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

Udthmhnud
Qupbwlhwhwp, N9 Hnudpm Jwubwammnh gnglifn QGwhpm mphGh Uwijbjjui. - «Qhpuungp OpjuphGh
nupliwdmpuyhli ndh npny wnwldGwhumlmpymbGlbpp (0l 150-udpulhb)»:
Upbpuwlinp Uhppuphlp XIX quph Jbpoh b XX nuiph ulqph bpudyumulul dywlnyph funpnpugnyl GipluyugmgfyG6-
nhg E: Pppl hunfwpdwly Gnpupp, Gu uinbindlg hlymGuyhl dp hplpGunnpyy upfuwph’ wunnfbpGbph m wpmwhwyumsw-
dhonglitph mpnyG hwidwluwpgm]: U.UhppuphGh uinbndwgnpdnyequl pu wqnly &6 hp dudwluluppowbh hnbwgpu-
mwlwl thpjpumpuyuwluwl b gbnughmwlul muppbp hnuwlplbp: Lpw bpudymnypqul Jun hwlwgpoipymGGbpn
pupnumn wqnullbpm] m huybgnquipuGmpudp, qquyuljul hwnwswlpm] m hpwdwpwlul pugulpuGsnipymGibpm],
wmnugnpmy G (Fmuwmnulh Gufowhbqunhnfuowlpod pupn guipuppowlh hwlpuunpymGGLpp:
U.Upjuphbh nupbuwdmpuyghl unGunnbbp wpmwgnymd G Gpu unbndwgnpdnyequl bynpymghuygh pnpnp thmypbpp, o
ppuligmd, hGswybu Gl uhddnbhly minbndwgnpdémpymGibpnd whlwnm b Gpu bpudymnmpyul uphnpuqgnil mnnni-
pinillbphg Jbip" pwpljws, pnpuplpfud dpugppp:  “Fpwbp dSpugpuhl uinbnédwgnpdnypymGGbp GG wmulg hunnml
gnulpub-qbnuwmbumwlpul hhdph (npnp nlwpbpmd goynipym G nmGbgnn JEGwpwlngpeymGibpp nmjby &6 Gpudymnipyub
gmjtymg htunn): PGswybu hwpnbh b, dSpugpuyGnipyniGp Guwipng F jhlby ny dhuygl JepGugmjwd, wypl puplywd, wyuydu-
Guwlpul, funphppwlwlpud, Jepugulpul, umpiblpnh]: AGwlpuoGupuwp, U.UGppuphlh unlGunnbGbph thhyhumpuwpulpol-p-
plwhumlpul Spugplbpp qupdwluyhnpbl upuhwyuwlmd GG hpblg wpphwlpoGnpimbp, hul] unGunnlbph bpudynni-
pymilp mGhGnhpGhph Ynndhg unjlyh m unjlyh hwdwfu pGluopdmd b pwpmGulmd b opwhupulGly pp hgnp wqnbgniyegni-
Gp: <wdupfuwphughl Guuodymulpul Hwlngph dbe punn (wlwluwgh htinp b panly U G.Uppuphlp:  Lpuw uinbnéw-
gnpdnyaynilip qquh wqnlgnyeynil mbhgun] XX nuph nupbudmpuyghl b uhddpnlhl Gpudymnpul qupqugdwl pu:

Puwliwih-punkp. Ujbpuwlinn Ugppuphl, nupbudnmpuyhl uinbndwgnpdnmpni(Gbp, ndwlpul wowlaGuhunnynigymGitp, Gnpu-
pupnipynil:
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Abcmpaxkm
Huanucmra, douyenm Anaum Pybenosna Maneeasan.- “Hexomopoie ocobennocmu hopmenuannozo cmuas
Anexcandpa Ckpabuna (xk 150-1emuro co ona poxcoenus)”.
Anexcandp Ckpsbun — 00uH u3 KpynHeluiux npedcmagumeneli mMy3vlKaibHOU Kyasmypel Konya XIX-nauara
XX eexa. Kak cmenviii Hogamop, oM c030an OPUSUHAABHBLIL 36YKOB0L MUD C YHUKAALHOU cCUCMeMOl 00pa306
u evpadcenuti. Ha meopuecmeo A. Ckpsbuna okazairu éausiHue paziuyHole udeasucmuveckue uiocogcko-
acmemuyeckue meueHus eeo epemeru. Konmpacmot croxcnoii dopesonioyuontot snoxu Poccuu ompaxcanuce
8 APKUX KOHMPACMax eeo My3blKU, ¢ ee OYHMAapCKUMU HOpuleamu U paccyOumeabHOCMbio, 4YE8CHEEeHHbIMU
830oxamu u nogeaumenvhvimu eockauuanuimu. DPopmenuannvie conamot A. Ckpsbuna ompaicaiom éce
2Mansl IG0NOUUL €20 MBOPYecmEd, U 6 HUX, KaK U 8 CUMGPPOHUUECKUX NPOU3BeOeHUsX, NPOS6AAemCsl 0OHO U3
BAJICHEUWUX HANPABACHUL €20 MY3blKU: CKPbIMAsL, 3AMACKUPOBAHHASL NPOPAMMA. DMO NPOSPAMMHbBIE NPOU3-
6e0eHUsl, He umeroujue KOHKPemHoU AumepamypHo-xXy00dicecmeeHHoU 0CHOBbL (6 psade ciyuaes cyujecmayujue
KomMmenmapuu 000a6AsAUCh Yice NOCAe HANUCAHUS MY3biku). Kak u3eecmuo, npoepammHOCmb Moxcem Oblmb
He MOAbKO 6 3aenasuu, HO U CKPbIMOIl, YCAOBHOU, CUMBOAUUecKOU, abcmpakmHoll, cybsexmugHol. Duno-
coghcko-udeanucmuyeckue npoepammol conam A. CkpsadbuHa yousumenbHolM 00pa3om COXPAHAIOM CE0H aKmy-
anbHOCMb, a MY3bIKA COHAM 8Ce Hauje 80CHPUHUMAEMCS CAYWAMENSIMU U NPOOOAICAen COXPAHAMb CB0e MOU-
Hoe eausinue. A. H. Ckpabun ocmaeun oueHv 3HAUUMEAbHbI CAe0 8 MUPOBOU MY3bIKAAbHOU Kyavmype. Eeo
meopuecmeo 0KA3aA0 3HA4UMeNbHOe GAUsHUEe HA pazsumue opmenuannod u cumgonuueckou mysviku XX
6eKa.

Karouesvie caosa: Anexcandp Ckpsabuu, popmenuanHble npouszsedeHus, cmuiucmu4eckKue 0co0eHHOCMU, HO8d-

mopcmeo.

Preface
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.
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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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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-
posing 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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<bppGwhh Jwupl. ULULPS (NFRGULP UULYGL3UU (0. 1949 p. p. LuGhGuwlwG): Ujwpmby E' 1973 p.  GplauGh Undhumwuh
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