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ABSTRACT

The concert vocalise, a dazzling wordless vocal etude intended for performance
is largely a phenomenon of the twentieth centulade famous by composers such as
Sergei Rachmaninoff and Maurice Ravel, the concert vocalise is generally a short, non
programmatic work with a relatively simple f
monumental Op. 41 vocalises, thenataVvoc al i se mit einem Motto fAC
and theSuite Vocalisgare staggering in their length and formal complexitiiey are
alsopr ogrammatically conceived, sharing the Go
inspiration.

The innovation of adding a textual element to a traditionally textless genre
introduces a tantalizing new layer of complextigtdemands further research and
exploration. However, as with any innovation, it also offers new challenges to
performers wishing to program either or both works. Current scholarship has yet to offer
any kind of indepth analysis of either work, leaving questions as to the structural and
motivic elements which bind these large works together, not to mention questaied
to exactly how Medtner addresses the chall en
to the textless portions of music. Furthermore, neither work is considered standard
repertoire, and recordings and performances are limited, leaving ag@riogmers in
something of an informational desert.

In this paper, | endeavor to fill this informational gap for performers and scholars
alike by providing them with a brief biography of Medtner, an outline of the development
of the concert vocalise genm@nd the background of the Goethe poem that inspired
Medtner. Then my wiepth analyses reveal underlying structural, motivic, and



programmatic | inks both within and bet ween t
based on the analyses and my expeeguerforming both works, offers suggestions
regarding the interpretational, ensemble, and technical challenges presented by these

great works.
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CHAPTER1
INTRODUCTION

The concert vocalise, a dazzling wordless vocal etude intended for performance,
is largely a phenomenon of the twentieth centwithough the beginningsf the genre
can be tracetb the midnineteenthcentury, the concert vocalise was made famous by
composersuch asSergei Rachmaninoff and Maurice Ravel, probably the two most well
known vocalise composers, during the eanlgntiethcentury Ravelwrote hisVocalise
Etude en Forme de Haherafirst, in March of 1907 SubsequentlyRachmaninoff
wrote hisVocalise Op. 34, No. 14 eight years later in 1915, although it is frequently
miscited ashaving beemwritten earlier? Bothworks are typical ofhe concert vocalise
genrein that they are short, relatively simple in form, and designed primarily as
showpieces for virtuossinges. R a v é/bcéliseEtudg for exampleis a mere 59
measures longyith two separateneasurdong cadenzas and a myriad of ornate trills and
delicateornaments designed to highlight the technical skflie performer. fese two
eternally popular pieces of Rachmaninoff and Ravel are also excellent examples of the
unigue propertyf the modern concevbcalise: its complete lack of text.

The two monumental concert vocaliskatc o mpr i s e Me dhoweeer, 6 s Op .

are quite differenfrom the typical concert vocalise. Both tBenataVocalise mit einem

'John Spi erst,udieVeecnalfios’eme de habanera, 0 Maurice F
November 17, 2015, accessed April 17, 2017, http://www.mataie.net/vocalise.htm.

2Domi ni Kk Rahmer, A Wi t h o uwhat'svrew @hSergeilRachmawinoffsh a f or w
0 V 0 ¢ a Hénk Blég Jume 24, 2014, accessed April 17, 2017,
http://www.henle.de/blog/en/2014/06/24/withewbrdsbut-with-a-forewordi -w h a-hed+en-
sergeir a ¢ h ma mlivroocfafl G ss e 0/ .
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Mot t o @ Ge weOph4l Ba. laRdtheuie VocaliseOp. 41 No. 2are large
scale works with complex forms. Furthermore, although each piece demands a high level
of virtuosity from both pianist ansingerdue to sheer size and scope, neither piece is
written in an overtly virtuosic styl& And finally, both theSonataVocaliseand theSuite
Vocaliseare programmatichl based on a shared tex&oeth® poemiGeweihter
Platzo
By basing thesonataVocaliseand theSuite Vocalis®n a specific text, Medtner
cleverly bridges the gap between swng and concert vocalise. The innovation of adding
a textual element to a traditionally textless genre introduces a tantalizing new layer of
complexitythatdemands further research and exploration. However, as with any
innovation, it also offers newhallenges to performers wishing to program either or both
works. Current scholarship has yet to offer any kind -@fapth analysis of either work,
leaving questions as to the structural and mo#ilementghatbind these large works
together, not tonention questions related éxactlyhow Medtner addresses the
chall enge of |linking specific parts of Goeth
Furthermore, neither work is considered standepertoire, and recordings and
performances are limitedvyhich leavesaspiring performers in something of an
informational desert.
The | ack of r esour ceSnamboecaliseandsuite d wi t h Med

Vocalise combined with the size, complexity, and interpretational challenges of these

3 As an example, one needs only compare the relatively «apadden compositional style of the
Suite Vocalis¢ o Gl i  1Cenbesto fér Cabosaturp and Orchestr®p. 82, another
twentiethcentury attenpt at the largecale concert vocalise, written in 1943.

