stemmed

from a desire to preserve the visual symmetry in his circudayrdim (generally referred to as

6 F U L D E LupWheéellr Rh@erR any two keys separated by a tritone are placed straight across

IURP HDFK RWKHU 7KLV ZD\ XiKoHpqsit®to &/ Wi \dbel @G IURP &
disturb the symmetrical correspondences of the remaining keys moving clockwise from C. Yet,

LW GRHV EULQJ D KLQW RI FRQIXVLRQ LQWR WKH FRPSRVHUTY

UHODWLRQVKLSY EHaedhyld @toneKH NH\V VHSDU

6FULDELQYYV DPELYDOH Q F&r B#nRjor WiotatdHr8awbloBI O HW NH\ &

dissertation2010) LV DOVR DUJXHG WR EH JURXQGHG LQ WKH FRPSRYV
WKLQNLQJ QDPHO\ 3WKH DVVRFLDWLRIgoRd coKisla 8iv@DU RSSR\

UHPRYHG I|UR PANyRiscissibroHbloUrsoundpolarity will consider the

246 Sabaneewospominaniya237.
27T 0\HUV 37ZR &DVHV ~

28 xDZER\ $Q LOQOWHUHVWLQJ SRLQW L QLawkHPdBKiWSKRR U TV GLVFXVVL]
consideration of the colour theory of Johann Wolfgang von Goé&tlnreHarbenlehrg 1810) as the possible source

RI LQVSLUDWLRQ IRBRXNWKBAKHRHRB RYRIHWKHFRW FRORXU ZKHHO ZKLFK MX[WD:
SDLUV RI uZDUPY DQG PFROGYT FRORXUYV VH H-soundtardtationv/seemezd DW DOLJQH
6FULDELQ *DZER\ DGPLWV WKDW 6 F Wlolr Ehe@@yfiy/unm&nrthoDddHe \eliexdsW K *R HW Kt
that the composer could have had some knowledge about it through his friendshipev@gigianTheosophical

painter(and symbolistJean Delville (who created the title page Psomethéescore in 1912), and more

importantly, through the writing of Rudoteiner, gormer acolyte of Blavatsky.* D Z E Rrefevence to Sabaneev
(Vospominaniya GRHV QRW KRZHYHU VXJJHVW WKDW 36FULDELQ NQHZ 6WHL:
194). Further, on page 248, Sabaneev mentions Steiner again, in connection with the superfitial RdAtlBB FULDELQ TV
reading habits; according to SabaneWwV H LThébsopwvas RQH RI 6 FULDELQYY pWDEOH ERRNV
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opposition and unity of Dernov@efined tritone links that becomes associated with the
Theosophical paradox of duahtyithin-unity, or the opposibn and unity of the spiritual and the

material.

7KH /DZ RlI 3BRODULW\ 'HUQRY D VL DXEDLAY PR G DO® &EbdNQ &R OFR

36SLULW RU &RQVFLRXVQHVY DQG ODWWHU DUH >«@ WR EH
the two facets or aspts of the Absolute (Parabrahm), which constitute the basis of conditioned
%HLQJ ZKHWKHU V X E MtwHtég BEudtsRyUn REfvEH/BIWre YdiHe Secret

Doctrine?*® Scriabin thinks along the same lines when he explains to Sabaneev his
FRPSRVLWLR QD OP9iddRielt GaxdJan ¥ntire)yifferent system. Polarity no

longer exists between dominant and tonic, but rather between chords separated by a diminished
ILIWK >«@ ,Q IDFW WKH VDPH KDS S HIM4aj&, lwhMdh iOtheliedV V 7DNH

colour. An augmented fourth above it i©khe dark blue; and they are commientary colours

L Q R SAY A§F Sabaneewndoubtedly aware of the compientary colours in optics, did not

want to argue with his friend about the validity of his last statemassume that Scriabin might

KDYH UHIHUUHG W RX\QREPHU Y MARRRVGH UHFEFDSOMHPHQWDU\N FRORXU
explanations of the meargrof colours in the second diagram presented earlier are nothing less

than bewildering. She states, for instance, that Saturn (black) is esoterically green; Jupiter

literary paratexti.e., the nec® V D U \- WMXIMV HOUF W fprocBds &f EaMpoBintg the musiic$piration forthe
FRPSRVHUTY FUHDWLYLW\

249 Blavatsky, TheSecret Doctringvol. 1, 15.

250 Sabaneewospominaniya260.
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SXUSOH LV OLJKW EOXH VLQFH LQ RFFXOWEWtRerhkeH LV VRQ R
3W U X br df Bu Rrange) is blue, and it appears yellow only owing the effect of the
DEVRUSWLRQ RI YDSRUV FKLHI&% \RhAug/(P00@) eBotefdally\dV DWPRV S
LQGLJR RU GDUN EOXH OHUFXU\ GRY ttldruf h&ddi®ordnye,\HOOR Z
and Mercury now stands next to the Sun, in distance, as it does im. calbis Maya [illusion]

RQ RXUZ* DIMUKDSY LW LV WUXH BHUKDSV RQO\ SRHWV DQG
really is, for only to themsiit given to live without illW LR QV =~ Dhé tkeDtietiBentuy

greatest literary talentsgfhando Pessoa, said in Bsok of Disquiet® Or, perhaps, musi

LWVHOI LV WKH JUHDWHVW LOOXVLRQV RI DOO wioki 6FULDELQ

his novella, TheKreutzer Sonata

Music makes me forget myself, my true condition, it carries me offaintdher state of being,

onethat isn't my own: under the influence of music | have the illusion dhfpdtings | don't

really feel, ofunderstanding things | don't understand, being able to dasthingiot able to do

(...) Canit really be allowable for anyone who feels like it to hypno#imether person, or many

otherpersons, and then do what he likes with thi@m?

To shed some ligtithe peculiarities of the thredudes opus 65 in terms of colenalated
DQDORJLHV EHWLAW of QolariydndDErh@y#&fined harmonic structures as
realizationR1 pGXDO PRGDOLW\Y LW LV ZRUWKIitAfpdatsGhatineK H IROOR

first &ude of op. 65 cycle, seen in Chapter Twa agorld or a state of being bretween the

Third and FourK 5DFHV R1 6F UL Ddelisg§ theBskphicad Brithpogenesis, displays

251 Blavatsky and Besanfccultism 364.

252 |pid., 365

253 |bid., 549.

254 Fernando Pesso@ihe Book of Disquigtrans. ad ed. Richard Zenith (LondofPenguin Books, 2002), 237.

255 eo Tolstoy,The Kreutzer Sonata and Other Storiieans. David McDuff (LondonPenguin Books, 1985), 121.
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WKH plLQDOthéesaters vatbinROORZ WKH FRORXU RI OHUFXU\ WKDW
WKH FORVH RI WPKTFhekiyLdiGis piBde Hdeéntified by Scriabin afid® major,

EHFRPHYV D pGXfbe® PRGHRWRORY DIVQ/AMKHID/ RI FRORXU WKLV |
represents concurrence of thelueandyellow. In all four sources presented earlier (Sabaneev,

Parisian score, and Vandaha-Galeev), Bflat DQ G ( L Q drtbudi\arg\Vassociated with

hues ofblue Yetin MyerstheHBlat LV WKH H[WHQ Vie®Q RU \R&ipwpidhdsW U D
esotericallyyellow LQ % ODYDWVN\{V PHWD®&SatteFDoctrigderamye, e QJ WR
FRORXU WKDW RFFXUV EHWZHHQ UHG DQG \HOORZ LV FRPSO
(as E in the Parisian score). In ©eephical terms, this is the colour combination that creates a
EDODQFH LQ pVXEWOH ER G bgicdlfolon®. EURiNémoreRieFHSW XDO DQG C
correspondence dfiephysicalhuman body (column four in treecondigure) to the planet

Mercury offersanother analogy to the visceral area of the body, the Second EHakr&pleen,

