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Abstract
Alexander Scriabin is one of the greatest representatives of the musical culture of the late 19th and early 20th

centuries. As a daring innovator, he created an original sound universe with an inimitable system of images
and expressions. Scriabin was influenced by various idealistic philosophical and aesthetic concepts of his time.
The contradictions of Russia's complex pre-revolutionary era are reflected in his music's bright contrasts, with
rebellious impulses and discretion, sensual sighs, and imperative exclamations.
Scriabin's piano sonatas reflect all stages in the evolution of his work. They, as well as his symphonic works,
reveal one of the most important tendencies in his music - the hidden, disguised program. These are
programmatic works with no literary or artistic basis (in some cases, the commentaries were added after the
music was completed). As is known, programmatic content is not necessarily tied to the title of the work. It
can be implicit, conditional, symbolic, abstract, or subjective. Indeed, the philosophical-idealistic programs of
Scriabin's sonatas are remarkably relevant, and the music of the sonatas is still perceived by listeners and
continues to retain its powerful influence. A. Scriabin left an indelible mark on world music culture. His work
had a significant impact on the development of twentieth-century piano and symphonic music.

Key Words: Alexander Scriabin, piano works, stylistic features, innovation.
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Preface

A 
lexander Scriabin is one of the greatest rep-

resentatives of the musical culture of the

late 19th and early 20th centuries. As a dar-

ing innovator, he created an original sound universe with

an inimitable system of images and expressions. Scriabin

was influenced by various idealistic philosophical and aes-

thetic concepts of his time. The contradictions of Russia's

complex pre-revolutionary era are reflected in his music

with bright contrasts, rebellious impulses and discretion,

sensual sighs, and imperative exclamations.

Throughout his life, Scriabin combined composition

and performance, which aided in the development of his

artistic style. Scriabin, as a creative and innovative thinker,

directed all of his artistic abilities toward the formation and

self-assertion of a powerful individual.

His works constitute a unique artistic system that com-

bines willful impulses and heroic aspirations within genres

full of subtle, fragile spirituality and exceptional mystical

resources. Thus, the unique organization of sound in his

music leads to the transformation of the latter.

Scriabin's principal area of work is piano and sym-

phonic music. The genre of the piano miniature predomi-

nates in his compositions from the 1880s to the 1990s,

with roots in the works of Romantic composers: etudes,

preludes, nocturnes, mazurkas, and impromptus.

These lyrical compositions cover a wide range of emo-

tions and senses, from light reverence to passionate pathos.

Scriabin's style is distinguished by its complexity of

expression and composition, at times by nervous aggrava-

tion of emotional expression, while the influence of

Chopin's and, to a lesser extent, Liadov's styles is dis-

cernible.     

Numerous milestones mark Scriabin's artistic evolu-

tion. At first glance, there appears to be very little in com-

mon between his early and late piano works. The entire

spectrum of the instrument's tone changes, as do the musi-

cal expression and style. Indeed, when speaking of his

unique and innovative piano style, we are referring first

and foremost to the mature period of Scriabin's work. The

early period is closely related to the traditions of F. Chopin

and A. Lyadov.

This was probably the time when the composer accu-

mulated his artistic potential, particularly in etudes (Op. 8),

preludes (Op. 11, 13, 15, 16, 17), and impromptus (Op. 10,

12, and 14). This is where unique individual characteristics

begin to crystallize (1).

The genres of prelude and ?tude improve the compos-

er's instrumental style. The genre of prelude provided him

with greater freedom of mind, stimulating his active imag-

ination. Furthermore, the miniatures allow the composer to

abandon the middle sections of the composition, which are

often less developed in terms of musical material and more

traditional in terms of texture in his mazurkas and

impromptus. In the prelude genre, A. Scriabin introduces a

completely independent and new word to Russian music,

getting himself closer to Chopin, who revived this genre in

the nineteenth century. The Preludes reflect A. Scriabin's

personal artistic universe, representing the young compos-

er's creative aspirations. The composer's imagination is

unbounded here, and the world of preludes is vast. They

also reveal a variety of the composer's most distinctive sty-

listic features, as well as a daring mindset far ahead of its

time.