2



works, is enough tgive even the most ambitious aspiring performer pause before
approachinghem. In thispaper,| endeavor to fill that gap for performers and scholars

alike. I will provide context firstwith a brief biography of Medtner, an outline of the

development othe concert vocalise genre, and the background of the Goethe poem that

inspired Medtner.Then myin-depth analyses reveal underlying structural, motivic, and
programmatic links both within and between the works. Finallyp e r f or mer 6 s gui d
based onlte analyses anady experiencavith performing both works, offers suggestions

regarding the interpretational, ensemble, and technical challenges presented by these two

works.



CHAPTER?Z2
BIOGRAPHY
Nikolai Medtner was borm Moscow on January, 3880 to anxdremely
cultured family His father, Karl Medtner, was manager of a lace factory who enjoyed
reading both German and Russian literature, especially Gbetfiemother, Alexandra
Goedicke, was a talentethpist andsinger who began to instruct Nikolai piano when
he was only six years afd At the piano, young Nikolai excelled at technique, as well as
improvisation and composition, and he was enrolled in the Moscow Conservatory at the
ageoftve | ve i n 1 8 8la&smateshhelad&slergeiRaclsnaninoff and
Alexander Scriabipalthough Medtner was the youngest of the thidestudied piano
with Vasily Safonov, graduating in 1900 with highest honors. While there, Medtner also
took a counterpoint class taught by the famous Russian compositberté&ergei
Taneev Despite droppinghe class before comjpieg it, Medtner continued to consult
Taneev in matters of composition during his years at the Moscow Consefvatory.
Following his graduatio, Medtner was a composer first and a performer skcon
although he gained significant notoriety in Russia, he could sometinadiffieult and
uncompomising personality wittvhomto work Medtner travelled a great deal during

the early years of his career, spending time in Germany, Great Britain, Atahgeand

4 Robert Rimm;The ComposePianists: Hamelin and the Eigliortland, OR: Amadeus Press,
2003), 118.

® BarrieMartyn, Nicolas Medtner: His Life and Mus{@ldershot, Hants: Scolar Press,
1995), 23.

6 Martyn, p. 6.



the United State$.He was hired sia Pofessorof Musicat the Moscow Conservatory in
1909 where he taught piand-e continued t@éeachon and offat the Conservatory,
simultaneously composirand conceiting during the First World War, ntil his final
departure from Russia 821 following the Bolshevik Revolutich.
Medtner and his wife were staying in Neuendorf, Germany in 1922 when he
completed hiSonataVocalise,Op. 41 No. 1, inspired inpartbRac hmani nof f 6s 19
Vocaliseaccodi ng t o Medtner 6s .bHeovptethgshiter Barri e Me
Vocalise,0p. 41 No. 2duringthe years9261927 while in Pari$® Martyn suggests
that perhaps Medtner was so fondiGeweihter Platz'éthe Goethe poeithatinspires
both works, duetoihs fiobsessi onal concern wfihh the my:s
between writing thewo giant vocalises, Medtneet thesame Goethe poem in I8seben
Lieder,Op. 46 No. 2 (composed 192P924)
Medtner noved to England in 1935 amesidal therefor the rest of his life. He
never achieved the same fame asdantemporary and close frieRé&chmaninoff, who
was not only a composer, but also a touring virtuoso pianist and conductor. Medtner was

so devoted to his art that he simply refused to cozeeuinless he was performing his

"Martyn, p. 77.

