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Abstract

The following project paper consists of three chapters, examining the works in my
Graduate Recital Program. The first chapter analyzes the form, structure and particular
interesting elements that Aram Khachaturian uses in his Sonata for Piano. The second
chapter gives a brief historical information of the term Fantasy and examines two
examples of the genre, Chopin’s Fantasy in F minor op. 49 and Carl Vine’s Sonata no. 3
“Fantasia”. The third chapter covers some biographical information of Elliott Carter and

examines the form and structure of his work for solo piano, 90+.
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An Analysis of Khachaturian’s Sonata for Piano

Aram Khachaturian (1903-1978) composed the Sonata for Piano in 1961. It
contains three movements (Allegro Vivace, Andante Tranquillo, Allegro Assai); the first
and third movements follow the traditional sonata form (Exposition, Development and
Recapitulation), while the second one is in ternary form A-B-A. In his book on the life of
Khachaturian, Victor Yuzefovich states, "the opening [arpeggiated] chords [of the first
movement] of the Sonata captivate the audience with a sensation of soaring flight ...
then follow the beautiful, lyrical slow movement and the fiery finale, an ecstatic dance
reminiscent of the Saber Dance" (Yuzefovich 1985, 239).

l. Allegro Vivace

The first movement of the sonata contains three thematic areas. The first
thematic area makes its appearance at the beginning of the movement with the
flowing 16" notes forming an E flat Major harmony, while some of the voices move

chromatically (Figure 1.1).
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Allegro vivace #=144-152

Figure 1.1: mm. 1-6, first thematic area, Exposition



The change of texture at measure 23 reveals a transition to the second thematic
area, which comes at measure 26. There the left hand alberti bass in G flat Major

1

accompanies an aggressive melody which, as Yuzefovich notes, "...seems intent
on overcoming all obstacles placed in its way by the changing rhythms"

(Yuzefovich 1985, 239). Besides the left hand accompaniment in G flat major,

there is an emphasis on the pitch F (Figure 1.2)

Bessesasimsensananss 5 5 4 4 2
> 2232 B e . L -3 2>,\ biﬁ\ >, > = >
CEELE 22 » g oo e ;\b > oo o o o E
CEEE5 "”E*_*_b}l‘bx hl'llt“qfﬁ h_hﬁ__ﬁéﬁzzﬁ
1 1 1 &
1) =, . -~ -
bbi Jf marcato
>| be @ I b ] b b
B - o - - L- - }
e e e e e e P e P
] A = e s i = B i e g B g
€
> > > > > >
o > L L AL R D be 2 2 2 2 2 2
= o 2t um o) I = = bi ‘: i i i i
; £ = £ . g
¥ =" 5 i"
o " o .
. he e Cbe oy £ T
—= —_— — = —— .

Figure 1.2: mm. 26-32, second thematic area, Exposition

At measure 52 the first part of the closing thematic area of this section, marked
markato, cantabile, brings a lyrical melody to the left hand, which seems to be in B
flat Dorian mode, along with the aggressive right hand suggesting that the listener
should wait for the second movement to find some peace of mind. A C Major
arpeggiated chord makes its appearance for the first time in the Sonata, giving a

hint of the great ending of the piece. Following this, the second part of the closing




thematic area has the pitches B and C as tonal centers and one voice that moves

chromatically (Figure 1.3, 1.4).
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Figure 1.4: mm. 71-76, closing 2, Exposition

The Development section begins in measure 92 with a dissonant alberti bass

accompanying a lyrical melody revolving around the pitch E flat (Figure 1.5).
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Figure 1.5: mm. 92-97, exploring the thematic areas, Development




At measure 141, a more emphatic and slower version of the gesture first
introduced in the Exposition's second closing theme is developed. This time the C Major
chord turns to minor, while the pitch B remains the same. This leads to a retransition to
the Recapitulation section, which uses an augmentation of the gesture in the opening of

the first thematic area (Figure 1.6, 1.7).
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Figure 1.6: mm. 141-146, exploring closing 2, Development
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Figure 1.7: mm. 181-186, retransition to recapitulation

The Recapitulation section begins at measure 222 and has the same structure as
the Exposition, with only a few varied parts. The right hand moves an octave
higher, while the moving voices change once per bar, instead of changing on every

beat (Figure 1.8).
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Figure 1.8: mm. 222-225, varied first thematic area, Recapitulation

