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MO'l'IVATION .AND PURPOSE 

The Promethean characteristics of contemporary 

young iconoc~asts as they express disapproval of the 

society whi~h they have inherited and in which they 

\ feel entrapped prompted this study. Our :l.nterest 

here lie~ with the nature of the dissatisfaction rathe:c 

than wi/,h ways of expressing it. If follows that our 

concer/1 is primarily with the gift of Promethc::us~·m ... , the 

fire/rather than with the rebellion and defiance associated 
7 . 

witb th~ demigod who took action against th~ tyranny of 

Zer £) 0 

Was the fire which P:ronwthetJ.S :::;c-tole from his p(::e:c:.:; 

.nd g<:JVe to man to aid him in becc!min•J civ:i.l:L;;.ecl so hot 

that frail man must ever scorch his finqers in h;Jndl:i.ng 

it? Do the rE.~sponsibili ties implicit in the gift 

• t]... f 1: • "l. • · ' r;· requJ.re more 11an man s capa, )L J.1:.:u:2';. Or- is the fire 

itself so tantalizing with promise of :r::Lchet; that rnon 

is led farther astray? Or finally, is mart quite ablb, 

but so :capacious and dehumanized th,Tt he is Uillfvo::.:-thy of 

the trust? Contemporary young gadflies appear to take 

this harder view ~nd blame their uneasy elders for mis-

using and .wasting the fire. 

Our purpose is to study some musical ;iJ.daptations 

of poetry and drama inspired by the myth of Prometheus, 

i 



seeking aspects within them which help man to strive 

toward his higher- naturt=~. Man has long looked to art 

to release the compassion central to his human-ness. 

Leo Schrade~ in his IL .. <L9.£.SLY: ir! ,:tl~ f\rt .Q.f. tUL§.:}&, 

states? urf the gift of fire set mankind up the road 

of civilization, the artist who C:J'eates his ben2ficial 

-f.-----wo-:r·Iz--:l:n-·t:-e-st:I:nTwTy~t-o~hrifiTa-n~ct:rt·tu:r-e~!:'> ·~ .... J:-J::-k-e-frolm~-t-}n:;!TS- ~-

1 
the bl~nefactor of mankind. 11 

The present 9 in many aspects dehumanized, condition 

of ou:t· society is reflected in our participation in 

policies we know to be destructive to man himself and 

his natura 1 erwironment. This collective. pJJ.gr·1t can be 

aJJ.eviated, ' ' . \f>JC:: I) c~ .L ]_eve } +'~--··O'l("l·· n""l')h- - 1' c· ')')!)'" -1-))c. ···--r,--.. •· \J' I J J.. L. j. J..! \::, h 1 1 .. d t;J. ~- ,) I~ l [ ! f l, \.,.. \ ... J~- ;-.:.,. ';;..i L •. , .. 

tivity of the individual imagination, a creativity 

nourished by art. 
·~~-~ . ' The following seven VlSlons of Prometheus reveal the 

humanizing associations which have risen from individual 

imaginations stimulated by orte ancient work of art. In 

presenting th(-:m 1 we hope to add to thG conviction that 

quality of life and survival are dependent upon mants 

willingness to actept hi$ humanity. 

*Jacques Hale'vy' s O)cwra, 

for this study. 

I ! 
"Promethee, 1849, is not available 

i:t 
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OUTLINE 

POINT OF PEHSPECTIVE--~~--

Nineteenth century composers who adaptad the myth of 

Prometheus - Review of the myth - Beethoven ballet, 
' 

"Die GeschO'pfe des Prometheus 11 
·- Loss of scenario and 

its reconstruction = 
11 Prometheus theme 11 in othE~r 

Beethoven works culminating in "Eroica 11 Fin a lc ·~ 

Scri..abin' s "Prometheus: Poems of Fire. 11 Innovative 

features including quartile chord construction and 

color coordination - Schubert. and Wolf settings of 

Goethe's 11 Prometh0us Bound 11 
- Li.szt' s symphonic poc·m, 

un.,.,ome1· I1e U1 c· l! .or·e c ~' 1 + ··1 r"l''1 .t: ·~oJ·rl Of"C~ 1·•"' c .. t. ,.,., J /c ''OX' r1 1 ad -...lJ-'L· ·-r ..~~ .... v ,. ... . ........ -~. ... ~ ... ~ _ ~ ~ ':::_, .L J. ~- ~ ':.:.: v ... t.. ,7; .. .,. t 1 • c.. •. ... ... <~ , 
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Par:ry' s orato~cio f:rom scenes of Shelley~ s: 11 Prometheus 

Unbound 11 
·- Faur'e 1 s opera.-<Lyrique, ' 1 Pron{t.~tt/ee 11 r de·= 
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for predominant 11 happy endings" .. Prometheus in paint-~ 

ing and sculpture. 

PART I. PROMETHEUS IN LITERATURE 

CHAPT ~ L The Promethean hero defined His vi.sion of 

entrapment by extern~l forces contrasted with visions of 

Dionysian and Apollonian (ethical) heroes. 

CHAFf. II. Definition intc:'rpreted through c::xernplifi.·~ 

cations in literature. 
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PART II. PHOMETHEUS IN MUSIC 

CI-IAPT. I /\. uDIE GESCHOPFE DES PH.OMETHE:lJS" - Circum··· 
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Op. 141). 

.. 
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study of overture and sixteen dances exemplifying 

innovations ~· Forms -· Recurring th.(:'DH~s ~. Music<.1l . 

support of plbt movement - Philosophical aspects of 

the drama - Significance of death and renewal in 

mythology "Prometheus u theme in Finale d.::mce -

"Prometheus" theme in "Eroica" Finale - Score exempli-

fications. 

' CHAPT. II A. "PH.OMETHEUS: POBAE OF. FIHE" ·~ New art 

form - ReL:rtion to Scriabin' s studiE:~.:; in theosophy .D 

Symbolism in the Poeme - Color scale ··· Development of 

innovative har.mony through three ph~$es of composition. 
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se:tings of Goethets "Prometheus Bound 11 ~Text quoted-

Schubert's techniques for characterizing a defiant 

god ·· Wolf's differing concept - Score quotations -

CHAFf., IV~ 11 PROMETHHJS 11
, SYMPHONIC POEM - L:i.szt -

Circumstances of ::>etting Herder's 11Prometheus Unbound 11 ~· 

.Synopsis of He:cde:r- vertd.on of the myth ~ L:i.~;~t r s 

tone-poem characterization of the god - Theme quota-

t:i.ons ~ Fugue. 

CHAPT., V.. 11 PROMETHEUS UNBOUND" - Oratorio .., Parry's 

setting of selections from Shelley's "Prometheus 

Unbound 11 -Parallelism of Shelley's and modern 

youth's dissatisfaction with social condition- Parry 

as music historian and critic ·- Score r:;xemr>lifications < 

I I . . · 

CHAFf.· VL "PROMETHEE 11
, OPERA-LYRIQUE.,--~. Fau.re ... 

Circumstances of composition for out~·of-doors f\:;stival ~ 

Synopsis of libretto by Jean Lorrain~nd Ferdinand 

Herold - Death and resurrection - Score quotations. 
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POINT OF PERSPEC1IVE 

Music about Prometheus, the demi-god who stole 

fire from his peers and gave it to mankind, is the sub-

ject of this study. During a period of slightly more 

than one hundred years~ Beethoven, Schubert, Liszt; Parry~ 

L---

Wolf 
I 

Faure and ScJ~:i.abin added to music 1iteratu:ce SvY':'-'i"--1~ _________ ;,----

phonies, oratoriost songs, piano variations, a contradance~ 

an opera and a tone poem in ho.nor of .the rebc-}1 god iNho~ 

objecting to the limitatibns placed upon mankind, tried to 

help man help himself. 

Because the myth of Prometheus :i.~> the basi::> of ou:c 

study, let us first deal with it. Related by the bli~ct 

poet, Horn(:?!'~ around 800 B,C. in the dawn of Gr~;ek hi~:;tc:ry~ 

this myths like the other Greek myths, emerges from u~-

known reaches of the past.· 

Prometheus was not a god~ but a Titan, a member of 

that immortal race which had supremely ruled for aeons~ 

finally overwhelmed by the gods in awE~some battle. Sur-

vi v:ing the debacle, Prometheus nursed a rc~sentment aga :i nst 

the gods, be coming a champion of man, soniE: ver~-;:Lons of the 

myth maintaining ihat he fashioned man from the clay of a 

river in central Greece. 

Prometheus continued to. antagonize the gods. During 

man's sacrificE:~ of an~mals, he tricked Zeus into selecting 

1 

---
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bones and fat instead of tasty meat~ Zeus retaliated by 

withholding the civilizing gift of fire 9 which P~ometheus 

. promptly stole and gave to man, Furthermore~ the upstart 

Titant possessing the talent of foresight 9 refused to 

divulge an important secret-- the name of the nymph des-

would ovetthrow hie father. 

Such provocations resulted in punishmeMta Promem 

theus 11 r;; enchainment to a crag in the Cauca1'Ju;;;$ an eagle 

commi~sioned to feast daily ort his blackened liver~ Jhm god 

was eventually rescued by Hercules and reconciled with 

ZeUBo 

Tht:: vorsion of the myth gem~:cally accepted ~w thG 

on~ from which many interpretations dorive was told in 

the fifth century B. c. by Aeschylus~ who dbscribed his 

great tragedies as "nothing more than slices from Homerss 

banquet9"1 His dram~ 9 "Prometheus Bound," focuses upon 

Prorneth~.:Jus 's ~:mchalnrnontg his explanation of his r::onduet 

and his rage at the forces of tyranny, 

Two musical composii tions relat:i.ng to the myth .:.tre 

designated here for detailed study 8 Beethoven's ~ellet, 

"Die Gesch6pfe des Prdmetheusp" Op~ 43, and Scriabln~s 

fifth symphony, "Prcmetheuss ' Poems Df fira 0 ~ OpG 60, 

whose respective dates, 1801 and 1911. defining the cuter 

2 



limits of the time span, are widely separate in musical 

treatment. They do, howeverp share a varvelous unique-

ness: a sensitivity to the vitality springing from the 

myth's core. Both compositions pertain not to the theft, 

rather t~ the potential of the flame. The Prometheus of 

Beethovan 1 s ballet equipped his "creatures 11 witr1 an in·" 

traduction to the arts to help them bn their ways to self 

realization. ' ThE-) "Prometheus 11 of the Scr:Labin tone poemt:~ v s 

title is an expression of the composer's dream of a new 

art form which would assist man toward awaren~ss of an 

ecstatic le~el of experience. 

The major focus of the study of the Beethoven score 

cannot be else th.:m the pr:tncip<:1l musical motive of the 

Finale, <.~ mQlody no<vv kno'Nti as the npr·ometheu~>u therne '.'lhich 

appat·EHYtly long t0nt<.~lized th.;:: cornposer, and eventually 

achieved maximum ex·altation in the Finale of the ttE:roica, it 

1803, as a musical expression of Beethoven's concept of 

ideal heroism. Appearing in the Sketch books in 1800 and 

receiving prominent consideration in the last dance of 11 Die 

Ge schopf e, 11 the melody reappE-;.:n: .. ed twice in 1802; in the 

seventh of the Twelve Kondre··danc;es, (publi.~dwd posthurnonsly 

as Op. 141), and as the theme of the Piano Variations, Op$ 35. 

The theme is a bass in ·the manner of a Passacaglia~ 

though not in 3/4 and not :Ln minor@ Associated with. it 
• 

. are different musical ideas, among them ·the motive callt:d 

3 
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the "Prometheus 11 theme be cause of its eloquence and povver s 

and because of the pjrticular place of its appearance in 

the ballet music, as well as later in the 'Eroica,' in the 

Finale of which it is illuminated in the variations 9 dis-

closed in the fagato and deepened in the poco adante. 

The original Salvatore Vigano scenario of the ballet 

presented at the Imperia 1 Court Theatre, Vienna, in the. 

spring of 1801 has been lost. To replace the loss, contin

uous efforts of ~evoted scholars and artists have b~en put 

forward to save the w6rk for the. stage . .Among all of the!':;e 

attempts, certainly one of the most notable is the collaboT
/ 

ation of Maurice Lena and Jean Chantavoiner the former~ a 

student of H?llenistic themes, and the other, a s·tudent of 

tho life and works of Beethoven. They made possible the 

Paris perfo:rmanc(: in 1930 with choreoqraphy by Serge Lif<:):r.2 

Vigano's works, published in Milan in 1838, the actual 

Beethoven manuscript score, now irt th~ library at Vienna~ 

Beethoven 1 s sketchbooks and a playbi 11 printed on th1:: ori~· 

ginal program were serviceable in the reconstruction.3 

The ballet was performed again :Ln ou:c own cE:~ntu:cy in 

San Francisco as a "cur'tain raisE?r11 for the Strauss op~~:ta, 

"Electra," in 1953, choreography by William Christensen. 