In the 1890s, the composer's philosophical concept

crystallized, and his ideas took on an immense scale,
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Àáñòðàêò
Ïèàíèñòêà, äîöåíò Àíàèò Ðóáåíîâíà Ìàíâåëÿí.- “Íåêîòîðûå îñîáåííîñòè ôîðòåïèàííîãî ñòèëÿ
Àëåêñàíäðà Ñêðÿáèíà (ê 150-ëåòèþ ñî äíÿ ðîæäåíèÿ)”.
Àëåêñàíäð Ñêðÿáèí — îäèí èç êðóïíåéøèõ ïðåäñòàâèòåëåé ìóçûêàëüíîé êóëüòóðû êîíöà XIX-íà÷àëà
XX  âåêà. Êàê ñìåëûé íîâàòîð, îí ñîç äàë îðèãèíàëüíûé çâóêîâîé ìèð ñ óíèêàëüíîé ñèñ òåìîé îáðàçîâ
è âûðàæåíèé. Íà òâîð÷åñòâî À. Ñêðÿáèíà îêàçàëè âëèÿíèå ðàçëè÷íûå èäå à ëè ñòè ÷åñêèå ôèëîñîôñêî-
ýñòåòè÷åñêèå òå÷åíèÿ åãî âðåìåíè. Êîíòðàñòû ñëîæíîé äîðå âîëþ öè îí íîé ýïîõè Ðîññèè îòðàæàëèñü
â ÿðêèõ êîí òðàñ òàõ åãî ìóçûêè, ñ åå áóíòàðñêèìè ïîðûâàìè è ðàñ  ñóäèòåëüíîñòüþ, ÷óâñòâåííûìè
âçäîõàìè è ïî âåëèòåëüíûìè âîñêëèöàíèÿìè. Ôîð òåïèàííûå ñîíàòû À. Ñêðÿáèíà îòðàæàþò âñå
ýòàïû ýâîëþöèè åãî òâîð÷åñòâà, è â íèõ, êàê è â ñèìôîíè÷åñêèõ ïðîèçâåäåíèÿõ, ïðîÿâëÿåòñÿ îä íî èç
âàæ íåéøèõ íàïðàâëåíèé åãî ìóçûêè: ñêðû òàÿ, çàìàñêèðîâàííàÿ ïðîãðàììà. Ýòî ïðî ãðàì ìíûå ïðîèç -
âå äåíèÿ, íå èìåþùèå êîíê ðåò íîé ëè òåðàòóðíî-õóäîæåñòâåííîé îñíîâû (â ðÿäå ñëó ÷àåâ ñóùåñòâóþùèå
êîììåíòàðèè äîáàâ ëÿ ëèñü óæå ïîñëå íàïèñàíèÿ ìóçûêè). Êàê èç âåñò íî, ïðîãðàììíîñòü ìîæåò áûòü
íå òîëüêî  â çà ãëà âèè, íî è ñêðûòîé, óñëîâíîé, ñèìâîëè ÷åñ êîé, àá ñòðàêòíîé, ñóáúåê òèâíîé. Ôèëî -
ñîôñêî-èäå à ëèñ òè÷åñêèå ïðîãðàììû ñîíàò À. Ñêðÿáèíà óäèâèòåëüíûì îáðàçîì ñîõðàíÿþò ñâîþ àê òó -
àëü íîñòü, à ìóçûêà ñîíàò âñå ÷àùå âîñ ïðè íè ìàåòñÿ ñëóøàòåëÿìè è ïðîäîëæàåò ñîõðàíÿòü ñâîå ìîù -
íîå âëèÿíèå. À. Í. Ñêðÿáèí îñòàâèë î÷åíü çíà÷èòåëüíûé ñëåä â ìèðîâîé ìóçûêàëüíîé êóëü òóðå. Åãî
òâîð÷åñòâî îêàçàëî çíà ÷èòåëüíîå âëè ÿíèå íà ðàçâèòèå ôîðòåïèàí íîé è ñèì ôî íè ÷åñ êîé ìóçûêè ÕÕ
âåêà.