3RQH RI WKH VHYHQ YLWDO FHQW U HX? S¢eh@s\suthDiBbueDNéH 6 HY HQ

Fifth Chakra, tied to creativity and communication (the Third?Pia TheSecet Doctring, and

256 Blavatsky and BesanQccultism 365 (ny emphasis)

257 In theThe Key to Theosoph¥889 andE.S. Instruction, No. &and3 (EsotericPaper$ Blavatsky teaches that

there is a certain correspondenEHWZHHQ WKH VHYHQ FKDNUDV RU |[LiddaBhadrg FHQWUHV I
and the Seven Principles of the human constitution. The sevenfold nature of man is divisible into the Higher Triad
(AtmaBuddhiManag and the Lower Quaternari(&@maPranaLinga ShariraSthula Sharirj. The lower

Kundalini 6DQVNULW IRU Q\LKNHH |OF R QOHG X B simakkiliétted dil iQe-bdsé \of tRespine) and

the lower chakras relate to the sensual, animal, and material parts of human nature which comprise the Lower
Quaternary. The high&undaliniis something which awakens aadses naturally, on its own accord, as men
[humans]develop and advance in spirituality, consciousness, angwédifcation. See Helena Blavatskihe Key

to Theosophy1889): 13436 and 175 DQG( I16Q ,2)QVWUXFWa&RQard NR 11t,607-08, inCollected

Writings, vol. XIl, ed.Boris de Zirkoff (Wheaton, IL The Theosophical Publishing House, 1980).

258 Blavatsky, TheSecret Doctringvol.1, 572.

259 Blavatsky uses various terms to describe this phenomenon, e.g., The Eye of Dangma (Ibid., vol. 1, 27), or The

Eye of Shiva (vol. 1, 45; vol. 2, 296). Curiously,LQ WKH VHFRQG YROXPH %ODYDWVN\ ZULWH)
physicalthird eye, we are toldwvas enjoyed by the men of the Third R&atce down to nearly thaiddle period of

Third SUBrace of the Fourth Rod®ace, when the consolidation and perfection of the human frame made it

disappear from the outward anatomy of man. Psychically and spritbewever, its mental and visual perceptions
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theorange complenentary to the blue, together create a balance in human existence, according

WR %ODYDWVN\TV ZULWLQJV

JXUWKHU WKH LGHD RI WKH RSXV DV DQ LPtBBSOHPHQWDYV
of ChaostTheostKosmos GLVFXVVHG LQ &KDSWHU DSSHDUV WR EH [
HMJUDQG BHWIKIHD i S UL Q F L 88e® ahdHhe/sBqientidl &réer pf the pieces within
thecycle. , W LV DOVR FRQIRVPKHWRWHBHDURIRY®AIDO PRGCHWUS DQG WK
The first éude representing tHehaosstate that inTheSecret Doctrineontains alpotentialities
of human existence and creativity, is followed byTheosR1 W KH ut¥deRO2 WHg e
MIDUWKHVW VSLULWXDO XNirS§iRE L6Q T\ IGLIHAKic@®ARD PR & Q G
correspondence, is purple or violet in Blavatdkig(res2-4 <HW 3SXUSOH LV D FRPSI

red and blue, andluein Eastern Occultism ithe spiritual essence ttie coloumpurple while

red is its material basis?®° Thus, the colour red, associated with the second component of

"HUQRYIxXfW&XDO PRGH 1 PDQLIHVWY LWVHOI DV D uFRPSOHPI

blue according to ScriabfivV WKHRU\ |, Q Wirlétte W& In1@jdrppres@nkng thi¢ same

colour combination as the secontiide, switches the emphasis from violet to BdHCO

DFFRUGLQJ WR "HUQRYDTV WKHRU\ O\WRdutheressentallyWKH VXEWOI
monothematic BW X GH 1R WKDW pkciR QW DO KAMWLLRQ\ VR\DHERH $/MW H Q
SharirafV GHVLIJQDWHG pu3DUHQW RI WKH 3K\VLFDOfa@apPQY UHIHU
paced hird étude, theKosmosor a new, tebe-born man of the Fourth Race, united in itstwo

fold nature represented jolto vivaceandIimpériaux.

lasted till nearly the end of the Fourth Race, when its functions, owing to the materiality and depraved condition of
mankind, died out altogether before the submersion of the bulk of the Atlantean continEht G YR O

260 |pid., vol. 3, 549 (g emphasis)

111



Within each éide the progressions thifetritonelinks and the corresponding pairs of
coloursreveal several straightforward and consistent logical patterns. They can be viewed as
virtually invisible and inaudibléayers of contrapuntal textuoe, in exoteric terms, as the
HPXOWLGLPHQVLR Q D&F 9 DMEEIFEMDRISD XHe fofovirig summary aims to

facilitate visual perception of the elements presented in the frame of their correlative forms.

EXAMPLE 16: Correspondence of tritone links and colours within the formal structure of the
Three Eudes o0p.65.

Etude No. 1
Exposition Development Recapitulation Coda
Themel |Theme?2 |Themel |Theme2 |Themel | Theme?2 | Theme 12

Measure | 1-22 2334 3546 47-64 65-86 87-98 99113

TL EAGB") FOB© B&© DGO EAGB") B'E EB"

Cas AE" DOA FB C@as DG F«C©
B'E FOB© CF© DG®© B'E B'E EB”
GC AE" EB'(AQ |GC
AD FOC GCo A'D
D@ AD B'E B'E
CFo F«CO

ER"

Colour blue-yellow | violet-red red-violet yellow-reddish | plue-orange | yellow-blue | blue-yellow
violet-yellow | greenbluish | bluishrgreen | redviolet | yigjet-yellow | violetorange | rechviolet
yellow-blue | violet-red redviolet yellowsreddish | e low-plue | yellow-blue | plye-yellow
reddishyellow greenbluish bluisfrblue | o ygishyeliow
bluish-green violetred | 2rangeviolet | yeliow-blue
rechviolet reddishyellow | PUEPIUISN | Grangeviolet

blue-orange
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Etude No. 2

Section A 6HFWLRQ $1
Measure (1)2-9 10-18 10-27 29-39
TL CG« GD" GCo DG
(GCO FB" (D°G) B'E
GD' D'G
BE ER"
D'G GD"
Colour violet-red redviolet recdviolet violet-red
yellow-blue yellow-blue
recdviolet
Etude No. 3
Section A SectionB 6HFWLR Coda
T1 Molto vivace | T2 Impérieux T2 Subito meno vivo| T1 Prestissimo T2 Meno vivo
Measure| 1-16 17-38 39-62 63-78 79102
TL GD’ Cas FaC GD’ Cas
AFE’ EB" AE" E'A EAO®
BEO© FaC BF BE© GCo
FB BF
GCo GCoO
Colour | redviolet violet-orange violet-red redviolet orangeviolet
blue-green blue-yellow greenblue blue-green blue-orange
blue-blue violet-red red-blue blue-blue orangeviolet
blue-green redviolet blue-green
red-blue red-blue
orangeviolet orangeviolet
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As mentioned earlier,th SHFLILF pFRORXGMH RQEDFBEWHG E\ 6FULDE

assignment of the key ‘J_rblue, @ zviolet, and Gzyellow-red (orange or fiery)), receives its

HHYVRWHULFY FRORXU XQGHUWRQH WKH VHFRQG FRPSRQHQW
respectively. Within each piece every distinctly different musical idea is accompanied by a new
harmonic treatment, and, therefore, a new colour at the corresponding stages of traditional

Classical musical forms: sonalegro, binary, and ternaryfhe openingheme of the first