(Such double billing seems plausible only in consideration 

of practicality. Both scores require a basset horne.)4 

Closing festivities honoring the'Beethoven bi-centennial 

iti Mun.ich du:ri.ng the summer of 1971 included .:1 b:r.oadca~)t of 

4 



Vi~ano for illi~ production. 
. . 

th.e 11 1'J·,,om\'t'j-.,r.,_l:],,-:' O"e'r·t··•lr"' .. !J. o· f ,,,·•nl:' .. ·r.-'1·-~·· '•'cl'E· ''Pro~·nr}thJ·P'l'"' 11 
.J., . >y ..,. i 'v \:.-· .... ~ V . . • . L . .. \;.: 1 , . 1 . v J,_l • . • ·~ • t_ . l~- l.~ •':> 

thenre i~:;. r'1o't ::m t:'lE:irn0ntv oht~en appe<n'·s_ or\ coi'k\,~e:d; piqqr~ms, 

T h. D. 0 ., .. , · ".' ·~ l. o "/.1 c.~:.' n· · .r::r· · --. ·.• c~· r .,..· , .. _,.. , .. ;,,.l ... l'r• l··~·o-..~J y r·'r-> h ;:, 1~~, () .; J''· c-_ · f n c 1. l'•t...J 0' .~J 
.J. V ........ q .v <..1 -~~ / )~ v ~ .t • 9 i .. ~~I,,_, '-'~-..1 :.J.I: 1 1_~ ~ <,t . . ..,._., .L' w ~·· ., •. · J., "": .. ;> -~" ... ,... ... ~ ..;: "-· , 

. . 

.! .... ... r1 1' r""' J. !:'\ '1 /.'. _;,.,_ .::. ·."'L·r'q .t .-) CJ.. . · •· n,". '<) :-;. v. h< 

their mics:vdosm (~ .. ~· '_,_ 'kl'' ~- v ..... '::l' l'i c ;, ')·;., 
~JJ.. .. L.~l!;"· '::.."n.IJ•- -d-1.~1 Jl 

' . ' 

'TI -'; l"' 1 . t. ·c :! c· (',·.Tr-_ ·'-' '!·>'·-''' (: ],, o ~t r···. }·l 1·· (' -'., L· t' t· ··) !l· + c· t :.,.,]' t'.<t.\r)l-. ·J·. •,-,.' ,-'t·,._)" '" • "".a+ HhJ.._;;;_ J t. ,._ ....,., •• , .... .)•lJ•·-.;:; • _ '·"' .. ~.. .• "'' r- 11 .. • .... 
.,E -.~ ,. 
'.: -}>:OlC£1." 

C · 1·n ~ · ,· c s' · rJ n·' c· "J )r · t!·p,~'- ·t:f:!''i-·f·, GU--"' 1'- ··nd· -c-,.,:."1. · 001:"':.1 u l:J.or, Ol. 0\):llu a 0.. ;o .. 'c ,,. • ,_,(.litt:!'! _._ .. L ~,~ . H '·h~J-- -· 

a bin 1 s othe1:· l;:,rqe compp .. f:>J:;t:4.ons ;rt:;'·f:t<~',ci:. ;·tlie com~)()ser~' !:~ 

'J · ,. ··tl· 1·~· i.,p·t·,,,.,~;- ·~e,l .. _. "'_. :r·' t l.OE~as conc.t~:r.TLLng "1-e c·o-re .... <n:,I•On s.,, .. ,,cer;J iL .... lg,L(;n arK. ar , 

this rnystic ::..~tra:I.rr bein .. g e,:Vi.den-~ i:r; ~i.criz;;hin J:tom child ..... 

l-1 ('l.r a·' • 5 1 ~ ,. ... J . Q I 
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augmented and two perfect fourthse The resulting scale 

spells·C-0-E-F-sharp-A and B-flat~ 6 The harmony 6f "Pro-

metheus" avoids consonances and abandons reference to thri 

maJor scaleo 

as a solo instrument~ though its participation is flamboyante 

The chorus~ envisaged by the composer as robed in white~ 

sings vowels connoting a specifib color designated at the 

tap of the score in a two.note part written for a kayboard 

of li~}hbJ~ Tl'"tt3 projection of' app:corJ:d.at.e colorfJ was in~ 

tendad by the ca~poser to assist in nchievinc the sense of 
··' 

artistic wholaness and fulfillmGnta 

Produced in Moscow in 1911 with tha composer at the 

piano and Koussevitsky canducting~ the premiere did not 

include the color organ 9 nor· di.d the ~ 913 London pf::n·fo:r·-· 

mance under the baton of Sir Henry l11(JOd. Colors were pro~· 

jacted on a screen during the concert at the Bolshoif Mos~om 1 

soon after Scriabinus death~ but with small effecto The 

composer had intended for the hall to bo "bathed'' ln light ... , . - -

In 1914 9 with modeste Altschuler conducting the Russian 

Symphony Ordhaetra of New York in Carnegie Hall. the color 

otgan was used mith results again reported to be nrar from 

eonv incing" ~~a 

6 
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Howevar 9 the two most recent performances of tha 

Po 'erne f the 196'7 concert {Jy the Roche~1ter Ph:i.lharmoni.c c 

,, 

and the 1971 event in San francisco conducted by Ozawa, 

Takahashi. at the plano, included elaborate color eff'Erct.s~ 

due largely to advances in tachnologye Alex Ushakoff, 

fo:c astronaut~'lp devoJ.oped a "li.ght modulation de11i.ee which 

scattered the correct colors throughout the entire auditor-

• II .tum for the 1967 concert with pianist Gyorgy Sandorc 9 

In his review of tho Ozawa concert in San Francisco~ 

Heuwoll Tircuit observed& 

G:t:nat cax:·r; I!.Jr,::ll] taknn to prrwnnt. tht::: light show 
w·U:.h ~:!~i much autht:::nt:.icity aB possible " " ~ 
electricians rigged the house and orchestral 
shnJJ. (' a " ~ at spec:i.al cont.J~ol ennsnJ.ofJ b<:H~k.,, 
stags the assiDtant conductor ;playedij the color 
element, and the apprentice conductor~ the in
tensity and flash control~ To achieve the pro
per colors without distortion? house and stage 
lights were out, the 9rchestra using individual 
sta.nd .lights. e ~ • The lightr;~ that 12fJo_~pif.H}E) 
orclw~stta t·opreBentinq: tho cosmo a around man (the . 
f.';olo .t?.i-Js}l"'JO) as he searched fox· intolligq5cr1 (fire) 
wat) L~:,l~Z an astuundin~~ accomplishment,· 

The novelties df color scoring and theosophical 

Accordinq . . 
to Riesemannt Ri~sy-Korsakof "had little sympathy for 

Scriabinis world shaking conception in which cosmological 

and musical :tdeas cnml:d.r'led to form a monstrous thought., 
. ~, 

structw:e., "11 
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" .. 

Austin comments, "Young Stravinsky wrote Der

zhanovsky that the Prometheus period of Scriabints music 

displeased him in generale"12 Austin relat~s an incident 

concerning Liadov's reaction to the Poemeg as told by 

I----x~-mrrE.nrrb-eJ':~at-'-t:-he-reiTc"ia:r-s-a-1-o-f"-------ll-P:~:·c;~mo-i>-hc~Js·,.~"--'-11'-------~~~~~~~~~~ ~~~ 

Liadov was sitting next to mef nervously shaking 
his head ~nd sayingz "frightful~ how frightful 
this is i • • • He could never get acct:wtom.ed 13 to those fourths in the horns at the be.ginnlng o. 

Poet-noveli~t-musician Pasternak who~ as a child, 

accompan:ted hin father. and Scria.bin on waJ.kB 1 is quoted 

and h:tfJ 1 Et:::d; wo-;:·ks seem to rne only Dvi.clent~H of' hi~i ~~Gniw:; ~ 

and not drd.ly food for the HcwL 1114 

Koussevitzky, e~igmatically calling HThe Po~me of 

fi~e~ a "fact of history," according to Austin 1 ngava 

it n.ine :r.elmarsals at unprecedented GXpenr:leo He con--, 

structed a new instrument for tha finale 0 s bells -- of 

lom diapason~ but lighter. and more portable~ and rernc.:rk ... 

ably loud~ sharp, clear-pealinge"15 .To nase the auditince 

tnto understanding 9 he printed program notes faT the first 
:> t ' ·.~ r..: 

:lame ln Russias · · 

Scriabin biographers, Austin and Hullp find the 

fas'c.tnati. on for the composer • s bizarre techniques in his 

larger works le~ding to an ovsr~~phasis upon them at the 
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expense of the short pieces with their "mysterious charmcj1 6 

and Paul Rosenfeld, in his portrait of Scx-iabinp commenb:;g 

Save only the lambent "Prometheusi" tho symphonic 
po~ms are not his most i~dividual~ Each reveals· 
Wagner o 6 n the orchest,ra. was not his pl~ope:r. 
mediumo ~~ e :the piano Waf.l6 ., a s "Prometheus" 
reflects ~he crisis

1
9etween highly romantic contont 

and clr:wsJ.cal forme . 

Pt.n:posely, CJur prJ:tnt of perspec:t:tvo does not f(Jllow 

parallel patterns in its approach to the Beethovb~ and 

Scriabin compositions. Hopofullyp the study of the ballet 

will bring into focus some of the scattered info~maticn 

concerning the reconstruction of the lest scenario and 

its plausibility with relation to the scoru0 

aspects of the composer's lif~ and music 1 whibh 1 if 

similarly presented in the Beethoven study~ woDld be 

burdensome and repetitive~. 

Other aspects of the richness of the many-faceted 

my'l.:h are embedded :tn, the cornposit.iotJEl- insp5.rod by· i. t: in 
,, \ . 

ttJEl yearB betwean 11 Dio Gesehopfe" and thc1 11 Pot-1me .of F.i.l'f::lG 11 

Though our study.is not designed to include likewia~ de~ 

tailed analyses of the Schubert, Liszt, Parry~ Faurt and 

Wolf compositions inspired by the magnetic p~n·z:;onality of 
,. 

Prometheus, it will attempt to accommodate~ in brief 

chapters, certain cur iosi t:~es liJhich rni9ht~ qui to naturally~' 

accruse 
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Schubertf in 1819, and Wolff seventy years later, 

were challenged to song interpretatiGns of Goathe~s 

dramatic monologue in which Prometh~us Shouts his de

fiance at Zeus, The character of the demi-god at each 

song~s ending emerges in differing perspectives through 

the music alonso The words are the samo0 Schubert envisions 

Prometheus as the confident artisan of a new order as his 

song ends with doughty C major chords and the cry that time 

and everlas.;ting ·destiny a:r.e "my masters~ God" and yours t "(GoGtfw) 

On the other hand, Wolf perdeives Prometheus as a martyr 

proclaiming that his spirit is his own~ despitu the torturo 

infliot~d by the gods, 

Liszt 0 s revision of the overture and choral music 

veiling of the Herder Memorial at Woimar in 1850 1 result-

ed in his symphonic poe~. "Prometheus~" five years later~ 

Parry~ s adaptation of the ~lhelly 11 Prornetheus> Unboundt. 11 

commissioned for tho 1BBD Gloucester Festival. was an 

accomplishment cited as the "first milestone on the road 
.9 to revival of music in EngJ.and"u18 A commission to Fau~ci, 

in 1900t yielded· the opera lyrique, ''"Prorntithee" for. 

the annual Baziers out-of-doors festival. 

The th~aa dramas enact differing versions of tha 

mythe In the liszt-Herder story, Prometheus, blamed by 

tho gods for the deeds of men who calnily pol:lsess the wol'ld, 

10 



aided by the ~ift of fire, is unfettered from the rock 

by He~culeS (who slays fhe eagle) and brought before 

the throne of Th~mis to face judgmBnt~ Th~ Sociali~tic 

Tit an is freed as the Chorus of Hutnani ty cel.ebrat.r3S hlf.l 

exhonaration in Liazt~s hymn closing with "Hail Prometheus!» 

acquittal ...... a redempt.lcm not only of Promet,hetm~ but 

uleo of mankinde The liberation is effected through 

love as Prometheus perceives man~B separation from his 

essantlal nature bocauso of a~cepting avil as a part of 

the human uxparience~ Th9 oppressor !a overco~a through 

Scen0a frnm "Prometheus Unbound" (1019) considsrbd 

by Shulltiy himself as him grestest 

by Sir Hubert Parrye musicolcgimt 9 historian and cam~ 

pcsat~ for his oratorio ~Prometheus Unbound 9 ~ completed 

for the Gloucester festival, 1BBOo 
/ 

Thu Faure outdoor production (1900)& attaetin~ to 

de~~pite t.hf~ :r.uirlinn of the seta by a thundcn~ and lightning 

storm tha night betorat the dozen harpa dasignated in the 

· scora miraculously ascapi~g harm. The text by Jman 

Lorrain ~nd Ferdinand Harold dapictGd the actual theft 

of th~ fire as Prometheus brandished a bough into e 

11 

. j 
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flaah of lightning. His tr1umph 0 however• was mitigated 

by tha gods, det~rmlned to "haua thQ last wordefl At the 

moment of the preaontation of the flamet tha crowd 

clamorad in eag~r acceptance of .a second gift~ Pandora 3 s 

c~aket of ovila~ de~plta tha werninga of Pramathaus 

whotle tt'Alontffiv it mill be. r.ocaillsd 11 includmd fo:rasi.~,.).._.l._:_''rt,._,· •'---~~__:___.~~~-~~~ 
/-

~1th thm exception or tha Wolf and Faurs usrmions, 

these lntarpratatlans of tha myth hava happy endingso 

Tha ganaraily accaptsd concept of thu classical P~a-

cannot be foraetallad becauon of externals ovar which h~ 

Alfrsd Einstein ccmmanto upon th• happy andlrig 

In spite of the feet that a tragic termination ~ • • 
is inevitably domand(1d by tho 9ubjaet. • $ li To· 
motivate such a tregady would heue ba~n to pon~
trata into tha mythical dopths which far transcend• 
ed th~ undsrstan~ing of tha aightaanth cantury.20 

Th~sa "mythical dopth~" survived as tho csntury turned~ 

and the court af Emprosa Tha~0Ba b~cama the court of 

Leopold II for whose musiCal wifa, Marla therase. "Die 

Geachapfa" was cr~atede The Winckolmann concept af a 

·classical Greec0 of p~llucid s~renit.y tvould admit no 

nightmc.u·ns9 

.1.2 



Nor had Napoleon's defeat yet occurred to shatter 

the hopes of the common man. The pessimism of th<.:! first 

phase of romartti~ismwould wait for yet another deca~e. 