Êëþ÷åâûå ñëîâà: Àëåêñàíäð Ñêðÿáèí, ôîðòåïèàííûå ïðîèçâåäåíèÿ, ñòèëèñòè÷åñêèå îñîáåííîñòè, íîâà -
òîðñòâî.
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requiring symphonic forms of expression (2). For example,

Sonatas IV and V, as well as 'The Poem of Ecstasy', tend to

be more restrained in expressiveness within a compressed

sonata cycle. Sonatas Nos. 6-10 occupy a central place

among later piano works, distinguished by deep complexi-

ty and a certain encryption in their musical language and

structure. As if Scriabin seeks to delve into the subcon-

scious and capture spontaneous and unexpected emotional

outbursts in musical sound, combined with peculiar

changes. These outbursts seem to give rise to the themes

and symbols that make up the texture of the work. A single

chord, an intonation consisting of two or three sounds, or a

passage itself frequently gains metaphorical and semantic

meaning, which became very characteristic, particularly in

the composer's later work. This contributed to the abrupt

transition from one emotional state to another in the

sonatas - from fragile reverie to intense action.

On the whole, the aspiration to reach light and harmo-

ny out of darkness is the central concept of the composer's

works. Scriabin's Sonata No. 10, inspired by the beauty of

native nature, reminds us of a secret admiration for the sub-

lime harmony of the universe on the one hand and the

earthly poetry of woodland serenity with its mysterious

soundscape on the other. This sonata is full of reflections of

the universe, light, and the chimes of life in bloom.

The musical language is lighter and more transparent in

comparison to other works from the same period; there are

no harsh dissonant chords, the form is clearly structured,

and the relief of the melodic lines is more defined. The

composer employs a variety of techniques, such as juxta -

pos  ing contrapuntal voices, colorful tremolo nuances,

vibrating chords, and softly chanting trills. Scryabin's

piano sonatas reflect all stages in the evolution of his work;

like his symphonic works, they reveal one of the most

important aspects of his music: a hidden, veiled program.

These are programmatic works with no literary or artistic

background (in some cases, the commentaries were added

after the music was completed). As is known, programma -

tic content is not necessarily tied to the title of the work. It

can be implicit, conditional, symbolic, abstract, or sub -

jective. (3, 4)

One of the composer's sonatas' distinguishing features

is the extensive use of the monothematic principle, typical

of program sonatas, aimed at unifying the dramaturgical

development and representing the composition by the

central protagonist. The final movements of his sonatas are

often particularly significant.

As researchers of Scriabin's sonatas have correctly

observed, all of his sonata allegros bear a deceptive resem-

blance to a form that dates back to the traditions of classi-

cal composition. They include all the sections inherent in

the structure of the cyclical form (5).

Yet they also contain numerous strictly individual and

original compositional techniques that can be traced back

to Beethoven and other Romantic composers. Similar

approaches were adopted by Franz Liszt, in particular, who

transformed the Beethoven sonata form into a sonata-

poem, a symphonic poem, allowing the genre of piano

sonata to take on certain symphonic qualities. Looking at

the entire development of the sonata form in the compos-

er's oeuvre, one can see that, from the extremely sincere

and daring but not yet fully mature Sonata No. 1, Scriabin

brought to perfection his ability to convey imaginative

content in music in his Sonata No. 4. The road to Sonata

No. 8 was long, intellectually demanding, and driven by

the ambition to create a different type of sonata. Scryabin's

every sonata is an artistic masterpiece as well as a daring

creative experiment. The accomplishments and challenges

encountered along that road reflect the composer's aesthet-

ic explorations, which can only be understood in the con-

text of his philosophy and worldview. (6)

Conclusion
Indeed, the philosophical-idealistic programs of

Scriabin's sonatas are remarkably relevant. His sonatas are

still perceived by listeners and continue to retain their pow-

erful influence. A. Scriabin left an indelible mark on world

music. His work had a significant impact on the develop-

ment of twentieth-century piano and symphonic music.
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Sheram Music School in Gyumri as a teacher and Head of Piano Department. Since 1997 she has been working at the Gyumri
branch of YSC, since 2019 she has been Head of Performance Department of the University, and Associate Professor since
2006. She is a laureate of international competitions, and has many laureate students.