étude is blueyellow (E-B”) in both exposition and recapitulation, \ehihe second theme, red
violet GF© LQ WKH H[SRVLWLRQ WDNHV RQ WKH pFRORXUY RI Wl

development section, the area of designated tonal wanderings in classical sonata form, displays,

in this particulaeW XGH WKH pGHHSHQLQJY RI FRORXUV DQG WKHLU ¢
QXPEHU RI KDUPRQLF pSRODU CGiu@eNakds ndildr@ppraakhdbdiaf HI V HFF
its two sections follow the pattern of Scarkaype binary forms, where the eping section

modulatedto a new key and then returns to the hdaag at the end of section two (violet to

red and red to violet in S&rD EL Q TV o.RB The pdguliar aspect of this composition is a

rather clear visual (kscore) and audible (pahged stay on one sonority, changes in tempo

starting in measure 15) division of the essentially monothematic texture into two equal parts in
ERWK VHFWLRQV $ DQG $%fthettBrapnzim bfl th@tdtoltigk aNdXits Q V

corresponding coloypar. COF«G) becomes " in measures-and 1018, which reminds

us of the keycontrasting procedure in a classical sonata form. Seen as such, this form becomes
MDEULGJHGYT ey X\atHH YHEBR GWKH PGHYHORSPHQWTnicGHD SHUYV
variation in the second sud HFWLRQ LQ ERWK KDOYHV RI WKH IRUP ) XUV

area of tonal spectrum results in a conclusion graB enharmonic equivalent o#Ghe

XWWHUPRVW pYLROHW Ysddi@gl GoriReptioRThis Ddtild Qefséefr &5ThR Xedessity
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of continuation, further movement toward the highest spirituality of the colour purple (violet),

which is finally achieved at the end of the thft XGH HQGLQJ @Ua3pielitROHWY RQ &

indicated key of G majorThis lastétude displays the same type of sowdbur contrasts
presented in the first two compositions of the cycle, yet, the-clgdernary structure becomes
its playground. The majestic second theme is clothed predominantlywotet] with theshort

HL QW U XV LNo@owi/aBelDWRHQW XDWLQJ FRQW U BBV aMd B iEX L VK pFR

33-34, 3738, 4748, 5152) prior b its surrender to the dominanakthe Impérieux(Subito
meno vivp and becoming the violet and red link offBn measures 55 and 56. The only change

LQ WKH RSHQLQJ WKHPH XSRQ LWV Préestigsinb@tincelast] LV LWV LQI

$QRWKHU OD\HU RI WKH pFRORXU FRXQWH perlitgWT FDQ E
coloursoundpairs in the thengeof two larger compositions of the cycle. These colours are
emphasized by the rree positioning of the tritonénks as well as phrasirigdicatedby
Scriabin  5SHPDUNDEO\ FRQVLVWHQW LV FRPSRVHU®Vd®8.UHDWPHQ
IntroducLQJ PRUH TKXPDQY V HqIdDroefld CharaRdss SaabiRMdsses the
UHG HQG RI KLV FRORXU SDOHWWH ZKHUHDV WKH pLQKXPDQT
remain in the blue, spiritual area of the spectrum. To further the ideavifig SToward the
Counterpoint of Light LV WR VD\ WKDW HYHQ WKH pFRQQHFWLYH WLVV
elements within eac&ude have a certain contrapuntal idea attached to them. In all three
compositions the secomdmponent of every last tritotiek of each theme beates the firsor
the dominantFRORXU DW WKH EHJLQQLQJ RI WKH IROORZLQJ VHFWI
procedure, not unlike thetrettotechnique in a Baroque fugaeeates, in Scriabig complketely

different sonic effect, bringing the ideassirilarity (identically-soundirg chords comprising
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the tritonelinks) andvariety (melodic development or juxtaposing contrasting themes) to an

entirely new level.
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CLOSING REMARKS

&RQFHSWXDOL]LQJ 6FULDELQTV R $h¥ogophidal@underswtdlH IUDPHZRUI
Polarity DQG 'HU QRY Dfitkle Fitvrg FirtkSuxéannily matching esoteric properties of
HGXDOLW\ DV OO0 PGSHBGVXWRWUHDWH D. AlOh¢ pierestsburid/ HPE OH G
colour, and the overall formal desigttleverly complement each other. The questinat

remains is that of the antithesis between the occult and the rational mentalities involved in the
process of creation of op. 65HowdowH DQG VKRXOG ZH DW DOO SULRULWL]I
HFDOF X OelB3askiR@QAIUL@ELQYTY FRPSRVLWLRQDO PHWKRG" $QG R
the course of analytical study of a composition, thetintellectual or intuitive side that

dominats?

Schloezer asserts that in the process of musical composition Scriabin regarded his own
IRUPXODV DQG VFKHPDWLF FRQVWUXFWLRQV DV BXHeOLDU\ W
IXUWKHU TXRWHY 6FULDELQ VD\LQJ WHRK\DWV/D & H QKORSJI PR U4O IRDILLV
contradictions abound in spiritual life, and | have more confidence in what | feel intuitively than
LQ DQ\ U D W¥’RNrekapdeisLrRign vould probabigree with another Russian
composer, Sofia Gubaidulina, who once redd G 3(YHQ LQ WKH FDVH ZKHQ VWU

would dominate, still intuition wins; it is more important that intuition would dominate. For me

261 SchloezerScriabin 62.

262 pid.
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WKH PRVW LPSRUWDQW WKLQJ LV QRW WR LQWHUPHUH ZLWK I
As for Scrabin, | believe his intellectual side had never overpowered his intuitive esang

us his fascinating lat@usical outputo ponder upon for more than a century after his passing.
,Q 6FULDELQTYV \RXQJHU FRQWHPSRWD.E:DQG FRPSDW

The study of the creative process is an extremely delicate one. In truth, it is impossible to observe
the inner workings of this process from the outside. It is futile to try and follow its successive
phases in somene else's work. It is likewe very difficult to observe one's self. Yet it is only by
enlisting the aid of introspection that | may have any chance at all of guiding you in this
HVVHQWLDOO\ IXFWXDWLQJ PDWWHU °

Alexander Scriabin is no longer here to guide us inth® XFWXDWLQJ PDWWHU" RI KL\
process, yet the fascination with his music has remained for many the driving force for

understanding and interpreting his creations. During the course of writing of this thesis | found

myself balancing betweent®% FRPSHOOLQJ HIWUHPHV WKH WHFKQLFDOL\
RI WKH pWXGHYV DQG WKH PXOWERWYXIGHD @1 WHREESBRIQUAQRNN\Q GLQJ
SSKLORVRSKLFDO" ™ VFKHP HY/ culturaCabaviter &y Drikievilristidgwiti=ary D O X H
astonishing variety of theories, concepts, notions and convictions. It seems to me that the

process of investigating many of the logical possibilities, undoubtedlingtaiff with certain
cutanddriedassumptions, is guided by intuition not unlike tihegess of musical composition

itself. | think to make an honest attempt to analyze a piece of music requires, to a certain degree,
WR HUHFRPSRVHY W KdreaBelbEdies t@ ékplain hdiRand wWhy this music came to

be, what it erhodies and whadt could mean.

263 See inSofia GubaidulinaA Conversation with Bruce Duffi€hicago, April 18, 1997. Accessed May 3,
2016http://www.bruceduffie.com/gubaidulina.html

264 |gor StravinskyPoetics of Music in the Form of Six Lessdmans. Arthur Knodel and Ingolf Dahl. (Cambridge:
Harvard University Press, 1947), 55.
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Envoi

Wheremight scholarshipn Scriabingo next? 2QH RI WKH XQFKDUWHG WHUULWR
scholarship presents itself in an interesting theoMetiotectonisndeveloped in the early

twentieth century by a Russian musicdhst Georgy Konus (1862933), who taught piano and

harmony to Scriabin as ateenag€DULQD /REDQRYD PHQWLRQV WKDW 6FUL
Prometheusonfimthe FRPSRVHUYV IDPLOLDULW\ ZLWK WKH DQDO\WLF
teachef®® . R Q X Mdrdtectonisnpropagates strict proportions within a musical form. His

/IDZ RI (TXLOLEUL XP-&htl spxcedlatet \pakahhefelrs is conceived of as universal

and absolute for all eras, styles, and types of musical cultures. According to Kontypetlub

methodology allows the analyst to provide a rationale for individual principles of-nigtitamic
RUJDQL]DWLRQ DQG WR UHYHDO KLGGHQ SHULRGLFLW\ DQG F
method was condemned as formalisinel rejected by the Se¢s The unpublished manuscripts

of this original theorist are preserved in the archives of the Scriabin Memorial Museum in

Moscow. They are waiting to be discoveféd.