Not only did Beethoven end his ballet with Prometheus 

ascending the steps of the temple of Apollo to the 

accompaniment of variations on the 11 Prometheus" theme, 

of the Duke to the accompaniment of the trumpet fanfare. 

Schubert's optimistic characterization of an 

undaunted Prometheus, albeit only a temporary departure 

from the co~poser's tenor of despair, can be attrj.buted 

to a linqed_ng merr1ory of the~ recent past when common 

man was on the maTch to freedom~ or again, it might have 

been an affirmati0n of a dream that had never really 

died. Einstein believes Schubert's "Prometheus" to be 

i:he song in which the "classic~1l spirit finds its noblest 
21 

expressioh. 11 

Herder and Shelly celebrated a Prometheus UNbound; 

Hardy and Dickens were instructed by their publishers to 

provide happy endings for the serialization of their 

novels. The mystiqtie of optimism prevailed in the 

nineteenth century. 
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Before we move to a discussion of the concept of 

Promethean heroism in literature, !Bt us take note of 

t·ha lura of the god for painters and sculptors. Hls 

fascination for them spans ths centurieso 

It is believed that in Athens~ clroa 480 B~ C$9 

the painter Parrhaaio used as model for his "Pra-
21 

metheus" a prisoner whom he had bean assigned to torture~ 

This painting is no longer extant. 

Dating fro~ 80 .B. C~ 0 an Hellenistic etatue from 

tho Pargamene group depicts the liberation of Pro-

m~thaus, This ~ark may be viewed at the Berlin State 

M. '"'"'trr··· ?.2 l~if..J r,). C• .-:. ~~ ~ 

"Promotheua Animating Man 1 " 

pointed in the sixteenth cent8ry 9 ia now in the Pier-

pont Library Collection. (A replica may be seen on 

the cover of "Die Gesch6pfe Des Prometheus," London 

~q"~~~.1 .. ng C5 6'c)··6·o ) .. ~, .... ,_ ... 'J. ~· tl t 

The Titian "Prometheus 1 " created in 1548, no longat 

e}1:tant~ is believed to have been destroyr.td in tht.~ 16DB 

fire at the Prado, Madrid. Howeuer 9 Df Titian~s 

ft1ur pcdntingB of mythological subjEH::ts ( PI·omfJtheu~~ 9 

Sisyphus 9 Ixion and Tantalus), t.ha fcn·m8:i:' two at·1=3 · 

believed to Mava bean previously copied by Sanchez 
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Coello. and tht~ "Prometheus" to have been etched into 

an engraving by Curt. Tha~HJ tiJJo survi\iing interpre

tations of Promothous are assign~d to Titian "though 
2 •l 

not w5.thout ht1sitatlon~ "_.:~ 

Tha Rubons, painted in 1612, and now in the 

il--~~~~'Ph--'d:u:chrl-p-~t:hrlfh;;n:~-r:rmr,---af~rn:~t-,-p-o1:·-t-x~ery~-~·l'-ufirut-i-r~u~ 

tormanted by the aagla. 24 

Important twentieth century accolades include 

Brancussies auaMt-gardo marble of the god 1 e hendJ 25 

Manshipce bronze with gold la~f caBt of Prometheu&8 26 

Llpchitz~o pai~ting "Prometheus Strangling tha Vulturs 1 " 
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PAH.T I 

PROMETHEUS IN LITEHATUl-1E 

L DEFINITION OF PROMETHEAN HEHOISM 

From the myth of Promt~theus s literature derives 

a vlsion of the entrapped tragic hero who is rebellious 

an,d defiant against external forces which he did not 

make and cannot control. These forces encompass that 

which transcends human understanding: the will of the 

Ultimate in Being or Knowing, whether the entity be the 

Christian-Judaic God, or a corresponding essentiality 

in other religious concepts~ These forces also include 

tha unp:cc::dictibiLLty of F.::d:e,. the neutra l.i.ty of physic a 1 

natur<:> and the (~n:i.gma of hurnan n<:d:u.r~' 1 p:ce-·c.h:teJ::minGd by' 

foxbeaxs and the laws of genetics. 

Prometheus, the god who saw injustice in the limit

ations put upon man by .Zeus, sought to help rnan help him·~ 

self. For this audacity, he paid a high price, but obtained 

for man the opportunity to find his own individuality and 

to fulfill his high potential as a human being. Prometheus 

became the prototype of all who would defy injustice. or 

limitation in ulti~ate growth; he became humanity's 

arch rebel 9 . the symbol of mind <-lgainst b:cute force as·. 

depicted in the Aeschylus poem. 

16 



According to Dr. Seaman, Promethean heroism provides one 

way of looking at the tragic hero. Two contrasting modes 

suggested by literature are the ethical, also called 

Apollonian; and the amoral, or Dionysian catsgories. 

We paraphrase Dr. Seaman: 

· The ethical model is the hero who beli~ves in a moral 

order. Confronted wrtTi-t:he tempfat~ions of-dai1y existq• 

ence, he must make moral choices which will enable him 

to achieve a balance between self interest and universal 

order. He perceives experience in the form of an inner 

struggle to achieve rationality to make his actions 11 con~· 

form to the~ hiqher imperatives of natura 1 law. Adhe:cing 

.L - A ·' • c J. • ·I· ~. "j • ~ .. · "· h :]· · · . 1 '-' t h · ~ + } · ·t 11 <' ~ f . ·· ] + .: -~ <" t.u .1-\JJ. ..••• t)t.<·: J,:,n p~'fC o .. ogy <:~no c.. J.C::> ,,Ia .,orne .a.cu ... ,..l.c ... 

ax·e lovv('!):' ·and oth(:;rs highers H the ethical hero may find 

difficulty :Ln maintaining the ascer1dency of the higher. 11 

He is mo:eally responsible for his choices, and suffc::rs 

with guilt. 

On the other hand, the~Dionysian tragic hero "cele· 

brates experience" itself 9 not moral virtue. The issue for 

him is 11 above ethics"; the human organ:i::~m, in achieving 

its utrnost limits~. reaches destruction and 11 decline neither 

sad nor disconcerting, 11 simply through the inevitable 

course of nature. He experiences wholeness and unity in 

"playing out his role" without having to assume moral r'es

ponsibility. Reality is revealed to the Dionysi~n hero who 

cha ll(~nge s the~ ethic a I "higher imperatives" and finds them . 

inadequate. For a moment he perceives the ultimate and finds it 

17 



meaningless. Horror accompanies his moment of insights 

he has looked upon a universe jn which there is no order. 1 

A tragic figure, he perishes. 

Both Dionysian and Promethean types resemble each 

other in their challenge to ethical highe~ imperatives~ 

. The Dionysian scoffs and turns his back to themf the 

Promethean defiantly resists them or attempts to effect 

reform through change and innovation& He too, perishes. 

The 6ategories are not clear-cute Wotan§ for example 9 

in becoming the wanderer, changes to Dionysian status; in 

mitigating tho sentence of Brunnhilde he becomes ethical. 

Fauetv in rebelling against the limitations placed upon 

him by time~ is ~ro~etheans his compact with Mophisto moves 

hi~ into the Dionysian category; his remorse reflects ethical 

principlos. Hamlet, inheriting the corruption in the state 

c1f Denmark is Promethean in trying to correct the ":rotten" 

situ~tion$ Deciding not to slay his uncle in the act of 

prayer because such timing could send the soul of Claudius 

to heaven~ not hell, Hamlet becomes ethical because of 

the moral choice ent~iled. 

18 
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II. DEFINITION INTERPRETED 

Turning now from the different ways of reg~rding 

the tragic heroic figurep let us examine ~ore closely 

the Promethean h~~oo 

Prometheus, in the version of contemporary poet and 

p-le.yu-n:'i(Jrrt~~iob e r: t~L o vral-j:;-ex p 1 a in s~tln:r---th ef-t s 

Zetw looked at man with disgust and sa:l.dp "Why 
do I put up with man? He cares far nothing ex
cept dirt 9 blood and sex ~ o e he is always the 
same e ., o he gets nowhere • o ~ why don f t I 
wipe him out?" VJhen I heard Zeus, I said to my.,. 
self P 

11 Poor man, the king of the gods ht~tm:;: you • 
perhaps if you have firet you cah help yourself o 

disc among his follow gods~ Because ho was a d~mi-god 

himaelf, a Titan, he endowed man with divinity 9 the 

capacity for achieving godlinesse 

Embedded in the Promethean myth is man's own 

faith in his capacity to realize his higher naturea 

Aeschylus's Prometheus Bayt:l, ui stopped mortals from 

forcs8eing doom." The choru~l aBks, "llJhat ct.ire did yDu 

• • 1 
~ ~ 

p:r ov ide them againat that s ickness? 11 And the god roplies r 

"X placed in them blind hopefJ." Th!3 chorus agrees, "That. 

was ~ g~eat gift you gave themo" 2 

Kierkegaard writesa "If t~ere were no eternal con-

scicusness in a man~ • • • if a bottomless voice, never 

satiatedt lay hidden beneath all-- What then would life 
'S 

b~:; but despr-.dr'? 91 ~ ·. 
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The Promethdan hero~ haunted with guilt for the 

conaequancas of his ineptness, feels not totally at 

faultp )imited as he is by Godt fa~~, Mother nature, 

human nature, historys social and political environment~-

in short, limitations which he cannot control. Hamlet 

saysv "There is a divinity which shapes our ends./ 

Roll~Jh hew t.hem how we will. 11 Klng Lt'lar sees himself 

"more slnnt:Jd against than sinning. "4 The P:r:ornethea11 

perpetratora External forces imprison him with giant 

is a poor god 1 too intelligent to hide from his unceasing 

Ha seas himself ae gifted 

him VJ.as bestowed the fire., He 8£:)nses responsibility i.n · 

the preservation and usa of his gift~ but aess his highly 

motivated dreams and aspirations "ironically working 

against themeelvest so that disaster, not self r~alizati6n" 

nor~ collective human progress, rusultse 6 

Thus his environment i.s fataliBti.c, and tha indJ.., 

vidual man ~leeld.ng freedom. flnds divor.c:ernc:mt from him ... 

self, his fellows, and nlienaticn from God. Arnold wrote' 

• ·It is a sad eight when the world denies 
A g'it)-ted man· the po.wer to S,hot!J his gift; 
When he is tied and th~artod ftum his coursar 
Whon his fine genius foams itself away 
Upon the reefs and .sandbanks of the world. 7 And he dies fruitless~ having found no field~ . . ~ . 
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Like Job, the modern Promethean is a prisoner 

in a whirl-,:vind 'Norld. Like Hamlet, he finds the "time 

out of joint."8 He mourns with Troi.lus: "HovJ my 

achievements mock me.~9 Yet he must go on. "Our mvn 

nature impells us to endless aspiration, to an endless 

beating at the '"'a lls of our confines." 10 Bruno Wolter 

reminiscing, quotes Mahlc~r: "VJhy do I fancy I am f:.t·ee 

when my character constricts me like a prison."ll Our 

hero binds his wounds and prepares new strategies~ fully 

aware of his helplessness against the magnitude of out-

side forces. 

Robert Lovvell expresses man's m(::taphys:i.ca.l imprison~ 

ment in terms of the salmon who rages against impossible! 

odds: 

0 to break loose, like the chinook 
salmon.jumping and falling back~ 
nosing up to the impossible 
stone and bone-crushinq waterfall-
raw~jawed9 weak fleshea there, stopped by ten 
steos of the roarinq ladder. and then 
to ~lear the top on-the lasi try, 
alive enough to spawn and die.l2 

The romantic hero~ like the chinook salmon, fights against 

the river of his limitations, braves the waterfall of 

mortality despite.the inevitability of death. 