The left hand accompaniment plays an A flat Major alberti bass, while the tonal

center in this situation seems to be the pitch D. The rest of the section remains the same

(Figure 1.9).
8 ....................................................................
> > > > = =2 S B S 2 B > = = =
s fee 2 2 2 ssssgg*sL\f\b&\gb?E
s L] I"Tg b} L ! I*_{_¥7: T
marcalissimo
_ f R > —~ o o - ® & - > >
=¥ —— = % e =
%@22:? ‘Ii___ L VE_, — f-,;‘_c_ 1

. Gz & T s L P £3 £ bE AT £z
e = i 2 E e g ==
3 he o - l » L ke F;I - - - l ke N f_‘f—:;q
: - 1 DL 1 E —_1

b b
sipptse WIS
< — ———

" §
e, 2 2 = -
—be £, F o, ot e

Figure 1.9: mm. 247-254, varied second thematic area, Recapitulation



The first part of the closing thematic area remains exactly the same, while

the second part of it, turns to a coda, using new material revolving around the

pitch E flat (Figure 1.10).
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Figure 1.10: mm. 305-312, ending of first movement

Il. Andante Tranquillo

The second movement of the sonata begins with a brief four bar introduction

using the notes A flat, G and B double flat, though in different registers of the piano

(Figure 2.1).
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Figure 2.1: mm. 1-4, intro




The A section comes at measure 5 with a lyrical and slow melody played by the right
hand and an accompaniment by the left hand. The main tonal center of this section
seems to be the pitch A flat. The harmonization of the melody shows that the
composer had most likely been inspired by his early years in Thilisi, his hometown in
Georgia, while he was listening to the street musicians playing with the Armenian and

Georgian folk instruments (Yuzefovich 1985, 4) (Figure 2.2).
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Figure 2.2: mm. 5-11, section A

At measure 46 there is a short transition to section B, which starts at measure 52.
Section B is in total contrast with section A in terms of rhythms and dynamics. More
specifically, the material used here resembles the second thematic area of the first
movement. Section B could be subdivided in two parts. The first part gives a rhythmic
gesture with accented notes, while the second part provides a chromatic alteration

mainly between the pitches D and E flat (Figure 2.3, 2.4). After the second part of



section B, a subtle retransition, based on the rhythmic gesture of section A, leads us

back to section A (Figure 2.5).
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Figure 2.3: mm. 66-69, first part of section B
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Figure 2.5: mm. 108-113, retransition to section A




Section A returns at measure 121 with enriched harmony (Figure2.6).
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Figure 2.6: mm. 121-124, section A

A coda revolving around the pitch D flat ends the second movement of the

sonata (Figure 2.7).
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. 162-174, coda
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lIl. Allegro Assai

The Exposition of the material presented in this movement begins right at
measure 1 with a short introduction using an ostinato rhythmic figure in a compound
meter(6/8), followed by the first thematic area with a change into a simple meter (4/4).

The movement appears to revolve around the key of C Major, however, the key is not

used in a functional way (Figure 3.1, 3.2, 3.3).
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Figure 3.2: mm. 7-10, first thematic area, Exposition
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Figure 3.3: mm. 14-16, main theme in FTA, Exposition

The second theme area presents two themes. The first one comprises four bars of a
chordal melody followed by an extended ending, which is different each time it appears.
The chords are built by the quality of the symmetrical division of the octave, with minor
3" relations. The second theme of this area contains a lyrical melody in a number of
dynamic ranges. The first theme is introduced at measure 45 and reappears at measure

103, while the second one comes at measure 51 (Figure 3.4, 3.5, 3.6, 3.7).
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Figure 3.4: mm. 45-50, first theme, STA, Exposition
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Figure 3.7: mm. 103-114, first theme, STA, Exposition, leading to Development section
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The Development section begins at measure 115 with a more lyrical and less dense

version of the main theme of the first thematic area, while the chords, which move

chromatically, accompany the theme (Figure 3.8).
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Figure 3.8: mm. 115-118, main theme of FTA, Development

At measure 140, the second theme of the second thematic area makes its appearance, in
a more complicated rhythmic gesture at first, and then in a more lyrical version (Figure

3.9, 3.10). The gesture in the right hand seems to imitate the gesture in the second

thematic area of the first movement.
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Figure 3.9: mm. 140-144, second theme, STA, Development


























































