8 Rimm, p. 123.

9 Martyn, p. 150.

0 Martyn, p. 156152.

11 The full poem, in the original German accompanied by e  a trandtation, @as be found in
Appendix A.

12 Martyn, p. 150.



own music, and this stubbornness created continual financial difficulties for Medtner and
his wife. As a composer, Medtner was extedy devoted to the old masters such as
Bach, Mozartand Beethoven. His devotion shinethrough bothn his fondness for
sonata form and countennt, andin his uncompromising refusal to abandon traditional
tonality. In his albutunknown bookThe Muse and the Fashigpublished in 1935 in
Paris, the composer dismissaddernism as nothgnmore than an unfortunate trend,
defending more traditional, tonal musical <co
and i mmutabife | aws of art. o

Not surprisingly being raised in a family witsuch refined literary tastés aside
from hikifataeyodosnclinations, Medtnerods el de
important Russian literary figuressociated with the Symbolishbs Medtnerwas
intenselyinterested in both Russian and German literature. He masterfully set the poetry
of Goethe, Heine,ral Pushkin among others in his 108swhg settings for voice and
piano. In these inspired settings, the piano is often given a prominent role. When the
piano does have a stronger accompanimental role \@sber EveningOp. 13 No. 1, it
is still firmly grounded in paiting the text of the poemegver just idly providing
harmony.

Being a former student of Taneev, Medtmaluded passages rich witlomplex
and fascinating counterpoiimt both his vocal and his instrumental warl&urther, n his
snatasfor solo piano as well as his duo sonatas for piano and violiMe dt ner 6 s abi | |

construct largescale forms from tiny motivic fragments is nothing short of astounding.

BMartyn, p. 216.



Compared to the music of Rachmaningfk intellectual properties of whictever

interfered with its accessibilitg, o me of Medt ner 0 sicrmaypinitellyi nt el | ec

seeminaccessible due to the complexity of his musical ifeatsas with any true artist,

study of Medtner s music yi edsdegondwhat r at i ve

appears on theurface However,in many instancesuch as the famowonata
Reminiscenzap. 38 No. 1, theFairy Tale in A majorOp. 51 No. 3 or the two works
of Op. 41 Medtneb s  vsanmmiediately accessible to audiences ofealels, full of
lyricism, rhythmic playfulness, and both haunting and enchanting melodies.

When examining Metther both as an artist and a persmme cannot help but be
impressed by his tremendous sense of loyalty and duty toward his art. Althoughhe neve
approached the recoigion and popularity hdeserved, he maintained throughout his life
a small but loyal group of supporters and enthusiasts. To this day, pianists continue to be
amazed when stumbling upon the music of Medtner for the first timere T$a@soa
devoted group of scholars and pianists who continue to study and promote the work of
this great Russian composavh et her by a few or by many,

body of work is sure to be continually explored, promoted, and enjoyedany years.

an

Me d



CHAPTERS3
THE DEVELOPMENT OF HE CONCERT VOCALISEGENRE

As Larry Stickler points out in his989dissertation on concert vocalises, the
evolution of the concert vocalise is similar to the rise of the concert etude for piano, the
developmenof which preceded the concert vocalise slightlyike the piano exercises
of thefamousnineteentkcentury piano pedagogu€srl Czerny and Charldsouis
Hanon, most early examples of the vocalise wevemniatended to be performéar
even the most ndest audience. Stickler refers to this type of pedagogical vocalise as a
ivocalupwaerxner ci sedo to di st i n@uhesvbrdlégssness r om t h
of these exercises, as Sticklertes, was to the advantage of both studenteacher:
fiNot having to consider pronunciation, diction, translation, word stress, or interpretation
when working on concert vocalises allows the student to concentrate on the technical
aspects of vocal production and musical phrastAg.

Pedagogical vocalises, bathaccompanied and accompanied, were historically
written by vocal pedagogues specifically for the benefit of their own students. Kathleen
Rose DeJardinn her 1992 dissertation on the vocalisaces the history of the

pedagogical vocalise back to vopedagogu@and composeGiulio Caccini (15511618)

YlarryWayre Stickler, fAConcert Vocalises for Solo Vo
Indiana University, 1989),-8, accessed April 17, 2017, Proquest Dissertations & Theses Global.

15 Stickler, 34.

16 Stickler, 4.



who wrote vocalises to help studemtdd nigmmr ov e
Other weltknown vocal pedagogues who followed Caccini also composed exercises for

their students, includinBierfrancesco Tosi (1656732, Giovanni Battista Mancini

(17161800, andGiovanniMarco Bordogni (1789.856.1% The vocalises of Bordogni

showa marked development in the quality of compositamrdeach vocalise s

written-out, oftenelaborate piano accgranimentas well asatuneful melog.