The harshness of man's existence in a universe 

assumed to be irrational is starkly revealed by the Pro

methean-Romantic tragic hero as he strives to realize his 

21 
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human-ness. Entrapped by external forces which he can 

neither co~prehend nor mari1pulate, but which have long 

since forged the hard laysts of his milieu~ he steps 

to the beat of the drummer. Beguiled by his own 

rebellious spirit into the temporary belief that he can 

-1:-----=b=e~. =c_._.h._.o-"'r_....c'-'""-'oarapher to h5.s oVJn danco 9 he finds inev:t tabJ.y 

tha.t the rr.:Jbellious spi:r:it is, itself~ adjunct t,o 

the t:r.ap. Abo\/e, beneathp to the right and lc:ift, ha :ts 

conftonted by impenetrables which he h~s inherited* 

metaphysics beyond understanding~ the will of God~ the 

gods~ fate 9 destiny~ physical natura; human nature~ 

mankind~ its history and cultural 

ths genes of his own make-up. Ever hm is limited by the 

weight of his own carapaceu 

Thr~ Promethean hB:co~ ·.envisioned as wa:r:riorf 

philosopherp artist or statesman faces an adversary 

both large and irrational. frail David~ entrapped with 

his gift of rationality may win a skirmish now and than 

· with smooth stones and melodious harp~ but the final 

victory will neV8!' be his~ Prometheus says!/ 11 Nothing 

that hurts shali come with a new face/ sa·r must bear 

as lightly as I can/ the def.atiny that fate has gl11en me,/ 

rot I kn6w well against its strength~ no one can fight and 

tuin. u 
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P:d.or quotes from T. s. Eliotvs antithese!:; and 

cryptic parad6xes in "Family Reunion": 

Accident is design 
And design is accident 
In a cloud of unknowin~o 
0 God, man, the things that are going to happen 

. Have already happeneda14 

entrapment, the tragic hero may de~elop an existential 

perspective (such as we find in Berg's "Wozzeck," and 

the 20th century Theater of the Absurd. or a pers6nal 

chivalric Code, as illustrated by Don Quixote and Cyrano 

The conte~t im over unequal 9 though the 

hero m2y claim victory by emerging at least with his 

Regardless of his chronological appearance in 

history 9 the Promethean hero's mode 1~. al~ays Romantic. 

His heroic defiance is tinged with despair. Th~"~gminant 

metaphor is entrapment of the individual psyche; the dcm-

inant action is heroic struggle in the face of certain 

annihilation. Dr~ Seaman summarizes the Promethaan°s 

plights "The world lies in wait for the noble spirit 

~nd -lnvolM£~ htm inescc\pably fn uni\Jersal dishRr.mony and 

disproportion. '·1 1 6 

The Promethean hare ever stands as a revolutionary 

who challenges the "old ways .. " Marion Bauer says, "Youth 

i~ inclined to ask why t.ha old shoiJld alvJays be in the 
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right against the young, when the future always agrees 

with tho y(:JUng .against the old" and comJiders Ortega 6 :::1 

ansvJer the "basis of contemporary aesthetics." Bauer 

quotas Ortegas 

Our most rooted, our most indubitable con
victiona are tho ones most to be rHstrustr:H:I; 
they ard our limitationsp our confinos 9 our 

-li---------'P-l~i----.fJ-f-l-R-.~l~i;;-f~r,-i_:_s-j~Ft-B-t3-r:J-8~tJf1-inlf3-8-r-t-a-f-)-~iat~t-t~l-t:l-r-t:~~---'------------'--,~-

does not stir in it a great eagerness to ex-
pand its frontiers. We live only so far as 
we are eager to live more~ and all obstinacy 
in remaining limitod by our hab1ttial horizon 
means waakneas 9 ~ decadence of ~!tal energieso 
The horizon is a biological 11ne 9 a living 
organ of our being; and while we enjoy plontitude 
the horizon flees, swelling and undulating with 
an elasticity almost in the rhythm of our breath$ 
But when the limits of thB horizon are fixed~ it 
i~; bocau~:oe thoy t;l;v;e bocornG rigi.d~ ~md uJe hs.ve 
!,_ !'' J •. E"' y-> 0 _.J , .. 1 c·J ,,. ") :-., .'I{ 
:J- ;I, ",, . U ""'·,J, ~- dl;. ~- e 

Contempcn·ary men~ thr.ill.i.ng to thfi·: acr;olaclt"J 

to past heroes, often fail to recognito the fla~o 

bearsrs in their midsto 

24 
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PART 1: I 

PROMETHEUS IN MUSIC 

. :. ·::.. ~·t:O.~···...: .• · 

Ill A, "DIE GESCHOPFE: DES PROmETHEUS~! 
BEE:THO\J£'N 

In 1801~ Beethoven had an opportunity to display 
hin talents in quite a new and difforont way2 
tha composi ti.on of a full length ba11r:.d;li HD.te 
Geschbpfe do~ PrometheusD" .also known as "Die 
ft]8nl:1Ghf,H'i

11 
e • c this is <:~ I'aVi:C:.lhingJ.y beautlf'ul 

ecora and although the ballet was considered 
p:eob1omatica1 9 BoGth6ven ~ 8 muf: .te had a con ... 
~ 4 ('

1
"'1' '" 

1
" 'l ·~ <>.! 'Cf' nq"" tl! hr:> r·l -t {· '!J l">~l f~.; ""1 t FIB''"'' f' O'"f1'1° cl '"'· J ~> ... cu •• '·' "' '"' . -· '"· ·~ ~ .. oc> "· "' " ~• ·~ ~ · "" ... ~ r-' '"' "· • " · 1 

~t the Burgthoate~ (Vienna) on 28 March~ 1801. 

trw rrH.mi.e of' that prcrfound goniu~>, Beethoven
9 

contains 

much that is bnaut:tful~ even :tf it is nt:Jt, always p~u:·tlcularly 
2' suited t~ the dance~"· 

The !11Us.ic to the allsgcn'i.cal and heroic br.;<llet warJ 

composed upon invitation of the dancer and chcireogr~phhr, 

Salvatore Vig~na~ who drrviaed the scanarioo Uigano, 

born in Napl13s in '1769, and said "to have dancBd hir; way 

tl ~ C n
3 b 11 t L ~ Ll ·v· C ' , 1t"OUg11 r~Ul't1pCI9 llJctS .r:J _ _,,H, maS'I::.f;l.J:' Or' t;;!"H.~ :umna Clll!.'t; 

thsat:t.•es e His w1f&1 t.tJas the CfJlebrated danseuse" • .Josefa 

Medina, who had created a furor by appearing oh stage in 



~ishihg to compliment maria Therese, wife uf 

Emperor Leopold II, and qranddaughter of tile Empress 

~aria Thatesia, Vigano noted that BeethoVen had already 

dadicat~d his Sept~t~ Opo 20~ to her in 1800, 

Heinrich von Collin, a contemporary of the periodr 

reports of the status of ballet in Vien~a at the turn of 

the cBntury' 

During the reign of Leopold II~ ballets, which under 
Noverre had been a very popular form of entertainmentv 
were brought. back into thE: th£~a·(~c:r. ,, Thr:J general 
:f.ntsrnst. 11'f·J:J a~}:sin at'Jnkenod 9 and stimulated to a 
high dorp:·E:r:; b8CFtu:::ej) togl~tllt::Jr with the balled·, 
master 9 muznrelli 9 a second ballet master, Salvatore 
Vigano, gave perfarmancas. His wife revealed to the 
eyes of ths astonishBd audiences M hitherto un
dreamed-of artu The most important affair of 
s t, :::'!i:. ~~) uJ n u J. d i·;o t. <"•!: ow~ H rM1:t' e v f o J ~., r l t d :L v CcJ t•q '~ nc :L8 ~~ 
of o p:l. r~:t. Dn t ~·mn t htJ Luit1".1 c: did 2t that t. .L1118 0\181.' 
the rRspectiue superiority of the twv ballet 
HH1~1 trn:·n. F :d.ond;·:J of tho thr3 at o:t cl.iv .idG d them::: el v fJ~J 
completely into two parties • ~ ~ Muzarelli~s 
supporters, as the weaker side ~ ~ • even sought 
means which were quite beside the point to get the 
better of their opponont 9 when they attempted to 
denounce as immoral the art of madame Vigano e o e 

the supportars of the new ballet master described 
i-:.he defBndex'~·i._}Jf the older m.~~.!:l w:l.th qu:Lte orjr::;n c:on·~ 
tEHnpt o o e ·.'[Calling them ITIB.!}l VJhO had nover · had 
the slightest inkling bf an idea of what was beautiful~ 

T:c-uly the Viennesr3 t.hent.e:r.f'J neVc"lr gg::-d.n hear.d 
such roaring st.r.n:nw of applause and at the same timo 
such a thunder of tlapping of jubilant crowds as ~t 
the ballets of those days~ ~ •• This unusual 
victory, which the new ballet mast~r snatch~d from 
the older one 0 was due to his departure from the 
exaggerated inexpressive artificialities of the old 
Italian ballet in favour of the simpler forms of 
nature. At any rata 9 it must have b~en rafreshlng when 
one harJ long bt-Jcin accustomed to Ht~e only i.nterpo_lated 
dances combi.ning not.hi,ng but lr:lap~:l, · disJlocation of 

.limbs and tediou~ posturing~ which left tha spectator 
with no impression of unity, suddenly to bshold ~ 
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story, a depth of feeling and the pure beauty 
of outward expression. These· qualities were 
most perfectly developed in the earlier ballets 
of Herr Salvatore Vigano and opehed uq a new 
and hitherto unknovm rc-:a lm of be a utv·. '-

The following df_;scription of the action of "Die 

Ge~3chopfe''' was printed on the original program: 

The founda~ion of this allegorial ballet is the 
fable of P:cometheus. The philosopht:I'S of Ci:ceecE'~ 
aLlude to Prometheu:3 as a loftv soul who drove 
them by means of science and the arts, and gave 

it--~~~~~~~---:1.ti-t"' 1"''1y·'rl~'rc ''U~;to·~Jc; 'Jt)r~ llt()"J-"'J .• L"' ;:\s ~l x~pcuJ·t''~-~~-l-~~~-----c-~~·~--
~ ........ 111_1. _, .. ~J'J '1.,- ...... ~ Ji ._ C::.~ ~..t .< ~ .. ,, .c. _ .... ;; . ------~-

(')"1(" .Li·1···[· CC)f\f'w\--[-·'L0 1l tWO c·+·'+\l.GS ·th-.,t· ]"-"'"""' -)-)e·E'l" . 1_ •. (] ,. , . . ... ,_.. t·) _, ~ .1. ' .._) '--" (J L. ... ,. . , <~ 1C1 V --... ~ . 1 

brought to life are introduced in the ballet, 
and ther:;e ~ J;:hrough -~he. might_ o·~ harmony, are . 
made sens:t.t:t.ve to :3 .Ll t.rw pa ssHms of hurn<Hl l1 fe. 
PrometheuG leads them to Parnassus, in order that 
Apollo, the god of f:1.nc: c-;rts~ may enlighten them. 
Apollo givt-::s thern as teachers J.\mphion, Arion ~=~_nd 
Orpheus to instruct thern in mus:Lc; · Melponwne to 
teach trH~rn t:cz1qf':dy; Thali<-1 for co1nedy, TE-:I'}""JSicho.re 
and P~:1n fo:r the shenherd 1 s dance; and Bacchu~.; fo:c .. 
J. l-1···· 1--, ", "' ., ·' -~ ·J· ""\ · ' '".t: 'I 1,.. ·' }· 1 r • · c• .J...} '> · .:, ' • -~ · - -~- · ~) ,, , .c , t:- 1. v .L ,_, c a 1 , c c~ 1 o 1. .,.~, n. c, 1 :1"' "'' c1 ,·, ,_ • 11:. u J. J. Si J.. n .::1 ,, or. • -

Thus Beethoven bd. n~~ s statu.,~~~ to 1 i fe '.t/:i.th the pmvci· 

of hL:.; music in 11 0.; '" c·J·"''""c+n~-)-r:,, l! nni"' cif ]'•J' c f"r.><M •.:·•o_·,·k·~·, J .\~ 1::~ "-• ,.) • •.. l . ~ t .,. ~ '1.~ .. .. .... -~ 1 •• ~ .......... \11 '>/. t... ~ -

written for the stage. Immensely successful in Vienn~, 

latei in Italy, it has almost disappeared from the repertoire, 

probably havinq been perfonried only th:ree times in the last 

century, as indicated earlier in the study. (Gilman observes, 

"To th<? bE!St of the company's knov.Jled~F.:O>, S:.HI Francisco i/!JC!S 

giving it its Ainerican p:cernieren).6 

It. may be recalled that the loss of the oi·igina 1 !:';cenario 
/ 

and its r·efa shioning by Lena and Chantov:o:Lne was discussed 

in our point of perspective. 
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following ls a synopsis of tha racanatructed action 

Act~ 1 a Through the atorm, Prometheus 
--.:_- .... ~. ···-~~"-~--~-. ....-::: _ .. 

carriae a ta~cho Taking rafuge ln on abandon9d shad~ ha ;~-~---

finds two statues !ntc whom he breathes the firo cf Life 

Ths 8tatuee svmmmtrically dance~ . " ~ . 

'!' . .'~~. ·1: 1'i.~~.·il>.'.!','"' --~·.·1· ''t"1P'r· i <\<,~ 0' P t,f!''-•-l> ..-••• 0"~.-----<!--!v-I'·",;J. -~-",-d.Le:i-:.·"'~ .. '1-~-'"'~' ,.,_t-1 {o hf;l\f ,,,,.,..,~ ,, • ., .c•~u•-•L•"'-""!& .._,,_,. ""'·"·'""'''"'.,.~ "'' c:·l<~ ,.,,,, v.!,c.ir:J.r'P"·'•""''·'···-.,··~~--------,, 

t.hoy ai.'~i t.hEmidt~~t1i and f:H1tUlfJ_nt~ S~K~~·~ X'@)<::\JlJ.:zinq t~hat ~- :! 