265 obanova,TheosophisttTheurg +Mystic, 30810.

266 pbanovaalso ZULWHV W K DWR BFPUQ b X @RthesQalhihree Eudes opus 65re preserved in the
Scriabin MemoriaMuseum under the number MMK. N 31. Seen Lobanova;TheosophisttTheurg +Mystic,

305. My numerous requests to the Museaarabtain a copy of these documents fell on deaf ears. | hope that future
researchers on the subject will be more successful in communication with this historical institution.

119



BIBLIOGRAPHY

$EUDKDP *RevMé®fScriabin: A Biography of the Russi@omposer, 1871915
by Faubion Bowers Music and Letter§2,no. 3 (July 1971): 3%:14.

222 Studies in Russian Musicondon: Faber & Haer, 1935
222 Masters of Russian MusiNlew York: A.A. Knopf 1936.

Adamenko, Victoria.NeaMythologismin Music: from Scriabin and Schoenberg to Schnittke
and Crumb Hillsdale, NY: Pendragon Press, 2007.

Adorno, Theodor W Aesthetic TheoryTranslated and editdry Robert HullotKentor. London
andNew York: Bloomsbury Academic, 2013.

Alshvang, Arnold. =KL]QY L WY RUFKH YV YifeRng CréativieNMoN®G & IAQID
Scriabir]. Moskva: Muzgiz, 1945.

Antokoletz, Elliott. 37UDQVIRUPDWLR Q Wigdnido Mb8eHF T2 @ietFRQury
OXVLF %DUWYN 6WUDYLQV NMusiRhalyBdE, @p. D QW3 2EUHFKW -~

Asafiev, Boris. Scriabin, Opyt KharakteristifiAn Attempt oCharacteristic$. St.Petersburg:
Muzyka,1921.

Avraamov, ArsenMikhaylovich. 33XWL L VUHGVWYD WYRUFKHVWYD" ™ >:D\V
creativity]. Muzykano. 164 (1914): 3¥3.

222 33XWL L VUHGVWYD WYRUFKHVWY MuzykéandViIm QEGPHDQV RI
21547.

222 3 4+ ‘Muzkano. 232 (1915): 478.

222 3*U\DGXVKFKBODD ARMNBODQL QRYD\D jUDLY *0/XWREBLLFRKRQFH
the future and a new era in music histoMiizyND O« Q L\ 6 RnoUZH FOmHeR QAL03.

222 3gP\FKNRYwW\ SROLNKRUG  >MiziN O\0EYEeBIRO3IFKRUG @
(1915):44-52.

222 380«WUDNKURPDWL]P  LMdtyN R B QQ Mk REGRDME $EFRHOAD LN
15768.

% DNHU - DPéMetiieusidd the Quest for Colévlusic: The World Premiere of Scriabin's
Poemof FireZLWK /LIJIKWV 1HZ <RUN Muit/ahyd Modem Aredited
by James Leggio, 625.New York: Routledge, 2002.

222 S6FULDELQ V OXVLF DV 3ULVP Mrdic Dhediyih EGnCepB&dO RV R S K

120



Practice edited by James M. Bakéavid Beach, and Jonathan W. Bernard9563
Rochester, NY: University of Rochester Press, 1997.

222 The Music of Alexander ScriabiNew Haven: Yale University Press, 1986.
222 S6FULDELQYV ,P $I0sicHhatry SReQtD (1980):1-18.

222 Alexander Scriabin: The Transition from Tonality to Atonality. Ph.D. diss., Yale
University, 1977.

Bakst, JamesA History of Russiasboviet MusicNew York: Dodd, Mead & Company, 1962.

%DOODUG /LQFROQ 0 3$ 5XVVLDQ O\WWLF LQ WKH $JH RI $T.
6FULDELQ LQ Wmetitan MUsiSQ.Qo. 2 (Summer 2012)94227.

Bandura, Andrei IvanovichAleksandr Skyabin ORVNYD ,JGDWHOfVWYR $UNDLP
Landscape Series, 2004.

222 Alexander ScriabintTatiana Scloezer Moskva: Klassikat;;, 2SXV GY1$PRXU
Series. 2007.

222  6FULDELQ /H 3R gHMésk@HKIas§ikdKD Mistory of One Masterpiece
Series, 2009.

222 Tale of Seven Races: Evolution of a Man in the Musical and Literary Legacy of A. N.
6 F U L Delfifdourna) no.3 (1997): 3742.

222 36NU\DELQ L QRYD\D QDXFKQD\D SDUDGLJPD ;; YHND"  >61
paradigm of the 20th centuryMAk4 (1993): 17580.

222 A H. Kdjybgb ? leAadkdzywqzgu_ AFibktZkl\_glyg]h
F_fhjZzegh]lh FnyaH. KdjybgZ <ui M. (1995):116.>3%$ 1 6FULDELQ DQG +
% O DY D WaéiblarlyN@&esof Scriabing MemorialMuseum?2 (1995)].

Belyj, Andrej. Glos®lalie/Glossolalia: Poem Ubereh Laut/APoem about Soundrlranslated
by Thomas R. Beyer JDornach: Pforte Verlag, 2004.

Belza, Igor. A.N. Scriabin Moskva: Muzyka, 1982.

Bernstein, LeonardThe Unanswered Question: Six Talks at Harv&ambridge, MA and
London Harvard University Pres§976.

Besant, Annie and Charles W. LeadbeafdroughtForms London and Benares: Theosophical
Publishing Society, 1905.

Blagoy, Dmitry. 6 F U L D BEud€sfFWudg Skryabinp ORVNYD *RVXGDUVWYHQQRH |

121



Izdatelstvo, 1963.

Blavatsky, HelenaThe Secret Doctrine: The Synthesis of Science, Religion, and Philosophy
Two volumes. London: The Theosophical Publishing Company, Ltd., 1888.

222 |sis Unveiled: A MasteKey to the Mysteries of Ancient and Modern Science and
Theology.Two volumes. Pasadena: Theosophical University Press, 1998.

222 | The Key to Theosophy, Being A Clear Exposition, in the Form of Question and Answer,
of the Ethics, Science, and Philosophy, for the Study of which the Theosophicallxiety
Been Founded?asadena: Theosapal University Press, 1987.

222 and Annie BesantOccultism of the Secret Doctring/hitefish MT: Kessinger
Publishing, 1993.

222 3( 6 ,QVWUXCEoWettedQVritingsvolume XIl. Compiéd by Boris de Zirkoff.
Wheaton, I The Theosophical Publishing House, 1980.

Bowers, FaubionScriabin,a Biography. Second edition, revised. New York: Dover, 1996.
Originally published aScriabin: aBiography of the Russian Composer, 1-8B15 Tokyo:
Kodansha International 969).

222 | The New ScriabinEnigma and Answerdlew York: St. Martin's Press, 1973.

Brent 6PLWK $OH[DQGHU 36RPH 5HIOHFWhRMuSMcdTneddKH :RUN R
no. 1001 (Jul. 1, 1926): 59.

222 s6RPH 5HIOHFWLRQV RQ WKH :RTh&IMBsic8Fhksd),BHe.Q &RQFO
1002 (Aug. 1, 1926): 6994,

Bristol, Evelyn. A History of Russian PoetryNew York Oxford University Press, 1991.