Somewhat contrary to the modern ddnception o
Nouvelle Vocaliseswvritten in the earlyineteenthcentury, even include Italian text.

Thesepieces make no great attempt to progratically connect the text and music, but
ratherprovidean opportunity for singers to improve their Italian diction outside of the

standard opera and Italian art song repertoire. As vocal exercises, DeJardin writes
Bordogni s vocal beesoaree oficaoamei dmoreddti é fi cul
Il n fact, B or do g fkmodnsn the tow lardss cenenminityalrecusang | |

of them were arranged for trombone by J@&srRochut in hidMelodious Etudes

published in 1928°

"Kat hl een Rose DelJar dilise,anditSApgicattor to Setagteal Baroguk, V o
Classical, Romantic and Twentieth Century Songs
1992), 1415, accessed April 17, 2017, Proquest Dissertations & Theses Global.

18 DeJardin15-18.

19 DeJardin, 18

20 Marco Bordogniand Joannés RochiMelodious Etudes for Trombone: Selected from the
Vocalises of Marco Bordogn3 vol.(New York, NY: Carl Fischer, 128).

9



It is nearly imposéile to cite the very first concert vocalisMany references list
a work entitledSonatinaby Louis SpohrQOp. 138 written in 1848 for voice and piano, as
the first for mal c Sonmatireait tt h & ovc@il d s ei. s U dne Spwerr
soloilt ruMaccoodi ng t oGroQeusic Ohliaertitle ondhs
vocalise. The same work is also cited in La
The Oxford Companion to Musis an early example of a concert vocalfsélowever,
this assdion is strongly disputed b$usan Oweileinert and Michael Leinert,
distinguished Spohr scholarsamdl i t or s of the first compl ete
Theyemphaticallymaintainthat theSonatinawas a setting aJohann Karl Ritter Braun
von Braunbald s  pfAneSia am Clavieb as indicated by Spohr himself in his own list
of works. They also citthe titteofKas s el 6s f i r stinl184& whichien of t he
given asAn Sie am Claviefedited by Luckhardt}® In their complete edition, they ha
published the&sonatinaalong withthetext, as it was originally intended by the
composer?

Regardless of who is responsible for the first concert vocalise, the blossoming of

the genre did undisputedly occur in the eanlgntiethcentury with the pubilation of

21 Grove Music Online s . v . fiVocal i se, 0 accessed December 1,
http://www.oxfordmusiconlineeom/subscriber/article/grove/music/29567

22The Oxford Companionto Music s . v . fiVocal i se, 0 accessed Febr uec¢
http://www.oxfordmusiconline.com.ezproxyl.lib.asu.edu/subscriber/article/opr/t114/e7190?g=vo
calise&search=quick&pos=2&_start=1#firgthi

23 Susan Owetteinert and Michael Leinert, "Spohr_Vocalise?" Spohr_Vocalise? Accessed
February 24, 2017. http://www.owdeinert.com/VOCALISE.htm.

24_ouis Spohr and Susan Oweéruis Spohr Lied Edition Gesamtausgabe der el
zweistimmigen Klavierlger. Kaln: Dohr, n.d. fiAn Sie am Clavie Op. 138§ is in vol.4 (2010.

10



A. L. H Repertoire NMadsrne de Vocalisesudes Hettich, a professor at the Paris
Conservatory, commissioned several contemporary composers, includimgdviRavel,

Heitor Villa-Lobos, CarNielsen, Gabriel Fauré&ndFrancis Poulencptwrite exercises

for his voice students, specifically to be used in their final examinations at the school.
The collection is in multiple volumes, and was published over the course of several years
beginningin 1907%° By commissioning and publishing valtses by so many composers

of distinction Hettich wagrimarily responsibldor the popularitythatthe concert

vocalise enjoyed in the eatiywentiethcentury Medtner, who finished his two vocalises

in 1922 and 1927, would have surely been awarei®htiasical trend. It speaks volumes
that even a composer as conservative as Medtner, who considered modernism in music to
be sacrilegious, was swept up in the vogue of the vocalise! Throughout the century, the
genre grew substantially, and continuesrmag In fact, in her impressively

comprehensive dissertatitom 1991 Kathryn Susan Chilcote lists over 200 composers

who have written concert vocalis&s.