·~,h~y f.iX'D S.netH11p].(i;\",trl~ he il'1tiJt.i.1ls lnv@ of na1;..tn .. ~t'J in Uw cr~~1 .. "'""= \ .... t 

\ 

by giving her a flower. for the boy 0 he gatherB fruits~ ~ 

Act IIs ApOllo, god of music and poetry, presides 

.. thr~ bt1Y l~:i ~~t t::t'·~nnt.ed by flltlr.~ t1ncl his ~itrmdr~.ntt'\ a 'th\9 [ 

girl protestlngo Melpomene, Muse of tragc!.d~.~. dieguinad \ 

~~ Death, waarB a mask and carries e deggaro Sha re~. 

bukae P~rnoth~us for dooming his •aroatura•• •lth hls \ I 

[ ._ 

'' 

\; 
' 

f; 



gift of life~ 6nd kills tha.god in rageo The statues 

beg for the restoration of their beloved creator, 

thamselv~~ effecting the magic in Scene li, during 

the dances of Tetpsichore to tho music of Pano ln 

thia morning ecsne& nympho 0 fairies and Graces proceda 

x·ocm garlands.' In tha :ruptial prooooal.<lf!, ~ 
pay homago ta Pramethauo, voatad at th• feet ar Apollo,

8 
1 · ~ ~11 

Tho auddon slaying of Prometheus by the Muse of 

tragedy in Danco Nco 9 moy, ct fiRat~ appear sa ahocking 

and 1n8ppropriet8 u& to undarmins credibility far the 

thomga and thM motu antiquo mythologies from which they 

,f 

Lana perceluod in P~cimatheue a kinship with other 

di(::~thJ.::1 of df'n-d:h and ?.t::iillut:r.~:H:~t:tt.:in~:- decf'!ly ~:md :r~mcwal (:Jf ) 

Prorn~theus waa nne with Dumuzi-nbsu. dead and . I 
ra~urracted god of Sumerian myt~clogy1 hn was kin to tho \ 

\ Inc:H.an !.H,i.\h:t mht~:::e lodkm ~t>H'lro cr:r:n<:HH81it.od vd.t.h t.h~ !;lku1J. 

f 4 
t ; " .~ d '- """ -.. . ' . ~" , -·~ t ' t r g ~ 0 • 11 

o · t.~~;:f:' ':"\ a.1.oMg~a- ((! ~~~e: c:t·~SC£H'f!:, r.n rm• .. nr ·rio ~ slt'~S~ 

T ammuz .... Atkmi~ r !~t tis and DiolYf5'3Ut:J 11 th~ litn~ aut.if'ull y bearded 

gnld~n bull r:~f t.hll grac8fLd h;ax·p and toy~:d tomb of Ux.· ~~, .. ,~wln'c 
" 

all brother to Prometheua:10 All h~d for man tha promise 

that spring would coffiB from wintar 1 th~t the Nile would 
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pour over the parched land and that inherent in departure 

was return. Christ ·nould rise from the Tomb, and the 

People of Israel would ~orne back to the homeland.ll 

Frazer writes, "In ancient Eqypt, the god whose death 

and resurrection were annu~lly celebrated with alternate 

sorrow and joy was Osiris~ most popular 6f all Egyptian 

deities. ul.2 Prometheus.' s similarity to Osiris was partj_ ... 

cularly striking. Norma Goodrich observes th0t long bef o:eE; 

the Pharaohs "Osiris, by teachin~s and example, persuad~d 

the people to put away former evil habits, 11 specifically, 

cannibilism~ · <:1nd traveled about the world and by the ngentle 

.,.,~+c· of nc·•~SI''"c'·;c)l'·J ···ncJ Tnll"'iC' 11 ""l']-:iOrl·'·r:;r..,ed ].3 c. ~~ .. v .... ;:.o ~ ... ~~· •. ·" q ,_,. -'- a 1 . ).. .._, _ ~ ., .<;,:_,; 1 - --· _
1 

_ L, -... J , • ~ Frazer con·tinues, 

vvith 1\doni.:-5 and Att:i.s as a p(::rsonific.:::t:i.on of thE:> great yearly 

vicissitudes of nature, expc:cially of corn. 1.d.4. I+:: adds, uL:Lke 

other gods of vegetation, Dionysus, Jj- .. ., 
son of Zeusj ~as belived - ' 

to have died a violent death ~t the hands of the Titans and 

to have been brought back to life aga:i.n,ill4 

The maiden dancing herself to death in Stravinski's 

11 L·1 Sacre du Printemps" performs the final act for invoking 

ver1"1;.1l f\';:rtility, .and the ballet is revealed as a glorifica--

ti.on of elemental creative impulse, a celebration of the 

ecstasy of birth. 

Frazer correlates th,e Oriental god, tammuz~ with 1\donis, 

beloved of both Aphrodite of Mount Olympus, and Persephone 
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of the nether ~orld. Bound by Zeus's decree to live half of 

each year •cd.th E~a ch god.de ss, his cycle of 1 ife and death im~ 

posed upon the world a cycle of growth and unfertility.l5 

Considering this mythological background, thui, Frazer 

observes, "The inconsistancy of acting on two opposite prin

ciples t howevc~r it may vex the soul o:f the. philosopher y 

,_ 

---

,-

-t'-'----~r ~crs:d~__i:.rD.u.h]...e..S---"I.::b.:~c_QmmO-t=l.-m<::l-!."l-.... ~--i-t~\ct-9-G-Gl-!:1e-i-s-s-e-18Gm-e-v-e-Rc--------~------

The ballet's "happy ending" n;versal of the tragic 

conclusion to the antique myth as related by Asschylus has 

been discussed earlier. Let us add that the story told by 

the ballet appears to spring from the original myth as docs. 

JOYU' IS HUlySSOSH from 11 QdySSGUS 1 H and the tale Of the 

cherry tree from the lore surrounding th'? character of 

George Washington. Music gives us many' exemplifications, 

amor1g them Saint:-Saens 1 s "Samson and DeliL:ht" and Berlioz's 

11 L'Infance du Chri.st. 11 

I' 

In "Di.e Gc:schopfe 11 the myth of Prometheus is the point 

of departure. From such a perspective, the novel 31 teratioi1s 

are tenable. The discrepancy between the agonized god of 

· 
11 Prometheus Bound '1 chained to a rock, and the nimble youth 

}\- ~~ . 

of "Die Geschopfe" experimenting with the stolen torch 

vanisthes. Likewise, the divergent ending!?, the agonized 

god of Aeschylus, still chained to the rock, :..1nd the youth 

of the ballet, receiving accolade also are plausible. 
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Another seeming discrepancy~ Prometh•us 0 rebel per · 

flO~ ~HHltlng himself at the feet of Apollo 9 prototype of 

the athical horne becomes immaterial if it is borne in 

mind that "Die Gesch~pfe" !s not an hmroic trag~dyo George 

Bocl<man observc:H3 that allegorical ballets ·vJs:r.a populr .. n~ at 

the end of the ei~hteenth century1 with Dciitio~ in human HL-----~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~t~~,. --------~------

farm symbolizing Reason» attsmpting to guide hu~an baingsQ 

Tha entire music consists of the overture, an 

"introduction" and slxtee~ other numbersy ea~h of which 
16 

is written in closed farmo Dances No. 1 through Nav 3 

e1!,•, .... '.:,V,~.~,t,·,fr, ""1~+un~ ~nnN~~~n~ A~ 
•• ....- > - .:-...... \oT \.1 f ._j> ·:...:~ r-,) "'' ...... 1.r.J r·" ...,,, ~-... ~ ._.., t l~ "'···'.:. 

evident BS to invite relative 

observation will~ hopefully be verified in the study or 

each dance in 6ur next chapter. 

The second act ls a divertimento with individual 

dancaog Eath dance is appropriate for representing 

instruction by one of the muses in a specific art, Dancbs 

No" 4 through 9 campOf.la the f i:t•st r;J-c:rme of JH:t I I$ No. '1 0 

through 16, the second. 

Tha onlY app~arance of the harp in ona of Baethavan 8 s 

largor· tl.!tlrks oct~t.u·s in No. 5 0 where it at~Corilpan:i.as t;!Oodwind 

fiH'lloa,1pl The orchestrt:)l recitativo is LiOfHl in dances f~loJ,J. '11&u13 

as the animated· statues are· presumably being taught the 

art of dramao Dances ND• 14 and No~ 15 are thair aclcss 
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they are now ready to glva of their newly ~cquired 

skills. These two numbers ara written as a series of 

variations. Nao 14 employing the basset horn as the 

solo instr-ument. 

mast engros9ing is No. 16r the final~, becausg 

of the unpretentious entrance of ths "PromathausH themao 

The music !s distinguished only by the first 
appt'Hll'tH·Icr:. of a [r1o.~lfl f omiliar theme in E"" 
flai:;, majo~~ that almuys anrtOUflGt:l~ itself' in 
the bassQ ~ •• this thoma appoarru in tha 
finale in full melodic formt net developed or 
varied o & • howeuor~ in the fourth movement 
of tha &1 E:l~o:tca" thirJ themtl is lnt);•odtit~rnl ln 
the bass ug~in 0 end arrives at full melodi~. 
<~ <~ """f" '-' h '~ .,,. 'n h ,,. :.:;, ;-,,.,,-,-!- M -to.,.,. J ,~, ~· · ..,, t:~ ~i "''"".;: ,. •1· !: ''"''"'' · i f;.l i '-" .t~ H 1.1. ~ ~ -~:. '(;Ji,.J •.~J ~: ! 1,1: w ~ !kf ,;.~ "" ~.:.~ ~,;;> "" J~ .:.,_t f;JJ l~ H " t:.t !-• • lioo t.ll lb J.. W J l ,;;; U 

Bsatho~sn ~6~ long intrigued ~ith this combination 

Hollmu:!i) flnch:~ g
1on pagfil 132 tht:~ c a Q 1¥h:n::ch of. the 

G r;l:eica {; .i.s mb~ed up w!,th thH pil:ODUGt tC!S of PromGtb(;;IJ8~ n 19 

Rall6nd cantinues 9 "This ballot at the eEroica~ symphony 

mrs not tha only appearances of the theme in neathavsn~s 

works o o o it also appears in a contradance& and as a 

basis far the Op~ 35 Plano Variationeeu 20 When tho Var~. 
iatlono first app~nred~ the compos&r wiota to his publishers. 

Breitkopf and Hartol, requesting th~t tho cover contain 

a rafer&nca to tho origin of the theme in the ballet~ 
.. 

Rolland abseruss~ 
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The use af the theme in the ballet about 
Promethaua 9 and again in the VGry he~oic and 
noble vEroica 1 symphony leads us to speculate as 
to whether or not Beathauen attached any 
extra~musical significancie to the themao On 
ths other handt there cari be little do~bt that 
anethovan waa intrigued by the development 
possibilities offsrad by.tha thama and its 
accompanying bass lina, Apparently only in 
tha finale of t~a 0 Er61ca" was he completely 

~~~~ 

I~ 

f,_-~~~~~__.f!J:l.tJ._[t_f_.Lf.uLJ:.LLt_b~tJ:ttL_t._l'J1_nt_nwtot_.,~l'ttH:L:l.t~.t~.~~~~~~~~--------'---~ 
$ign1ficant tb~t thn theme n~v;~ again appears 
ln his tut.:n•ks e .CI 

Paul Bekker dotecta an interesting parallel in 

Beathaven 1 s method of progressing from ballet to 

contrmdanse to plano variation to tha "Eroica~" _and 

from Leonora Overture Noe 1 to Opera 1 io leonora Ova~ture 

overturn in ~Beethoven's attempt to contrast tha opening 

and closing moods of action with oa~h othst in thn form 

. ''}'7. 
action doe& not appear in the averturo~"~J 

so fully asoimilated the manning nf "Prometheus" 
ond mode it his own~ as latatr when he made 1t 
t;h@ _ bntdf.~ of tht} flnale Df th:1 91 C:ctt:LCH 11 ~- ~ ~ 
Uie ove1't.m:c~ thun if1 {~cmt'inod 1~a J.ndicstlom;;~ 
of tha mora bbvloue cbntrasta cf the action~ 
the high c.-HIIbltion of t.h~.,:t god 811d thf;i~ m;:-1~~~· of 
those who era lod to happinoss by him~~ 4 

It ~~ cartalnly remar~~ble coincident that: cf 
Baethouen's elouen ovorturne, na fowar than six 
ara written in C major ~ ~ ~ C major iD Bmothovon'a 
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key of joy, not of wild jubilation ~ o e but of 
a simple~ personal sense of victory and suctaese 
• • 9 He chooses C major to express stately and 
majt:lstic i.de~.Halri as in "Prometheus," in the . 
"Birthday 0\fl.~'rtu:re 9 " in "VJt.li.he des i·h.1~ss~'~ 
and in tho three great overtures which followed 
on "Prometheus~~ the three "Leonora« overturesa 
Hero tho bright and resonant key of C m~jor 1s~r 
for him. the landacapa, the climate Of freedom~ 25 

in this key 0 and it forms ths basis of the introductOry 
26 

instrumental poemse"" 

The lnstrumantetian employed in the ballet is the 

additional instruments as mentioned aarlimr, Perhaps 

the out~taNding ~haractarimtic of the ecoring ie the 

fr8quent use of sol~ instrumantst much more than customarily 

2'1 amployedo This unusual use of solo instruments and 

rare instt·umenf~fo!J r;an undoubt.Bdly be attr..H:n . .fted to ex"" 

igencies of the drama and the character of the music it-

self e 
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IS... STUDY OF THE SCORE z DIE GESCHOPFE DES P1~0~1ETHEUS 
OEETHOVEN 

.l!J,i:}~:?,.,tLV£.te.!Y !.£!2~?::~ e At tent l on w i 11 be d i :r e c ted 

to those th~mes particularly important in their singular 

or repeated app~aranca. Recurring themes mill be 

examined for change or similarity. 

Similiarity cf themes of Die Geschbpfe to themes 

of other wm:·ks VJ.i.ll ·be noteds parti.culc:n~ly the "Pramethem:" 

theme itself in the variations of the ballet Finale and 

in those of ths Finale of the "Eroicae" 

Unusual instrumentation~ dynamics and form are~ 

Elizabeth Rogers suggests the following innovation~ 

as Beethoven moved away from his first period 9 about the 

time of the ballet composing~ frsa modulation, modulatory 

bridges becoming an integral part of the movementp frequent 

appearance of codas, episodes and auxiliary themus and 

enlargement of the development section. She comments upon 

the deepening emotional character of the slow mouam~ntsp 

findinti them "intensely personal and expressive." Wa also 

look to Beethoven for making the var:tation an elastic 

m~dfum for the 1magination~ 1 

Coerne notes Baethcrvunss very high ranges for violins, 

his interest in inner and lower voices for strings 9 hie 

use r.lf tho tenor range qtraltty of thu .bassoon as oppcH:1od 
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to its traditional role as bass for woodwinds and harnso 

He cites Beethbven~s arpeggio parts for clarinets~ the 

tragic resources uncbverBd. in his timpani scoresw and 

hie scoring for woodwinds, horns and trumpets in pairso
2 

Carse find's Beethoven°s usa of the bassoon to double 

the violin melody an innov~tion$ sees an increasing tendency 

toward solos in woodwinds~ horns, bassoonB and ba~lSB~;I~ and 

looks for woodwinds, horns and strings not only combined, 

but contrasted and opposed ta one another in groupso 

Carse also notes Beethoven's soft tutti~ 3 

f1nney ~dda to the above list dissonance as an 

integral pa~t of harmohic resnurcas, expansion of tone 

color, extension of dynamics, unity of subject matter and 

music, polyphonic grasp of thematic developmentj sharp 

coritri:rsts of mood 1 r:mla:t'Qte3mEmt of' sonat~a form plan~ and 

USB of har.p~4 

Keeping in mi.nd that tho t•econr:!tJ:·m:tion t)f th~::1 sto:cy 

of the ballet 9 as praviDusly discussed~ is accepted here, 

let us turn now to an analysis of the score~ Its pro~ 

gr~mmatic musical content attests tb the validity of th~ 
. / . 

studias of Lena and Chantavuineo 

Overture. Now called "Tho Prometheus OvtJ:..~tur·e~" 
-~..-,.,.,.... 

the overture to "Die Geschopfen was ot·iginally .entitled 

"Tempesta~" that name, according to Nettl~ suggested "an 
5,. 

C~l'fH:i't.iona u · 
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In the key of C major, this overture is a free 

sonata form with a short introductory ADAGIO, followed 

by the ALLEGRO (molto con brio). Bekker proposes 

that the ADAGIO represents ''the serious and sublime in 

the character of Prometheus."6 

Especially significant are the ope~ing four mea-
~~~~7~~~~~~~~------~-------------~-----Stlres, for·tis-sinlo, tut·ti · ct1o:rds V3 of IV,_ IV,_ r~ta l. -------