%URZQ ODOFROP 3:6NULDELQ DQG BliXatadthirenturg Musis, g 6 \PER O
1 (1979): 4251.

222 Review ofScriabin: A Biography of the Russian Compo4&711915 by Faubion
Bowers. Journal ofResearch in Music Educati@i, no. 4 (Winter, 1973): 3778.

&DOOHQGHU &OHDWGBRQJ 3DRIWHHPRQ\ LQ WKH 0XVdumaRdf $SOH[DQ C
Music Theoryd2, no. 2 (1998): 2133.

Carlson, Maria.No Religion Higher than Truth: A History of the Theosophical Movement in
Russia, 187%.922. Princeton: Princeton University Press, 1993.

222 3)DVKLRQDEOH 2FFXOWLVP 7KH 7KHRVRSKLFDO :RUOG R
6 F U L D Jour@al of the Scriabin Society of Amerit, no. 1 (Winter 2008B): 54:62.

122



Chuchvaha, HannaArt Periodical Culture in Late Imperial Russia (182817): Print
Modernism in TransitionBoston, MA: Brill, 2015.

Clutsam, George Howard37KH +DUPRQLHV e Musiddl DifadéSq, Ho." 841
(Mar. 1, 1913): 1568.

222 30RUH +DUPRQLHVTRel Musi¢ALTIneS4Qrid. 845 (Jul. 1, 1913): 441
43.

222 S0RUH +DUPRQLHV R 66 ThDMuiQ@HIMeS,Qavade X H
(Aug. 1, 1913): 5124

Cohn, Richard.Audacious Euphony: EURPDWLF +DUPRQ\S&GNAleH 7ULD GV
Oxford: Oxford University Press, 2012.

Coleman, William Emmette. "The Sources of Blavatsky's WritingsA Modern Priestss of
Isis by Vsevolod Sergyeevich Solovyoff, 3886. London: Longman&reenand Co., 1895.

Compleston, Frederick CRussian Religious Philosophy: Select Aspeédtére Dame, IN:
University of Notre Dame Press, 1988.

Coon, Arthur M. TheTheosophical Seal: A Study for the Student and theStiatlent Adyar,
India: The Theosophical Publishing House, 1958.

&RRSHU ODUWLQ 36 F UL D Husfg andLettarans, kroDZ(1935):A LAV -~

222 "Alexander Skriabin and the Russian Renaissance Slivonic and Romantic
Music: Essays for Gerald Abrahaiidited by M. H Brown and R. J. Wiley, 2180. Ann
Arbor: UMI Research Press, 1985.

'‘DPDUp % UMnsic &nd Literature in Silver Age Russia: MdthKuzmin and Alexander
Scriabin.” PhD.diss, University of Michigan, 2008.

Delson, Victor. Scriabin: Essays otnis Life and Music Moskva: Muzyka, 1971.
Dernova, Varvara =Z jfh g b§d j y [ b[@Zriabin's Harmonly Leningrad: Muzyka, 1968.

222 3*DUPRQ&N UL D ERALK Bkriahi@ Sbornik stategdited by Sergei Pavchinsky
and Viktor Tsukkerman. Moscow: Sovetskii kompozitor, 1991.

Dickenmann, PaulDie Entwicklung der Harmonik bei A. SkrjabfPhD.diss.Bern-Leipzig,
1935 (Reprint Nendeln 1978).

Eberle, Gdfried. Zwischen Tonalitat und Atonalitat: Studien zur Harmonik Alexander
Skrjabins Salzburg: Katzbichler, 1978.

Erpf, Hermann.Studien zur Harmonie und Klangtechnik der neueren MMgi&sbaden:

123



Breitkopf und Hartel1927.

(ZHOO 3KLOLS B36FULDELQ DQG W K H netatedRardlatiénl ofkidieH WK &H
by Yury Kholopov.Journal of the Scriabin Society of Amerith no. 1 (Winter 20062007):
12-27.

222 3S6FUIMDEHYPHQWK 3LDQR 6RQDWD 7KlddiaHa St@@WO \WLFDO $ ¢
Review23 (Spring/Fall 2002): 567.

222 S6FULDELQYYV '"RPLQDQW 7KH (Y Redutnal Qf SchebketignUP RQLF
Studiesl (2006): 11848.

Forte, Allen. TheStructure of Atonal MusidNew Haven: Yale University Press, 1973.
222 "Pitch-Class Set Analysis TodayMusic Analysigl/1-2 (1985): 3637.

222 | "Letter to the Editor in Reply to Richard Taruskin from Allen Forkéusic Analysis
5/2-3 (1986):321-337.

Fraser, Thomas Juliug.he Voices of Time: A Cooperative Survey of Man's Views of Time as
Expressed by the Sciences and Humanifiesherst: Uniersity of Massachusetts Pre$881.

FrolovaWalker, Marina. Russian Music and Nationalisfarom Glinka to StalinNew Haven:
Yale University Press, 2007.

Galeev, Bulat and Irina Leonidovna Vanechkina, "Was Scriabin a Synesthetefgirdo
34, no. 4(2001): 357361.

*DZER\ $QQD 3$OH[DQGHU 6FULDELQYV thekAHatysisIof LQ %O XH (\
Prometheus: Poem of FireR S " 3K ' GLVV <DOH 8QLYHUVLW\

222 DQG 7TRZQVHQG -XVWLQ 36 MIQ:DABoughaDiQ Ge\WdCiety®RVVLEOH
Music Theoryl8/2 (June 2012).

Grove, PaulR3'RFWULQH RI WKH &DQRQ $Q $QQRWDWHG 7UDQVOD
BoRN RI 6HUJHL ,Y D QFRYDLISK., UBV@rsityl df Arizona, 1996.

*XHQWKHU 5R\ - 39DUYDUD '"HUQRYDYV 6\VWHP RI $QDO\VLV
Russian Theoretical Thought in Musidited by Gordon D. McQuere, 1:68. Ann Arbor:
UMI Research Press, 1983.

222 39DUYDUD QGanh@nitaySRrfakina $ 7UDQVODWLRQ DQG &ULWLFDO
Ph.D. diss., Cathix University of America1979.

222 3$Q ([DPLQDWLRQ RI $QDO\WLFDO $SSURDFKHV WR +DUP
RUNV RI $OH[DQGHU 6FULDELQ" 0 $ GLVV &DWKROLF 8QLY

124



Gunst, Evgeny.Skryabin i yego tvorchesty8kryabin and his work]. Moskvaly V A 915.
Hayman, RonaldArtaud and AfterLondon: Oxford University Press, 1977.

Hugo, Victor, 3es Rayons et les Ombrésn Victor Hugo: Oeuvres completggrvensa,
France: Arvensa editions, 201:3)3561539.

Hull, A. Eaglefield. A Great Russian TorRoet: Scriabin New York: AMS Press, 1970.

222 S6FULDELQYYV 6FLHQWLILF '"HULYDWLRQ RProededinglk Q\ 9HU"
of the Musical Associatiof3 (1916- 1917): 1728.

222 37KH 3LDQRIRUWH 6RQDW D VhRMusi€aUTirDeE, v. 88R QWL QX H G
(Dec. 1, 1916): 5392.

222 S6FULDELQ $Tr&eRBdicH QiMes7, no. 1005 (Nov. 1, 1926): 9931,

Ivanov, VyacheslavRodnoe | vselenskoBloskva: Respublika, 19949\ ZgkR\ B. Jh*gh_ b
\k_e_gk&ihkl \klmibl kl<WFiithfefZg WJ_ kim][e heo2.
Fukebl &b\ _dJz

Kallis, Vasilis, ®Pitch2UJDQLVDWLRQ LQ 6F UMOSE AQIy&iTMHQWEEh 6 RQDWD ~
2015): 346.

Karatygin, Vycheslav Skryabin Petrograd: Muzyka, 1915.