%John Coopman, AVocalise, by Francis Poulenc, o L
http:/www?2.lawrence.edu/fastt KOOPMAJO/poulenc.html.

26 Katheryn Susan ChilcotéThe Vo c a | i s e (BMAtdissS tmivgrsitp of Oregon, 1991),
255260,accessed April 17, 2017, ProQuest Dissertations & Theses Global.

11



CHAPTER4
ANALYSIS OF SONATAVOCALISE MITEINEM MOTTO "GEWEIHER PLATZ"
OP.41NO. 1
TheSonatavocal i se mit ei nemisMoiquewbhinih&e wei ht er
genrefor its length, form, and programmatic link&t 270 measures Medt ner 6 s v ocC a
is substantiallyongerthanmostothervocalises;the vocalises of Ravel and
Rachmaninofffor exampleare59 measures an89 measuresespectively This
extreme lengthesults fromM e d t rugerofésenata formwhich aligns it more closely to
his piano sonatas than to other vocaligdsstimportant whereas most concert
vocdises are textless and mprogrammaticMe d t rSenatdvecaliseis linked to a
texttt he Goet he poem @ Ge wasiatypicalartsBrigéhefaest 6 whi ch i
movement.
At first glance, the two movement$ the SonataVocaliseappear to havéttle in
common and arrent scholarship has yet to discover any meaningful links between them
although admittedly, very little scholarly work has been completed in relation to the
SonataVocalise Christoph Flamm and Barrie Martyn, both highly accostad
Medtner scholars, each mention the work in their individual bdmkspnlyprovide brief
desciptions of the two movementsdn Nicolas MedtnerHis Life and MusicMartyn

writes:

12



Al t hough t he s basthdsame kay &nd inddsehe Sonatat t o 6
itself, its musical material is for the most part distinct, though the falling
first three notes of the Qtodwtpryr scal e wh
figure are taken up again in the Sonatabo
anticipatesg openi f’g t heme. 0
This quote reflect the general opinion of current scholarship orSteataVocalise, that
besides surfaekevel connections suds key and meter, the two movemeaqpear to be
bound together by little elsddowever,adetailed anajsis reveals not only the inner
structures beach movement, especially the sonata movenhentalsodeep and
intentionalstructural, motivic, and programmatic connections between the two
movemats. Ona surface level, the two movements shhskey of C major, compound
meters 6/8 and 9/8, and dottdd/thm patterns More deeplythough,the tonal plan of
the sonatdéorm of the ®natamovements directly derived from the kegreas of the
textedmovementwhich arewith a few exceptions, closely reldt& the tonic key of C
major. Also, fundamentamotivic andmelodicresolutionconnectiongxistboth within
and between the two movement&nally, the two movements are linked

programmatically, in thahe SonataVocaliseis an abstract musical repesgation of the

poem of the first movement.

Movementl: A Mot t 00
The Goethe textf the first movement was especially significant to Medties
Flamm points out in his booKer Russische Komponist Nikolaj Metndre same

Goethe texthat Medtneusedin the SonataVocaliseis the basis not onlipr the Suite

2" Martyn, p. 151.
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Vocalise Op. 41 No. 2, but also for the Op. 480. 2 songfiGeweihter Platd Flamm
argues that this text and the music it inspired play a crucial role in understanding
Medtner.He wr i it Medtner himBetf, these pieces must have had a special
meaning, so much so that they are a very important key to understanding his music as a
whoPPe. 0

Goethedbs poem, the title ddmawdiofch means
poemscalledAntiker Form g£h ndherndPoems in the manner of the antiyjudest
publishedin18 5 i n Goet hebés own e diThesethirtyood hi s c ol
poems are inspired by, aadean attempt to emulate, the poetryanfiquity. As he did
with the other poems irmé setGoetheaccomplishes thiby referringto figures and
locations derived from Greek mytholaggcluding Mount Olympus, the Graces,
nymphs, and the Musgand by writingn imitation ofthe hexameteof classical Greek
poetry,with each line containing six stressed syllables.