augmented 6th, and V of p m~jor, because of the pattefn 
. 

th~y initate iti relation to story content. (The sever~l 

appearances of chordal blocks ~uggest the Temple of 

Apollo and his influence. (Nettl diretts attention to 

the similarity of the ope~ings of 11 Die Geschopfe" Op~ 

and th0 First Symphony. Op. 21). 

The Second .Act t Dance No. 4 MAESTOSO, set on the 

steps of the Temple of Apollo starts with block ch~rds. 

At the beqinning of Dance No. 6, POCO ADAGIO, the chord· 

. pillars again appear at a symbolic point of plot develop·· 

ment, possibly signifying Apollo's approval of the success 

of the previous lession in which the 11 creatu:res 11 learned 

to love. 

The triple~tops of violins, page 126, Dance No. 14, 

achieve ·a chord ... block effect, this time occurring when 

the success of the project is a fait accompli, the remaining 

dances merely affording the luxut·y of virtuosity and finesse. 

38 

.. :-



Schlinder describes the furors resulting from 

the V7 beginning chords: 

It is indeed a matter to be noted 
when one chord is able to aiouse 
irreconciJ.able enmity within the 
ranks of the musically learned ..• 
Beethoven used to say that any 
members of the corps of old 
Viennese music teachers wh6 did 
not already consider themselves 
his enemies were sufficiently 
antagonized by this one chord 
to join the rest ••• Not only 
thats but some of these old masters 
(especially Preindl Kapellmeister · 
at St. Stephan's and author of a 
textbook 6n composition), £eeling 
that Beethoven, like ~ foolhardy 
knight, had insolently thrown a 

' . .l-1 , .;. '. ·t·l "' ·h- f. r. c- d ' l ' d g,J.unt.. C·. lD ,it· ....... __ ,j_,e,~, 8c .. a1e 
themselves henceforth hi.s sworn · 
foes.,7 

(Schllnder explains that the textbook cited "teaches 

that old guild regulation that every piece of music must 

begin with a tonic triad. Until Beethoven, no one had 

broken this rule."B) 

Two important themes are stated in the exposition 

of the ALLEGRO MOLTO CON BRIO: 1) the e ighth··-note 

staccato theme, C~ajor, Viol. I, page 3, which appears 

again in the fugato of the Finale~ E-flat major, Violo 

II t page 15~) ~ and 2) the triadic theme, G major, flutes, 
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page 6o This thema sugge~ts comparison with tho third 

thama of Movement II of the "Eroica." 

Ungar points out a similarity in this th•me and 

tho PS of Gluck's "Iphigenia in Tauride~" He alno not~s 

lts ~lirn.f.~a:e:i.t;y to the second t.heme" f4ovemant l" of 

Beethoven~s First Symphony.9 

These themes appear to be tha only ones treated 

lator in th~ ballet. Divulging none of tha dramatic 

conrlict reserved for telling during tha sixtaan dances 

to follow, lhs overture gives only the essential story~ 

The score quotations mhich follow aha~ the sim-

thamos of tho Ovarturb~ tha re-appearance of A in the 

Promsthous molodyo 

(Page numbers cited for score exemplification refer 

to original score numbering 1 not to page sequence 

of -study) • 

40 

I 
1-



F!uufo l. 

Oboi. 

1urind(i iu C. 
i 
! 

FngoHi. 

·iol iuo II. 

Yiola. 

· ... 

!il !'~.~, L L J~"Jl.' 
l1usik Hili 

41 

': '·;: ','. 
. :· 

I I I 1>1 I II I 10 

•' .... :·;· :.::·.::·~i:·:·. '---

i 

[ __ _ 

t 
1: 
}! 

t: 
1: 
f 

F 
t 
!' 



Fbtdi, 

Yiulin._• li. 

Yi(!lllHf'~:Ho c 
H;,_...;·w. 

~/"~ :~ 'i~ l -~ ~ 'l!' ~~>"t ~:-",~ ~t'::\ 
..:, ... 'i .-' .. ~ ..!.'.~, ... )... o~.\ ,.l_ ... '1 .t~ 

42 

-~--· ··'1···;·•-<-•·-~·-· .,,,,. ~ ... ~ ............... ··~···· ........ ~ ,·, .. -'?"·•. 



CI-IUHDI\l. Ir\ITf~DDUCTICJI\1 SlJl:lGE~1TED BY 
(Overture sect·l'·r··Jn t ) con ·• 

INTRODUCTION OF OVERTURE 

Conti iu G. 

\
• • p 

Hl~',ll;.''('UO !' 
1 .it • .,~ l:•( • • 
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.Allegro moHo con hl'io. 
tHEME A OF OVERTURE APPEARING 

•••v-•·-.~~· -~·-.·,.,....,. ... , ~•-•- •- ••·•-.,• .. ••·•'-"•" ~. ''" • .,.~,, ''' < , •• _, 

Overture section tent.) 

:t 
ALSO IN FUGUE OF FINALE 

@:~1~~~~~ ?~7~'ffc;;~;f[c~~~ ~~tr~~f~:r~?~~t; ~~ . . v v : . . . . . 71 ~ • • • • • "P"" • • . .q ,, -() f( 
._llj>' • . •. 
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........................... ---··-----·-- --{Ovurture section cont.) 

FINALE DIE GESCHOPFE / 

}---'-----

l'urt. II. 3. 
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(OVERTUHE) 

0 

I ~ 
l: 

L_ 

Pnrt.B. 3. 
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Dance No. 1. 
~~---

Obviously pro~ 

grammatic, the .dance beglns by creating an atmosphere of 

the mysterious unknown in the inte~ior of .the abandoned 

hut. Semi-tone tremelos and diminished fifth triads, 

PP• 31~ 32; and diminished fifth and seventh leaps, p. 

34, accomplish th6 effect. 

Such an ambience continues throughout the POCO 

ADAGIO, Prometheus's cautious approach to the statues 

being suggested by the breathless quality of the 8th note 

passages, pp. 35 and 36, top s~ores. This same 8th note 

figure is used in the first dance of Act II, Dance No~ 4, 

as Prometheus approaches Apollo, requesting the gifts of 

art for his incomplete creatures. 

The augmentation at the dance's closing is parti-

cularly significant because of the precedent set for end

ings of Dances Nos. 2 and 16. The last 8 measu~es of Dance 

No. l emphasize the suspensive quality of the dominant 

five times, as bassoonss first ~nd second violins start 

two measures before other instruments m.ake their ~-;r;;:parate 

entrances. first the viola, then th~ horns, and, in the 

final measure, the bass. This texture ~ontributes ex-

citement, and pianissimo dynamic, achieved despite 

the acldition.al weight of instrumentation, is a nice 

reversal of additive fortissimo~ .. · . .. 
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The half note ending appears in Dante Nti. 2, when 

again suspense is an important aspe6t of ths plot move-

manto Also in the closing of the Finale, the unmeasured 

effect of repeated whole nota cadence stamps a sense of 

affirmation upon the entire work~ 

torch to bestow life upon the first statue (p. 35p middle 

score, meas~ 1~6)o The similarity to orchestral illumina

tion of Siegmundws sword embe~ded in the ash tree in the 

hut of Hu~ding a half century later is inescapablee 

The dance consists of the long Introduction (ALLEGRO 

NON THOPPO) and the ALLEGRO CON BRIO, ADA 1 p~ecaded by the 

short discriptiva ADAGIO mentioned earlier~ and interrupted 

again on p. 36 9 as the second statue,is Cautiously approached. 

The A and B themes of the ALLEGRO CON BRIO presumably are 

tha dances of each statue as it comes to lifec The kay 

is C Major 9 mentlbned earlier as significant of~optimiDm 

in Bsethovan~s tonality spectrum& 

Now begins the drama of the·ball~t, whichp in its 

poetic SBtting conveys strikingly those qualities of>··;;;()'.J,-- ;:: 

Beethovenvs character concerned with uplifting mankind, 

and those qualities of the myth of Prometheus tel~tecl to 

man'~ spiritual progre$Be 

Scene 1. · D~nce Noo 2p The Adagio in F _""""" .................. ..- - -·-1«>0- ~ ..... 
major might well alludr-l to the clumsiness and intran!jigence. 
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which Prometheus detects in his newly animated creatureso 

The spasmodic rhythm of the dotted quarters and.thirty-

second note triplet figures moves toward the one-part 

form of the ALLEGRO ln which the themep appearing in D 

minor~ page 41~ with later modulations, is the melody 

with which Prometheus awakens the latent sensibilities 

of-fils an:i.ma.ted si~atues v.Jit.h giftfJ ·of flowers and fruitf; s 

The final eleven measures is a chorale duet in 

which the oboes and bassoons move in whole notes to a 

six-four chord and a dominant andingp the oboes climbing 

chromaticallyG The dbvice is nicely suspensiveJ we must 

that this augrnGtrr.ation of endin~1 th:tour;Jh use of uJhole notes 

occurred in the ADAGIO of Dance NeG 1~ Prometheus in the 

abandoned hut haOing animated tho statuesp perhaps wondering 

what would happen next. 

_P.r.~t: l.o §.£..~!).£ J:.. !?~1!1£.~ ~o, ~" The jaunty nature 

of this one-pa~t waltz form is accentuated by its 

prancing off without introduction~ There apparently no 

doubt but that Prometheus has been successfulo Allegro 

Vivace throughout, the gtaceful~ dottad melody invites 

motion due to its strong rhythmic profilation. Woodwinds 

and horns share almost equally with t.he st.ring~1 in enun ... 

elating the theme which modulatns only once, to the dominant. 

~uch of the dance is tutti. 
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(Possibly) PrornethmJs 'E? displem1un1 that h1s "creatures" 
··.: .. ·:~. " l· , .. : hovB no LdBrmth • 
.. ~t. ,..~ •• \t (t .... , !. 1 }. 
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·< Dam~t=J f\lo. 2 cont.) 

PO~Mi ONE PART • SUGGESTS ATTEMPT OF PROMETHEUS TO INVEST HIS CRE~TURES 
.4 n .,i<t'' ' 1'.,.. ... ... -·-·-·-"'., .......... n ......... _....... . ~ .... ---··'"---·-••. tH.(''" ,J ( IJ!) • Ill, . .C!. .>:.. ft .. .{/ . ..:J. .,. .•. 
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Yio1ino 1. 

Vio~n. 