Ð»ÕÇÝ³ÏÇ Ù³ëÇÝ. ²Ü²ÐÆî èàô´ºÜÆ Ø²ÜìºÈÚ²Ü (Í. 1949 Ã. ù. È»ÝÇÝ³Ï³Ý): ²í³ñï»É ¿ª 1973 Ã.  ºñ¨³ÝÇ ÎáÙÇï³ëÇ
³Ýí³Ý å»ï³Ï³Ý ÏáÝë»ñí³ïáñÇ³Ýª ëï³Ý³Éáí Ï³Ù»ñ³ÛÇÝ ³Ýë³ÙμÉÇ ³ñïÇëïÇ, ¹³ßÝ³Ï³Ñ³ñÇ ¨ ¹³ë³ïáõÇ
áñ³Ï³íáñáõÙ: 1973-2002ÃÃ. ³ßË³ï»É ¿ ¶ÛáõÙñáõ ø.Î³ñ³-Øáõñ½³ÛÇ ³Ýí³Ý »ñ³Åßï³Ï³Ý áõëáõÙÝ³ñ³ÝáõÙª áñå»ë
Ù³ëÝ³·Çï³Ï³Ý ¹³ßÝ³ÙáõñÇ ¹³ë³ïáõ ¨ ÏáÝó»ñïÙ³Ûëï»ñ: 1978-2014 ÃÃ. ³ßË³ï»É ¿ ¶ÛáõÙñáõ Þ»ñ³ÙÇ ³Ýí³Ý
»ñ³Åßï³Ï³Ý ¹åñáóáõÙª áñå»ë ¹³ë³ïáõ ¨ ¹³ßÝ³Ùáõñ³ÛÇÝ μ³ÅÝÇ í³ñÇã: 1997-Çó ÙÇÝã ûñë ³ßË³ïáõÙ ¿ ºäÎ ¶ÛáõÙñáõ
Ù³ëÝ³×ÛáõÕáõÙ, 2019-Çó μáõÑÇ Ï³ï³ñáÕ³Ï³Ý μ³ÅÝÇ í³ñÇãÝ ¿, ¹áó»Ýï (2006 Ã.): ØÇç³½·³ÛÇÝ ÙñóáõÛÃÝ»ñÇ ¹³÷Ý»ÏÇñ ¿, áõÝÇ
μ³½Ù³ÃÇí ¹³÷Ý»ÏÇñ áõë³ÝáÕÝ»ñ:

Îá àâòîðå: ÀÍÀÈÒ ÐÓÁÅÍÎÂÍÀ ÌÀÍÂÅËßÍ (ðîä. â 1949 ã.,  Ëåíèíàêàí), ïèàíèñòêà. Îêîí÷èëà Åðåâàíñêóþ
ãîñóäàðñòâåííóþ êîíñåðâàòîðèþ èìåíè Êîìèòàñà, ïî ñïåöèàëüíîñòè “Àðòèñò êàìåðíîãî àíñàìáëÿ, ïè à íèñò è
ïåäàãîã” (1973). Ðàáîòàëà: ïåäàãîãîì ôîðòåïèàíî è êîíöåðòìåéñòåðîì â Ãþìðèéñêîì ìóçûêàëüíîì ó÷è ëèùå èì.
Õ.Êàðà-Ìóðçû (1973-2002); ïðåïîäàâàòåëåì è çàâåäóþùèì îòäåëåíèåì ôîðòåïèàíî â Ãþìðèéñêîé ìó çûêàëüíîé øêîëå
èì.Øåðàìà (1978-2014); â Ãþìðèéñêîì ôèëèàëå ÅÃÊ (ñ 1997, äîöåíò 2006 ã.); çà âåäóþùàÿ èñïîëíèòåëüñêèì
îòäåëåíèåì âóçà (ñ 2019). Ëàóðåàò ìåæäóíàðîäíûõ êîíêóðñîâ, èìååò ìíîãî ñòó äåí òîâ-ëàóðåàòîâ.