The poenfi Ge we i h tdepicts Bhbetseczetly observing a nocturnal
gathering of nymphs and the Gracess Figurel showsthe poem is divided into two
halvesor verses, each verse containing fioes In the first half, the poespying on the
supernatural beingbgears their beautiful songs and sees their secretive dances. In the
secondhalf, he has visions of the spléorsof heaven and earth. v@rwhelmed by his

encounter and ensuing reveries, keitedly attempts$o descibe his experience to the

28 Christoph FlammDer russische Komponist Nikolaj Metner: Studien und Materialien: mit
einem ausfihrlicen Werkverzeichnis, einem vollstandigen Verzeichnis der von ihm selbst
eingespielten Schallplattenaufnahmen und einer
¢cber Ni kol ai Met n(Berlin: £ &uhn, 199%),207 bTrasslatior® Bink.o
2 Johann Wolfgang von Goeth&oethe's Werkevol. 2, (Stuttgart and Tubingen: Cotta,158
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Muses but they instruct him to speak modestly about what he has seen, so as not to anger

the gods.
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Geweihter Platz Section Key Area
Wenn zu den Reihen der Nymphen versammelt, in he| 1 C major/A
Mondnacht (22) minor
When,in ranks, the Nymphs assemble in the sacred mm. 114
moonlit night3°
Sich die Grazien heimlich herab vom Olympus gesellg
Joined in the sacred moonlit night by the Graces, sne:
down from Olympus.
Hier belauscht sie der Diter und hort die schonen
Gesange,
Here, the poet eavesdrops on them and hears the beg
Songs
sieht verschwiegener Téanze geheimnisvolle Bewegun G major
and sees the mysterious movements of their secretive mm. 1522
dances. (PAC inm. 19
+ 4-bar ext.)
Was der Himmel nur herrliches hat, Was gluicklich die| 2a E minor
Erde (11) m. 23
What splendor only the Heavens have, what fortunate (Meter changg
loveliness from
6/8 to 9/8)
Reizendes immer gebar, Das erscheint dem wachend E-flat major
Traumer. m. 29
the Earthbore, appear to this watching [waking] dream D minor
mm. 3633
Alles erzéahlt er den Musen, und daf3 die Gotter nicht | 2b D minor
zurnen, (14) mm. 3437
All this he tells to the Muses, and so as not to anger th (F major m. 3]
gods,
lehren die Musen ihn gleich bescheiden Geheimnisse C major
sprechen. mm. 38
The Muses teach him to speak of these secrets mode (PAC: m. 42 +4
5-bar ext.)
(Meter changg
from
9/8 to 6/8 in m
42)

Figure 1. Form Diagram ofifi Mo tofrandSonataVoalise

%0 Translationby the authar
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The texted first SonataVecalseas throughconiesddt ner 0 s
butfollowst h e ptocepartdivision, with each halbeingabout the same length, 22
and 25 measures, respectivédge Figure 2 Section 1unified throughout by aatted
rhythm ostinato in 6/8 meter, begins in the tonic key of C major and ends in the dominant
key of G major. In the contrasting Section 2, the accompaniment abandons the dotted
rhythm ostinato and instead becomes more chordal. The meter changes¢o a m
expansive 9/8 and the more chromatic harmonic language contrasts with the relatively
diatonic language of the first haltnlike the first section, which sets the entire first half
of the text Medtner divides Section 2 into two subsections, 2a ands2stion 2a begins
in E minor, the relative minor of the dominant, and moves by way of thematic sequence
to a surprising Hlat major harmony, followed by an octato#ike chromatic passage
depicingt he wor d fAdreamer . 0O S aa, teturosnevedtbally whi ch b
to C major by way of an F major pivot cllor

The sonatdorm secaad movement closely follows tleame tonal plaras
illustrated inFigure2. The first two key areas of the sonata movement, C major and its
relative minor, correspa to the key aread the opening section of the texted
movementThe order of the next two key areas of the texted movement, G major to e
minor, is reversed in the sonata movement for formal reaBotis movements then
movefrom E-flat to D minor, and eentually tothe pivotF major, followed byareturn to

tonic, C majorin the coda.
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Mwvt. | Key Measures| Mvt. I Key Measures
Section 1 | C/a 1-14 Primary Theme C 1-18
Transition C 19-37
Second Theme A | A 37-54
G 1522
Section 29 e 23-28 Second Theme B | E 55-75
Closing Theme G 75-86
E-flat 29 G/E-flat | 87-94
featured
Development | G/E-flat | 95110
featured
Development I e-flat/f 111-132
30-33 Development lli D 133159
Section
2b
[Retransition] G 159167
[Primary Theme] | C 168-186
[Transition] E-flat/A- | 187-203
flat
[Second Theme A]| b-flat 203220
[Second Theme B]| F 221-233
F (pivot) | 38 Closing theme F 233252
C 3947 Coda C 253270

Figure 2. SharedKey Plan,Movements | and Il fronsonataVocdise.