Kelkel, Manfred. $OH[DQGUH 6FULDELQH VD YLH OfpVRWpULFLVPH
oeuvre Three volumes. Paris: Editions Honoré Champion, 1978.

222 "Les esquisses musicales @ef $ F \Mable2I&) Pcriabine,Revue de MusicologiE?
(1971): 4048.

Kholopov, Yury. =Zjfhghy hj _Ibqg_kidibj&cocd\Z 0a wh 1988 Harmony.
Theoretical Course Moscow: Muzyka, 1988.

222 3Kdjy[blglZzjfhgyO\ d[&criabin and the Harmony of the Twentieth
Century]." InM q _g A Zib K{8dholarly Writings], 125. Moskva Izdel'skoeOb'edinenie

Kompozitor (1993)

Klumpenhouwer, Henry. "Dualist Tonal Space and TransformatibineteenthCentury
Musical Thought." InThe Cambridge History of Western Music Theedited by Thomas
Christensen, 4584. Cambridge: Cambridge University Press, 2002.

IDTXD 'DQLHO DQG &KULVWRSKH 9HUEUXJJHQ 3%H\RQG WK
Symbolists between the Region and thél S X E O L F RConhtpakai el Critical Studies
10, no.2 (July 2013): 24-58.

125


http://teatr-lib.ru/Library/Personal/Ivanov_Viacheslav_Ivanovich.htm
http://teatr-lib.ru/Library/Personal/Tolmachev_Vasily_Mihailovich.htm

Lee, Kuo<LQJ 3$Q ([DPLQDWLRQ Rl ,QQRYDWLRQV LQ $OH[DQGH
3LDQR °~ '0$ GLVV 8QLYHUVLW\ RI 1RUWK 7H[DV

Leikin, Anatole. 3)URP 3DJDQLVP WR 2UWKRGR[\ WR 7TKHRVRSK\ 5HIC
the Pianomust RI 5DFKPDQLQRY D/QdhgateUrnetable:@lusicad
Representations of Religious Experier®46. Hillsdale, NY: Pendragon Press, 2002.

222 The Performing Style of Alexander Scriabirarnham: Ashgate Publishing Limited,
2011.

Lendvai, ( U QBéla Bartok: An Analysis of His Musit.ondon: Kahn &Averill, 1971

Leonard, Maurice Madame Blavatsky: Medium, Mystic and Magiciaandon, New York:
Regency Press, 1977.

Lewin, David. Generalized Musical Intervals and Transformatiohsew Haven: Yale
University Press, 1987.

Lissa, Zofia. "Geschichtliche Vorform der Zwfiontechnik."Acta Musicologica/ (1935): 15
18.

Lobanova, MarinaMystiker, Magier, Theosoph, Theurjtexander &rjabin und seine Zeit
Hamburg: Bockel Verlag, 2004.

222 | TheosophisttTheurg tMystic +Magician: Alexander Scriabin and his Tirrfst.
SHWHUVEXUJ 3HWURJOLI 3LVY{PHQD 9UHPHQL 6HULHYV

222 Alexander SKIDELQ O0\VWHUL X PaXQc¢hette{MayN.996): 27.

222 Zahlen, Mystik, MagieNeueste Erkenntnisse zu Skrjabins «Prométhdézas"
Orchester(January 2002):-4.3.

222 Nikolaj Andreevic Roslavec und die Kultur seiner Zeitankfurtam Main: Peter Lang
GmbH, Internationaler Verlag der Wissenschafi&97.

Luria, Alexander RomanovichThe Mindof a Mnemonist: A Little Book Abouté&ast Memory.
New YorkandLondon: Harvard University Press, 1978.

MacDonald, Hugh.Skryabin.London: Oxford University Press, 1978.

222 3:RUGV DQG OXVLF EThéMusidaUNDEEIIBNE. 1547 (January
1972): 2227.

Mandelstam, OsipSelected PoemsTranslagd by Clarence Brown and W.S. Merview
York: Macmillan Publishing, 1974.

126



Maskelyne, John NevilThe Fraud of Modern "Theosophy" Exposed: a Brief History of the
Greatest Imposture Ever Perpetrated Under the Cloak of Religmrdon: G. Routledge &
Sons, 1912.

Matlaw, Ralph E. "Scriabin and Russian Symbolis@oinparative Literatur@1/1 (Winter
1979): 123.

Martins, Jose Eduardos4 XHOTXHV DVSHFWV FRPSDUDWLIV GDQV OHV O
'"HEXVV\ HW EENerSDEhGsY (1983): 2437.

McQuere, Gordon. 7KH 7KHRULHV RI %R O Ry$Sdd YheobielcRl Thobght’in |, Q
Music,edited by Gordon D. McQuere, 1:84. Ann Arbor: UMI Research Press, 1983.

Meade, Marion.Madame Blavatsky, the Woman behind the Mydw York: Putnam, 1980.
Messiaen, Olivier.Conference de NotrBame Paris: Leduc, 1978.

OLFNH\ 'DQLHO 'HZLWW ,,, 3$Q $QDO\VLV RI 7TH[WXUH LQ 6H
6FULDELQ °~ 0 $ 7KHVLV 2KLR 6WDWH 8QLYHUVLW\

Montagu Nathan, Montag Handbook to the Piano Works of A. Scriabirondon: J. & W.
Chester Ltd., 1922.

ORUJDQ 5REHUW 36\PPHWU-L3RDDF WRFM IRiQTEERASIRIUM
20, no. 1 (1998):-47.

ORUULVY OLWFKHOO %U\DQ the Transtehdz@ SttaiR: Whe Mlokk® oD Q G
Alexander Skryabin, 1898 " 3K ' GLVV 08CHlfgrhidal Barkeleyl 998.

ORUULVRQ 6LPRQ 36NU\D E lo@QrnBl @fGheikdticaP MusizologiEaD H -
Society51, no. 2 (1998): 28330.

222 Russian Opera and the Symbolist Movenigetkeley and Los Angeles: The
University of California Press, 2002.

OXUUD\ 'DYLG 3'LVReRawWwfSoBatdn: Xrtidk ahd Mystiby Boris de
Schloezer WUDQVODWHG E\ 1 TkreRMDgicel BregeRAD (MY NDBS): 248.

O\HUV &KDUOHV 37ZR & DBritish Rurmbi\ @ PhicvadsyHI140915):
11217.

1HZPDUFK 5RVD 23URPHW K AheWusitd FimessHB. $8l (ApriU H °
1914): 22732.

ILNROLF +UYRMH 3(35 EHIRYHRKISWBEBRXIJKMWQMMWHILQPHQW UH
European Journal of Physi@3, no. 5 (2012):-16.

127


http://iopscience.iop.org/journal/0143-0807

Noll, Thomas. " )URP 6LHYHV RI 7TRQHV WR 6 LAh#isal Rarspetives\ohR U P D W
Skriabinfv 6 WX G\ IRU 3L D QIR Woskshop arRMathematical and Computational
Musicology Edited by Timour Klouch€el-6. Berlin: Staatliches Institutif Musikforschung,

2005.

ObeyesekeregzananathThe Awakened OneBhenomenology of Visionary Experiendéew
York: Columbia University Press, 2012

Paperno, IrinaCreating Life:The Aesthetic Utopia of Russian ModerniStanford:Stanford
University Press, 1994.

Perle, GeorgeSerial Composition and Atonality: An Introduction to the Music of Schoenberg,
Berg, and Weberr6th ed. Berkeley University of California Press, 1991.

222 36 FULD E B Q DD AV Analysis3, no. 2 (1984): 1022.

Pessoa, Fernandd.he Book of DisquietTranslated and eed by Richard Zenith. London
Penguin Books, 2002.

Pople, Anthony.Skryabin and Stravinsky, 190®814: Studies in Theory and Analydiew
York: Garland 1989.

222 3gNU\DELQYTV 3UHOXGH 2S MRiC Anadyidi Wo.2 L8835 W U X F W »
151-73.