ViolmH·,·Ho <:~ 
l)a~:--;o.~ 
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.8.£1 Lte ~e . .!.• .QE.O£! ~o~ !!~> Opaning Act I Ill 

the first four D major chords might st8nd as muaical 

interpretations of the pillars of the Ternplo of Apollo 

on mte Parnaasua. The tample is the ~etting for the 

inatructlon in the arts as planned by Prometheus to en-

lighten his "cre~turos." 

6trings making thair separate ~tatoments of it rhymicully 

~nd.melod1cally 0 includ~s the timpani ~hoaa somber sounds 

Baathovon discovered during hie late first parlodo 

figuref pianissimo atated by tho strings alona~ convoys 

of the plot 5 no~ cancernod with uncnrt~inty~ Prom8theus 

daen not know how hia suit far favors mill ba rucalvnds 

This hesitant musical figure was previously used to 

dramatize Pramotheus 0 e tip-too adventure through tha 

abandoned hut in Dance NDo 1~ 
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Scene L 
--.. 11'1'!--.U 

"Apollo gives a 

sign <J.nd orders Euterpe to charm the statues with mus:tct 

thereby awakening their senses. Orpheus plays his 

lyre with such tenderness that the creatures learn the 

sweet agonies of emotion·, 11 I:Vri te s George Beckman in 

his intr6du6tion to No. 5, one of the most arresting of 

f----~~-;:)-1-1-e+x~t-een-d-a-nee-s. 1-~~~~-~~~~- ---

It will be noticed that the instrumentation of this 

dance includes the harp, Beethoven's 11 oi1ly useof the 

instrument in a larger work. 1.'2 (Perhaps the composer 

had no.alte:~native with Orpheus on stage, lyre in 

hand)! 

The ADAGIO introdu.ction oj)E.'ns strikingly l .. v:Lth thref~ 

B-flat harp arpeggios. A flutey cla~inet and bassoon 

badinage of a scale and arpeggio figure follows, and 

the short movement closes with a cello tadenza answering 

a modest harp dowmvard sweep. The cello cadenza persists 

into the ANDANTEQUASI ALLEGR.ETTO where it sings the 

A theme of the three-part song~ 

Woodwinds~ violins and viola soon pick up the 

theme wi~h bass ind cello accompanying. A cadential 

extension, p. 53, modulates to the ~elative minor. B 

enters as V of F major. B ~s actually only a few measures 

of dominant and tonic. Phillip Ramey, commenting for the 

Louis Lane Cleveland Orchestra recording states, "even 
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the colorful addition of a harp ••••• cannot disguise 
') 

the essential melodic poverty:of the love music. 11
_;_) 

The cadence is extended, the harmonies of this 

se~tion b~ing most interesting: a Neapolitan Sixth 

moves to V7 of D-flat major (the borrowed lowered 

sixth ofF major). (The first violins play eighth-

~--~~~n·-e~&-e~F-1----~ , -R-e-1El-e-v-e~r~~~~-m-t-fro-f='rG-V~:-e-B.-s-m-c-d-S-u-l..~e-i-R---:-G-:p-§-a-r:t.------c~~---'---~~~----

point effect). The D-flat tonic is plucked by the bass, 

pianissimo. 

The B section moves to A through six measures of 

V of B-flat rna j o~t·, variety being contributed by harp 

arpeqgiating, woo(hvind and cello du(.;tting with t:dJ.l 

o:t·n<nnentation, 

The cello which stated the A theme originally~ is 

silent in the first three measures of the return, p. 56. 

The return, only eight measures long, 1s enlarged into 

Cl three page CODA in which all instruments toy with 

harpistic effects, .particularly flute, oboe and cello, 

top score, p. 57, cello and bass, p. 58. The harp 

itself is somev.Jhat exposed in diminisl1ed arpeggios 

p. 57, but in general the· scoring for this instrument 

:i.s simply put. 

Because Beethoven assigned a prominent ~ole to the 

harp in the love dance of "Die GeschO'pfe", our study 

may be permitted the following short discussion concerning 

the :Lns.trument. 
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During the classical period, harp makers w~ro 

attempting to improve the psdal mechoniam of the 

inmtru~ent ln 6rder to facilitate playing accidantals. 

(Sha~p~ and flats ar~ made by daprenalcn and release 

of foot padals at the bosa of tha harp~) 

1n'the aboraa of Beathauan, Haydn and Mozart~ the 

Ko 299 co~carto for flute end harp motwithstanding~ 

Biographers Davenport and Grova frolic rulth tha nation 

of "lmmanee dlslika" far both instruments attributed 

to fYlcn;cu't. # tht'j)" withol d Vf!H' if lc:<o'i.ticm quotrn:l dil'eetl y 

"" i. '"""' .~' ····'1··~ .... b~ ,-,.,"'it;> 4 r lt'l1!ll ,,I'Wl ..,,.,,,tnpLhtif.l;>, nJ'.""·'r:-".b i _. · 

Tha harp used in this Dance No. 5 probably was tha 

or B·flat rnajor 9 involvaa only B-flat and Ewflat shift~ 

to B-natural Hnd E-naturol and back to tho flat pcs1t1on~~ 

r to f msharp and baeiq and a o .... flat ~ podnllod al'lharmr.mic;~ll y 
as c .. ,~h~n:p<t. 

Though a very ancient lnstrumont dating from ~000 . 

Be Co 1 the harp ha$ always presented problums in t~ning 

and providihg accidentala~ Blaaran 8 ~ harp 0 1547. flue: 

faet tall~ tha Welch tripla harp with ita thraa ro~s of 

strirujf!J~ a century latet·, and the· hook hat·p of Tirol 

all reprasent erforts of the harp maker to equip the in~ 

etrument for k~y change~; 
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By 1720, through the cleverness of Ho~kbrucker 

of Donauworth and Vetter of Nurnberg, the harp, some-

times with five pedals, sometimes with seVen, and 
even· 

.tuned to the E~·flat major scale, could play,, in B major 

and five minor keys. This was the harp for which Gluck 

scored and which Bach ignored~ Handel wrote the part in 

LL........_ ____ ,,,_E-r.;t-e-x-''-f-or-t-he.:...__We-1-ch-h-cnp-, -a-rr-<ri1t-:i:-que-type-of-:i::n-st-:ctimen-t-:-.----------

The harpsichord and lute, both somewhat similar 

to the harp in effects, and more amenable to modulations, 

went out of fashion in the late Baroque pe~iod. Then 

the potential of the harp as an acceptable ~ember of the 

symphony orches.tra was vie1Ned as a possibility. 

the cumbersome hook mechanism of Hockbruker with the 

metal plates and made ac.cessible fifteen keys. o_n a harp 

tuned to the C-flat scale. However the harper was asked 

to cope with fourteen pedals. This was possibly the 

harp. of Haydn's friend, Krumpholtz,. and the instrument 

Mozart was alleged to have found distast~ful. (K. 299, 

however; requests only minimal pedalling.) 

Two Frenchmen, Naderman in Paris and Erard in London, 

developed the single action instrument in the 1790's; Erard 

evolving the moderri doubl6 action. He left to his 

neph~w, Pierre~ the honor of patenting the magnificent 
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wGo-thic n f!'!Odr~l ~ a harp b~ytllnd. the phy~dcr!Jl patSJr-n:~ of h~r.pist® 

ffladftm~ Spbhr but challenging to tha imagination of msyarbm~r 

and Berlioz o 
6 · Plerrl} Erardk Gothic h?Arp of 1 B36 is thrJ 

lnstrum~nt usad ln our symphony orchestras today~ 

Playa! ln. Pari~ about 190b deuelop6d thb chromatic 

harp by dispensing with padalo end adding an extra row 

,__:: -- -- ----------

----------~-----------

of ~tt'irlg~l. .Dabu~sy wx·ot.e th(J HD~J.ns·~ Sacr£la' ~t Dan1M~ 

profane" eapaclmlly far it. 

By W1:W ot·· &-lpo~t€?1" f:t' fJ:t>d thsn C(:HMtdS$\iDned 
Ravel to compass a show piece fcr.~edal harps 
tha "Introductiqn end Allegr~" •• • in its 
e.~d®o·~ze~ t-1\JGX>Y peda:t ls u~od ·in ~,11 pcJ~ltJ,on~ 

· t.o dm\1tH'Wt:>':'Er~a.! thfJ i:"tntE>urrKmt~ powart>; lri q.t~it:jk 
mt1dul £lt~i. r5.il.''t 11 

podal harp and are "e~siar on this than upon the 
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NOTE H~lliP DElllCENDJNG /~RPEGG IO TO CELLO CADENZA 

~ . -~~.--------~---
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Wnoch.~.1ind cllo1r wl:th cello accmnr.Janlnwnt , I 

r:-- -

l';rr:. H. a. 
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Dance No~ 6 • 
..,..___~ _....,..._- The solemn 

fortissimo dynamic of the four-measure UN POCO ADAGIO, 

4/4 possibly denotes the success of the love lesson of 

Dance No. 5. Six chords, I-V-I and V-IV-·V, (i major (thee· 

ffif?lody singing scale degrees 1 ... 7 ... 1 and 2-3-2) 21r.e in the 

style of the chordal introduction us~d in the oveiture 

j"----•a-1~-9.-o-1--s-c-~r;·.J-J~-e~e-e~t-e-s-0.-~-§-e-s-t-t;-h-e-~e;-rn p-1-e-o-f--t-h e~-g-ocl-o-f-a-r·t-s g · 

Orchestration is for strings, trumpet and timpani, this 

appearance in the ADAGIO being the only one for the latter 

two instruments in this dance. 

The 3/4 ALLEGHO is simply put, Violin I, staccato 

pi.:wiss:i.mo over st,;ring accompaniment for eight bars· of. 

".l~hr_J. ~eco1;1a' DPl~~ocl a rE~pe~J·-t·l·on of ·t}~o fJ·rst r~o~ s-t~~nc,~ - 1 -· .• -'- < ~ • • - l.- • • •.• •. - •• ·'· ·- :.; ,) ~ 

adds flute accompanim~nt on a single note 9 the fifthQ In 

the third period, the strings perform the theme again, 

now in the key of the dominant, oboe and bassoons assuming 

the accompaniment in the manner of the flutes mentioned 

above. 

Page 62 combines the two choirs~ the first Violins 

still singing the theme; The period p~eceding the Coda 

melodically combines flutes and first violin. In the 

Q)DA, the second violin replaces one of the flutes as all. 

of t~e instruments save trumpet and timpani participate 

in the tapid rush to the close. (Exemplification is not 

:i.ncluded here). 
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Fortissimo dynamics prevail thrbughout the CODA, 

the whole dahce. except for the very shott MAESTOSO, 

having been designated pianissimo. The simplicity of 

formp ono-part song with CODA, and overall quietude of 

this number tastefully prepare~the mood for the dramatic 

action for the next three dances which clim~x at the 

end of thr:J fi:c::;t seem~ of- Act II VJi.th the violent attack 

upon Prometheus by the tragic muse~ Melpcmeneo 
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INTRODUCTifN GF OVERTURE 
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Dance No. 7. 
----....~..a -- '""...:>"""' 

.The mood 

evoked by the tenderness of Dance No. 5 and the elation 

of No. 6 is interrupted in the seventh dance, ~arked 

. "grave." ·Though interesting for its contrast in tempo 

and thematic rhythm, the more significant aspect of this 

dance is its psychological intimation of the in~truction 

of the tragic muse lurking_i._n_t_b_e_nin±_b_d_an_c_e_. 

The theme in double dotted Bths and dotted six-

teenths anticipates the second ADAGIO of the ninth dance 

(the passage just preceding the entrante of Melpomerie 

1· herself) •. Though Dance No. 7 starts in G major, the 

F~sharp is quickly dropped. The sf on the last half of 

boJt 1, meas. 2 effects a feeling of syncopatibn and is 

an example of off-beat emphasis used by Beethoven fre

quently in the slower sections of the ballet. 

N6table is the use of the falling figure, score 

p.66, to suggest sorrow. (Bach's Crucifixus from the Mass 

in B minor is quoted in the Appendix as a suggested pre

ced~nt for this muSical expression of tragedy). 

The cello, which has taken a leading role in this · 

dance, is. joined on p. 70, by the bass. (Exemplification 

is not included here). A spectacular plunge occurs at the 

end of the.dance in the cadence to V/V, the flutes dipping 

from A to E, C-sharp and the A below 9 score p. 71. 

78 



'' ('_· · . -f}-', • • ·:)'!;:-. I 
dl - - ' . I - • .....-I ! ' ' _.,_,., i 

- ,,-~;·t'y i~,~,. f·--1[illf) ['''N,T~'-'n~T - -~ .- 1 •.. :.I 1 ..... 1,. ~. t ~I< • ··-' -· ~ I u I 1 ' . I ,':J t :f_ 

79 



D.O.NCE 7 
paoe G6) 

n\LLHJG FIL1LIRE 

80 



Df\NCE 7 V/V :ll 
• 1 ,. ~-f. f.• 11. f.. ' .If. .f>. ' ."-. 

'' -a- .. ..r- L~ ... ~ 2 ~- ... ~;. ,C~. " -"~ -t'.. • · f~ . ... . · ·fl p lunq e f r om 

f\ 

81 



Having l.E~arned 

of love and joyt the creatures must also .learn of pain 

and sorrow. The boy is intrigued by the glamorous as-.. 

pects of war; the girl intuitively protests. 