The strong motivic connections within the
penchant for simple motives ripe for expansion or variatinitially, the motives consist

of the smaller intervals of seconds and thiMstive 1,centered around theitt scale
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degree andhtroduced in the piano, is comprised afascending and descendimgjor

secondollowed by a descendingajor third or ED-E-C, as shown in Examplk
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Examplel: SonataVocalise Movementl, mm. 1-8.3!

The dotteerhythmostinatoon each beatvhich is itself motivicpersists through
the entire firssection save the two measures leading to the final chord of the ending

cadencen mm. 1819. As the voice enters in m. 3, it repe the first three notes of

mnsa

Motive 1, but insteadfalescending anajor thirdto C, it ascends minorto G, thus

emphasizing the dominant pitci his variation oMotive 1, labeled heras Motive 1a,

immediately sets up two issutetwill demand closure by the end of the movemehe

31 Nikolai Medtner,SonataVvo c al i s e

mi t

ei

nem ebldeksamdri Ge we i

Goldenweiser (Moscow: Muzgiz, 1961), accessed AprikD8,7,
http://conquest.imslp.info/files/imglnks/usimg/9/9f/IMSLP225RNLP51715
medtner_sonata_vocalise_op41_1_ muzgiz.pdf.
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avoidanceof thedesired implied motion of closure, scale degre@sl3or in this case,
E-D-C, and the possibility that the closure come from the completed ascending riad, E
G-C, thus ending on the upper octave

Tonally, the first 14 measures of Section 1 are in C mhjd are heavily shaded
by A minor. Medtner accomplishes this by frequently emphasizing the submediant
chord, and by usingnaddedsixth, shown in Exampl&, to destabilize both the tonic and

dominant triads.
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Example2: SonataVocalise Movement ] mm. 9-16.

The vocal line carefully constructed from Motives 1 and l1a, graduadiyendso aG5 in
mm. 1516, which is accompanied by a modulation to the dontikayiof G major. The
first section cadences in that key in m. 19 after an extendedgutkfin the

accompanimenterived fromMotive 1, as seein Example3.
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Example3: SonataVocalise Movement I, mm. 1&3.

Also shown in Eample3 is the vocal line traversingcale degrees-3-1, but in the
Awr ongo key oThe perfect atheérdgicoadeneenntm. 19 is followed by a
four-barcadentialextension in the dominant, ending Section 1
Section 2a, which is still heavily inundated hvitariants of Motives 1 and 1a,
begins suddenlin m. 23in the relative minor of the dominant, thelyppreparation
being a stepwise motion in the bass from G tzeBun in the previous measure (m..22)
The first phrase concludes in m. 26 with a half cadence in the key of the minor dominant,
D minor. A twemeasure piano interlude prepares the listéregin eventual cadence in
that key, but insteadnim. 29, Medtnermoves surprisingly to Hat major,as seen in

Example 4. The sudden transition tdl& major, which has a shardkird relationship
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with the starting key of E minor, is facilitated the tonic resolution of an augmented

sixth chord in Bminor in m. 28.
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Example4: SonataVocalise Movement I, mm. 2&9.

An octatonielike chromatic motive, which returns in t&®nataVocalise

movemen{mm. 121124), illustratest h e w @ur nde offoT rii d rireteeme r 0

accompaniment to theb to Eflat5 in the vocal parshownin Example5.
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Example5: SonataVocalise Movement I, mm. 3€1.
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In Section 2b, theocal ling colored by fragments of Motive 1 in the piano
accompaniment, continuesdascend. The movememrdaches its climax in 38 as the
voice sings its highest note of the pie&8, offset by the lowest note in the piano part,
F1,and markegbianoby the composerAs shown inExample6, Medtner usetheF-

majorharmony of this climctic moment to pivot back to the tonic key of C major.

Example6: SonataVocalise Movement I, mm. 3&17.

The extended trill figurén the accompaniment whidtad ended®ectionl is repeated,
but row in the tonic key, and the voice sings éxpectedscle degrees-2-1, but in a
higher registerwhile the piano doubles this closing motive in the same register as the

beginning As the movement closes, the 6/8 meteBexdtionl is restored, and the piano
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