Poznansky, AlexandefTchaikovsky Through Others' EyésRussian Music Series.
Bloomington Indiana University Press, 1999.

Pryashnikova, Maria and Tompakova, OlgaH W Rz8ikrWitvorchestva A. N. Skryabina
[Chronicle of the life and work of A. N. ScriahiMoscow, Muzyka, 1985.

Pyman Avril. The Life of Aleksandr Blokhe Release of Harmoni©081921
Oxford: Oxford University Press]1979.

222 A History of Russian Symbolis@ambridgeCambridge Univesity Press2006.

222 Pavel Florensky: A Quiet Geniu KH 7UDJLF DQG ([WUDRUGLQDU\ /LIH
Unknown Da Vinci New York:Bloomsbury Academic, 2010.

5HLVH -D\ 3/DWH 6NULDELQ 6R P H\iRdide@HERrSUD/HMSI®H, MK L Q G WK F
3 (1983): 22631.

5LWWHU -RKQ 3%HWZHHQ +DUPRQ\ DQG *HRPHWU\ 6WUXFW:
Ph.D. diss.University of California at Santa Barbara, 2001.

5RFKEHUJ *HRUJH 323RODULW\ LQ OXVLF 6\PPHWU\ DQG $V\P

128



Proceedings of the American Philosophical Socldty, no. 2 (1997): 16%6.

Rosenthal, Bernice G., ed:he Occulin Russian and Soviet Cultuéhaca, NY Cornell
University Press, 1997.

222 37KH 6SLULW RI 0XVLF LQ Ruxsiak HiBtqy6,\NoER(TOB3):P ~
66-76.

Rossler, Aimut, edContributions to the spiritual world of Olivier Messiaen: With original texts
by the composeDuisburg, GermanyGilles & Francke, 1986.

Rubtsova, ValentinaA.N. Scriabin Moskva: Muzyka, 1989.

Sabaneev, Leonidvospominaniya O Scriabifj®ecollections about ScrialjiitMoscow:
KlassikaXXIl, 2000.

222 3$ 1 6FY4 DHP®RUssian Revie®5s, no. 3 (1966): 2587.
222 gcriabin Moscow: Skorpion, 1916

222 37KH 5 HODWLRQ % HWWH H @ lbIRX\RW@D WHEMER@RI: 3ULQJ
Letters10, no. 3 (July 1929): 2667.

222 Modern Russian Composei&anslated by Judah A. Joffe. New York: International
Publishers, 1927.

222 33LVePD R PX]\NH XO+<WUDNKU R Reaps\ahiobtkidsichNtbe\D SROHPLN
ultrachromatic polemic]0 X]\ND O+ QL\ V RNSicHCBrite@abtaly/] no.6 (1916): 99
108.

222 OX]J]\NDOTQ\H %HVHG\ " >0XVNMEZYk®JduR&H . HI2 1IDIB)LRQV @
37.

222 OX]\NDOTQ\H %HVHG\" >0 X VNEZZkOIRY, 14 1DIB)1R Q V @
68.

222 OX]J\NDOTQ\H %HVHG\ " >0XVNMUZYk®JduR&H Y. HIT 1DIB)LIRD V @
222 33ULQWVLS\ WY RU F K H/Nayks DougnaltboN194 [ &1141292-85.
222 33ULQWVLS\ WY RU F K H/Nayks DougnaltdoN202 L EF140Q6G1-16.
222 33ULQWVLS\ WY RU F K H/MNajyks DougnaltdoN203 [ 14 106229.

222 33ULQWVLS\ WY RU F K H/Nayks DougnaltdoN209 O FI50QER03.

129



222 3 U R P H Wugyadsurhalno. 9 (January 29, 1911): 1:260.

222 S6FULDELQ DQG WKH 3KHQRPHQRQ RI &RORUHG +HDULQ
6\PSKRQ\ p3UR RN ' 6 R bl 45PPe@oQrad\(1916): 16875,

SabbaghPeter. The Development of Harmony in Scriabin's WofReca Raton: Universal
Publishers, 2003.

Samson, JimMusic in Transition: A Study of Tonal Expansion and Atonality, 199#D.
Oxford: Oxford University Press, 1977. Reprint, 2002.

222 S6FULDELQ 7KH (YROSowdiry® (FOr4p 6dai3WKRG

Savenko, SvetlanaSergey Ivanovich Taneev (186915) Moskva: Izdatelstvo Muzyka,
[Series: Russian and Soviet Composers], 1985.

Schloezer, Borisle Scriabin: Artist and MysticTranslated by Nicolas Slonimsky. Berkeley:
University of California Press, 1987.

Schonberg, Harold Charle3he Great Pianists from Mozart to the Preséxgw York: Simon
& Schuster, 1963.

Schuster& UDLJ -RKQ 32&RQWUDVWLQJ &ROOHHWehRtQMYyLQ 6FULDE
Speaking/ (1992): 99124.

Scriabin, AlexanderEtudes for FortepianoLeningrad: Musyka, 1981.
222 Trois Etudes pour Pian@p. 65 Moscou: PJurgenson, 1912.
222 SLVIPD >6FULDELQYV /HMEWH Mz@Ra, 1965/2MY KSHURY

Smith, Kenneth.u$ 6 FLHQFH Rl 7RQDO /RYHY" 'ULGertuly®ISmdi} LUH LQ
WKH (URWLFV Musicda)sieD In@. 1-3 (2010): 23-63.

222 $'HVLUH DQG WKH GULYHV $ 1HZ $QDO\WLFDO $SSURDF
$OH[DQGHU 6NU\DELQ ~ 3K ' GLVV 8QLYHUVLW\ RI "XUKDP

222 Skryabin, Philosophy and the Music of DeskFarnham, UKandBurlington, VT:
Ashgate 2013.

Stravinsky, Igor.Poetics of Music in the Form of Six Lessoh®nslated by Arthur Knodel and
Ingolf Dahl. CambridgeMA: Harvard University Press, 1947.

Swan, Alfred. Scriabin New York: Da Capo Press, 1969.

7TDUXVNLQ 5LFKDUG S26FULDELQ DQG WKPBetnth§ RudslaXxPDQ $ OL

130



Musically: Historical and Hermeneutical Essay&)8-59. Princeton: Princeton University
Press, 1997.

222 Review of Forte'§he Harmonic Organidéon of The5LWH R €8rkghtQJ ~
Musicology28 (1979): 1149.

222 "Letter to the Editor from Richard TaruskiMusic Analysi$/2-3 (1986): 31320.

222 35 HY L HIE\MWRIE of Alexander Scriabny James M. Baker arfscriabin: Artist
and MysticE\ % RULV GH &E3{cORedry Spddirui0 (Spring 1988): 14809.

222 gtravinsky and the Russian Traditions: A Biography of the Works thidagta.
Berkeley: Univesity of California Press, 1996.

222 | The Oxford History oWestern Musicvolume four. Oxford: Oxford University Press,
2005.

222 36RPH 7TKRXJKWYV RQ WKH +LVWRU\ DQGhellawWeRd LRIUD S|
Musicology3, no. 4 (1984): 32B9.

7HQNDQHQ $WWH 37UDFNLQJ )HDWXUHV ZLWK &RPSDULVRQ ¢
Mathematics and Computation in MusiBerlin andHeidelberg Springer Verlag2009

Thiemann, Ronald FThe Humble Sublime: Secularity and the PoliticBelief London and
New York: I.B. Tauris, 2014.

Tolstoy, Leo. The Kreutzer Sonata and Other Stori@gansated by David McDuff. Londan
Penguin Books, 1985.

Tsvetaeva, MarinaSelected Poem3ranslated by llya Kaminsky and Elaine Feinsteondon
andNew York: Penguin Classics, 1994.

Tymoczko, Dmitri. A Geometry of Music: Harmony and Counterpoint in the Extended Common
Practice New York: Oxford University Press, 2011.

Unkovskaa, Aleksandra. "Méh~Z Hk \\dhQbk e7KH OHWKRGolH &ROR
Numbers]."Vestnik Teosofil/3 (1909).

Vanechkina, IrinaL 3:KHUH GRHV 37KH %OXH 5LGHU” *DOORS" 6FK|QE]
6\QWKHVLV Bdhdhbevg an&aq@linsky. An Historic Encounteedited by Konrad
Boelmer, 95100. Amsterdam Harwood Academic Publishers, 1997.

222 "On Scriabin's Coloured Hearing." BURFHHGLQJV RI WKH 7KLUG p/LJKW
ConferencgKazan: KAI, 1975).

222 | 36 FUL DPEO@thisus WR WKH B3UREOHPV RI 6\QWKHVLV RI OXVLI

131



Thesis,.D]DQ =KLJDQRYYV 6WDWH &RQV HZY D §wiRAb g Z ,Q 5XV
E _hgb~h&Ghf | »c:.G Kdjy[bgZhl[e fRbgl frZaudbk\ 1Z

\Thj_n_jZl "bkk_jlZpbb gZ khbkdZgb_ mq_ghc kl_i_gb dZg~brZIZ
DZazZgkdZy Jhkm~ZjkI\_ggZy dhgk_j\ZGkj@yb]Z gR0BEDY bf

Wai-/'LQJ &KHRQJ 36FULDEL QIunalbMhb RoRRaQMLUSICEIFRASSECiAtiON
121, no. 2 (1996): 2088.

222 32UWKRJUDSK\ LQ 6F UMBE AQIYSL2Dnd/ B (1FD8):NHBO.”

222 37KH /DWH 6FULDELQ 3LWFK 2UJDQL]DWLRIKDQG JRUP |
diss., University of Cambridge, 1990.

Wait, MarN  3/LVIW 6FULDELQ DQG %R X QdétufnakoRt\AMEiddd DW LR Q R
Liszt Societyl (1977): 916.

Wesling,Donald. 37KH 6 SHDNLQJ 6 XrERdéiri &id PQetiss<sinvel1D1 New
Literary History23, no. 1Versions ofOthernesgWinter, 1992): 93112.

West, JamesRussian Symbolism: a Study of Vyacheslav Ivanov and the Russian Symbolist
AestheticLondon: Methuen, 1970.

Westphal, Kurt. 'LH +DUPRQLN 6F UL D ®le@ W Jahiyans,HEEXK 1035.

'HW]HO 'RQ 3$OH[DQGHU 6FULDELQ LQ 5XVVLDQ OXVLFRORJ\
 QWHOOHFWXDO +LVWRU\ ~ 3K ' GLVV 8QLYHUVLW\ RI 6RXW

:LOH .LS 3&ROOHFWLRQ LQ 1HRFHQWULF OXVLF &8 6WXG\ LQ
'"HEXVV\ 6WUDYLQVN\ 6FULDELQ %DUWRN DQG 5DYHO ~ 3K
1995.

Williams, Gertrude Marvin Madame Blavatsky: Priestess of the Ocdiéw York, NY: Lancer
Books, 1946.

:LVH +HUEHUW +DUROG -U S7TKH 5HODWLRQVKLS RI 3LWFK 6t
SLDQR 6RQDWDV RI 6FULDELQ ~ 3K ' GLVV 8QLYHUVLW\ RI
Music, 1987.

ZhalninaVasilkioti, Irina. 3$UWLVW 1LNRBR ODIGC6KBOIOBEY RUPBQWRQLV %HC
[Russian Art JournalTheme of issue: Russidreece. Dialogue of cultures]:2016.

Zhitomirsky, Dmitry. A.N. Scriabin Moskva: Muzyka, 1977.

132



Nei

ob- = Akt - 180

9

s ey S — i el

|

Ot e ———
| !
i

9 b
Y ¢ "j 1,

i_._ " x_i,b 4 qw}}si: 61?!}{} 3b (!4 } s 9 e gl
fé@} = “;:jéz%f?’fzzé{fﬁ;%”*i&%~~~ o e



e b e T
M. ## he 220

ey

) be

e 4 |
#-{‘_!ﬁ hﬁl’f_‘: lq:'h;!;T ;ﬁ## bﬁ :poc(} rit.

y —= | T

f | | I %

E l -! | |'

tw-b--—‘g“-- — I E;ﬁ & l!’:: S ]

EES o e =

:. B 1 _-Dh_ B E L !

1) 6 6h9 abs 3hlggpabe) 5b g o, 5 5 |
SEassn e S |

%



|J;-} 6 6!: 9 ebsbslsbesbg}) 5b ssp 6 ss | |




“ag o 1™ T Meno vive deso

i

‘,,;mm avee lanyuens

S B Ve r)




Y |
T S —
i
|
i

(

6,6b9 9p 3b

l
f
|
I

i



. A\.__/FHFF\-./L‘:?\H L\../;"‘%\-ﬁ.r

i
e 1 S m———

i. 1
(g e g s i gh s gpi s coh 3 5 g

L o m{”(@“#;g,;;;; L oo —ve




Meno vivo

L'{ﬂw whe &7 » %E
l@‘) 2
5 T

{
: Leyuto

I
1
|
|

e
]
o1

i T
z) Jb S
HI‘T

£ "
....1...

R "
ob 9,9 3b & #i

B e - :bi__.. te o




:
w}*

i
11

INERY ]
(-
T‘S;
E _
vl

7
T
-

;EFF - zh.gdl-"g—,__ Lii-,%! v %

X

- ll
| i
Hﬁ- } | | el l
B i b ) -
- \ T =

:’: Bb i Bb
6b b 91 eb 4

i
e

E
Sl

s

ch 939 6 A p 5b |

pe e
4l i b el

st




ol b, peiBel ey He £ 0 o8 oe

% tl';f 4,@ ar "




AP | D |

—2 6b 9,9, 351

5 _F s il Vo
Y 5h Zhy shdh 9 bbb 6b6 rb:-bﬁ:u |

o — i
i e L LA L
fl \ i T ‘r
il gw ¥




b

. =
poco erase,
"\él m
b# . - -

B

! | _}_— t




OLCVES,

|

JELL

&

g
b-_ !'.. :E




— —— —— ==

£
Y

i

=
3_

ﬁ.__tmlw_ﬂ__
L
o

4

_\_ E!

Sl
| i
el
L[

Fad
L4
o ¥
o

P ]
LA K3
2

&
v




No2

rit. :
e_te ¥
'u.’*

*
£ (e

B
e |
He- ]
ﬂpz:"g
l *
=
W=y

L)

x &
=
Sl d i
I
, 2
_ L=
SilEss :
N
ole
ler
o
u o
nﬁ i ,
=S
= \.fa. - i




—— e e e e

Y
e ez

1
v

[EL ]

T

&
'la bt |
o

7l

LIS

KA
L)




presto voléando

— S

rit.




e ===

o —— T e =¥ . i

CE:.L?) ""-""'l"'”'"""" ot dresd

e e ; =
] b . \ ‘

ﬁ =

(24) g bbi bbi a i, b é bb b[,_[,'" . %

Baliep




)
L

2

e
¥
6h 3b




-

... 8

|
L



o Eiais

> !
:
- . B
1.(
= o
) Lup -
\._..r_ ..M.ln.v, s
2 0 (O, mB
wp S981Y 0
P~
5
ik
|
_ 50! 095

|7

£4 _H:f:

—_

i

| ch

CH

| @) a9b

L

6b 6
oy

5!;”'

AL pe

eh 9b

R
=



B;f}
C

ﬁ;{J

.JU

) (€

) T

éh_9p

=

R .‘r

—— — —

Yﬂw_alu

b

i — e —

005

L
i’,\__'

-

L2

=2 L
b o \I,” _:*Il
L

