Opening 'Ni th the timpani, ambivalent in· its ma.rtial 

rhythmic figure and the tragic resourses Beethoven uncovers 

in its somber sounds, the ALLEGRO CON BRIO moves brightly 

toward the precipice Where tragedy waits. 

The form is RONDO, ABACAD vvith CODA from A. PRESTO 

is an enlarged cadence, D major to B-flat major and back 

to close in D. The frequent reiteration of A with its 

fanfare of horns, trumpets, clarinets and piccolo-like 

flutes ana oboes; plus do'L-ted :r:hyi:.hms contribute to the 

brassy martial optjmism Which characterizes the sound 

of this dance. 

Themes B and C are deleted in the recordings 

available.l However, score study makes plausible the 

conjecture that the minor mode might have been intended 

to signify the girl~s misgivings. 
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. .,~ Tutti fanfare seta mart~al mood 

Plauti. 

Oboi. 

Timpnui iu U~\ 

;,.. . . . . .. , 
.; Y.i(elino H. 
;• 

Viula. 

Basso. 

,.:· 

'·/·i. .. ·~· ......... , ..... . . .~I; 
...... : ............. . 
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The tragic natu~e 

of ths dance is lmmadiQtely perceptible. The muse. 

Melporuenrue reminding that the "gift" of life is ~lso 

the "glftu cf daath 9 that pain is i~harent in joyQ not 

only rebukes Prommthaus for the fire he brings tc the 

this turn of avent~r perhaps jarring to our aans!billtias, 
' ' 

was discuosod aarliaro 
' . 

A slxter:m mea!:lut'r~ lnt!'oducticm., an sxt1:smaly alow 
·I 

ADAGIO, bGg:i.ns the daru~rJ in f:·.,flat, majot· 11 moving to £1,,. 

flat minm:- in t;htt third me~f!!Ul'e, 3/4 rm:rt.nl' w:lth rJyf'itJJ:li(-; 

felling eami-tan~ melody, the clarinnta and bassoons speaking 

soft string accoMpaniment in 3rds as the intraduct!un 

..... 

The tragic motive~ enunciated in the pinched tones 

of tho aboo&p with bassoon emphasise moves in a dottad 

rhythm ...... clotted Oths• 32nds and half not:3St mostlyf above; 

r~peated 32nds. in the ~tt•ir'HJ9o Appog·¢.tatura disf.H:mr..mc:ss 

contributa to the unrestq Of 1ntorest is ths similarity 

t:~f thtJ theme to that of piano scmata in G · minor Ope 13 

(Pa~hetique),. See Appendix~ 

The oboe cad~nza following a diminished ahord 0 farmata 0 

plungaa with euch drama that lt must havo danoted the entrance · 
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of Melpom@ne in the original scenarloo fflelpomans 0 a 

motive is ~triklngly reminiscent of the above mantionad 

aonatae The flerce effect ia.achieved by the syncbpated 

rhythm, the triadic rise of melody and tho abrupt octave 

pl~ngep all in very rapid tempo. Moving on to B~flat ml~or, 

diminished chord into the AlLEGRO ~OLTO~ the violins 

aync:opai~lng a fi.gui;'@ in C mimu·«' with doumward ~;equ~~r::o 

ln B~flat minaro moase 4-9 9 sacohd mcore~ Po 95 achl~va 

a f9rmate climax on a diminished harmony-- poasibly 

mar.·king th~ ti~t'H11eElnt of the mus~ 0 s nttackt DiminlshGd 

Gr~dually a new theme rises in t~a stringso is plckad 

up by th~1 thlfjotlm.tnds Iilith t.ripl13t empi"tat<Jis :tn th€3 ~~t~:d.nq~)§ 

auggaet!ng programmatically tha rising hopes of ths 

"creatures" and their broathless supplications for the 

restoration of tha fallen gcdo 
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TRAGEDY ENTE~S THE INSTRUCTION PATTERN 
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rn:"8')"8l'S C}f ttH3 11CT.'e.~atur·e;;tii ate miraCUl.OUflly arHH\.IfiH't3d 

as Terpuichors d~ncsa mnd Pan pipss h1~ pastoral mml

odla~ in rallckuamg 3-part dance form in 6/B m~t~re C 

ls a frea~~.wooday qOallty to th3 orchmstretl~n BS the 

aeak~" P~ .100o flutes arpaggiato~ p. 101~ and trill 

abovo ths oi:H.u~s~ clax·f,iie~~s 9 ba~JSHHH'iS e!m:l fir:~t violirHil 11 

P~ 104. Modulations ard mlnimml~ 

statue in dsncg Na •. 1; thum9 B, of tha mrpnggioo of Oznce 

through tho laving entreaties of hla ~creaturoao" 

Back~round fDf the plausibility at Prcmstheus 1s 

restoration waa presented in our diocussion of tho rs~ 

crm8b;.>ut-:ted BCl'.marJ.o(l It may b® :t'@C;;~t.llnd that mytholo~n' 

and rsl1g1an_prouida many exemplee of death and taaurroction1 

fj \HH·y anciont l'H1t* being Ofltit·l:e Xt'H1tort:Hi by. t.he magic: of 

his son l·loru~~~ . Pet'l1apa .l'll~n& .. C£Ji~ditioa't~d to :rega>;d DilHJth 

t1:s the uttot"most of hW<H'li1 O"Xpe:ei(.:sne.:e~ carmot r·alate to 

gods ~ho do not ~uffer and dla. if only tamporarily • 
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[J.\HJ[!J a divina animal when sacrificed never 
died completely for aftex- a few day~3 of mou:r.>nin~h 
a successor was founde • • o Thiro explains 
the resurrection of so many gods and horoeso · 
the ract that their tombs wore pressrued~ that 
th£-lY tllnt>El twnored in f~. ritual 8 and repreo~mtad 
a~ being a~ong the godso e ~ • tradition has 
preserved the lamentation which followed 
their doaths~ and the. joy with which ths news 
of thgir ~:r?:mn:rElction tiJctJ.~ hailod., VHmn vie 

,'---------'--'!::'ompm:t~r.<j_{;:.b~::u'tn_f_'_a_r1__tJ3 tu.·i";t~h~t~h~a:-'J; :;':fJ b"''s~e~r:i-v~a~n'-'=c~e~s~~i.._.n_"__:_~ __ ~~--~~-
Eurape batwuan Good friday and Easter Day. 
~e understand that tho idea of a god who had 
diad and risen again was the more easily . 
accGpted~ because it was already very familiar 
in the l~wer and more religious ranks of 
society~ . 
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previous three dances conveyed experience in the harshness 

of the human conditionp happy ending, notwithstanding~ 

The next group is devoted to instruction in the peaceful 

arts~ 

Dance No. 11, an introduction to the series, 

establishes a mood of expectancy in an eight measure 

ANDANTE beginning in the dominant, cadencing in the 

tonic (C major) ~nd modulating in measure 5 to tha 

dominant where it r~mains. The melody rises in the 

chordal block~ discussed earlier as significant of the 

Court of P,pollcio 

A dnttsd ~hythm in trumpets and timpani i~ picked 

up by flutes and horns. The closing fanfare together with 

the dominant ending already noted directs attuntion to the 

character of the ensuing dances in which instruction will 

ba proffered by the masters& Bard Amph~on whose music 

ch~rmed the stonesg Arion, whose lyra soothed the monstars 

of the sea~ Thalia" · ii'IUSI:l of c;omedy ~ Terr.wichore, ;fipse 

of choral dance and mmq ~ Calliope" ;f>'l1JSn of epi.c poetry; 

and 8acchus 9 god '6f wine, ptomoter of civilization and 

originator of the heroic dance. 
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rlauli. 

Ohoi. 

Fagotti, 

Co1'11i in C. 

Yioln. 

Yio lonrello e 
BHSSO. 

N~ H . .i\ndaule. 

Pa.n. B. 3. 
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A~~ Ilo ~g.,9_Qf! i.J.::• Q.~E!E~ No, j1R I mrnediatf)ly 

a different style is obvious~ The MAESTOSOj a stately 

resolution of the domincint of Dance Noe 11, assures that 

urgency of action is finished and that the time is now 

appropriate for instruction in elegance and refin~mente 

of the opening. The theme is an ascending triad.stated 

by oboe, twrns with echoc~s i.n cr:~llo, bass and viola, thE=J 

violins performing classical ornamentation of grace notes, 

trilla and rapid arpeggio plunges. The double period ends 

with a fm:,t&sslmo J:taL sixth .refwlving to thH dominant 

Into th:l.;,, aura of oxpecta.tion t.he flutr>~ ··_tN.tt:h b~i~~~Boon 

s,upport.ti .:softly enters in 3/4 mehl1' with a mos~ 1:1xqui;;.its 

melody only 8 bars in length~ The motifu in C major~ 

sequences in the third measurep with a modulation to G 

major~ in which key the first violin cadenzas in 32nd notes. 

The flute closes the periodt rising to the dominant 

seventh ln 8ths with the same melodic pattern which 

accompanied Prometheusts lifting his torch to animate the 

first statue in Dance No. 1e There it was statsd~in half 

notes. 

1 The oboa extends the drama as it falls in a 16th 

to a qt..tarter note fermata before progre~H'Jing in'Co the 

ALLEGROo This section, its theme from the MAESTOSO is 
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enunciated by oboes and hor·ns. It is mostly tutti 

except for the omission of trumpets and timpani during 

MOSSO, the last two pages of the CODA. 

·, 
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Flauli. 

OLoi. 

Comi iu G . 

'Tr-omhe inC . 

Yiolino I. 

I Yiolino n. 

Yiola. 

Resolution of V7 
1'1°12. !\IaesttiSO. 

Part. B. 3. 
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~ J.lo 2~1! JJ.• QQ!1_9..§1. N9_. ~· The creatures, 

responding to the tutelage of the muses becbme incteasingly 

lmmersed in the intricacies of' their studies.. In Dance 

No. 13, they learn precision and elegance. 

The first theme of the variations comprising the 

dance is classically sober and balanced in sound, despite 

the sforzando of moas. 6f and the unique instrumentations 

fluteb, bassoonst horns, trumpets 0 timpani and the string 

choir. Courtly formality is communicated partictJlarly 

by the precisely defined sections (double bars aie almo8t 

lq] \ auc.-..J.e 1 • Trills.,. pairs of fermatas separated by EJcale 

cadenzas imply carefully executed pirouettes and bows by 

virtuoso techniques. 

The forward movement of the dance ie encouraged 

by the emphasis on the dominant3 the 8 section~ top 

score, page 115, ends with a modulation to the dominant. 

A-major is indicated in the signature of the variati6n of 

c9 page 117. 

Three distinct themes ~re stated~ the C receiving 

variation treatment, the other two r~appearing, ~ondo 

fashion 9 in their original conceptso The key change 

mentioned above and the Comedo return to the tonic 

with modulations including one to B-minor are aspects of 

the third theme variations~ Hornsj tr~mpats and timpani 

', -, ·- . ··, .: ~ . . . ' . ~ : .. 
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are emphasized~ A whimsical Haydnasque variation of 

the same theme appears on P~ 119, lower scorep in G• 

major, also o signature changee 

The CODA, Po 121 ~ is especially engaging & V i(Hin 

I states t.he subjr:~ct of the Fugue, vlolin II and viola 

measures later. The subject is quite similar to the 

first theme of' the allegro CJf the Overture~ which also, 

it may .be recalled, is the subject of. the fugue of the 

J.n the. tutt.i closing section 9 flutr:) and bassoon 

imitate Violin lia A is stated boldly before the im-

'"t ''IC t C"' r:O f'--· (... ~·' f 

fortissimo. The downward tonic scale sweep in Violin I 

is affi~med by a repetition of it in unison by strings~ 

flute and b~~soon~ tho figure summarizing preceding 

scale cadenzas of this danceo 
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FORM: THEME AND VARIATIONS Note scale cadenza 
U1 

PmniCUU\f"~LY INTERESTif\JG IN~1THLif'vlENTi\TIDN between fermatas, 

scnre 

F I a uti . 

FagoUi. 

Col'lli in D. 

Yioliuo I . 

. , ·, 
\ 
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Homage is paid 

to Prometheus, not only by the dancers, but by the 

inclusion in the orchestra, of the bass~tt horn, (also 

known as Krummhorns not to be confused with the Renaissance 

instrument of the same name). The bassett horn was in-

vented by Magrhofer of Bavaria in the year of Beethoven's 

bi:tth. 

Chang~s in orchestral writing and increaiing 

improvements of valved horns have caused the bassett horn 

to fall into near oblivion. As mention~d earlier, Richard 

Strauss wrote for it in his one;;act opera, 11 Electra 11 

which shared the program. vdth "Die Geschopfe" in San · 

Francisco in 1953. 

The instrumc"rYt, made of wood with the same bore 

as the A and B~-flat clarinets, had undergone improvements 
-
by 1782t 1ts original curve 1 by then 9 had been repl~ced 

by a sh<.n'p bend. iv1ozart. scored for this instrument in 

nrhe Magic Flute 11
' chamber \.VOrks and for his 11 Hequeim 11

• 

·(The bassett horn of Mendelssohn's Op. t33 possessed four

teen keys;) Except for th~ crook and metal bell, the 

present day instrument ha. s the app\e>a. ranee of the ore he stra.l 

clarinet. Its compass ie FO to F3, notated a fifth 

h
. , . 1 ' J.gner. 

Dance No. 14, key of F major opens in four beat 

mete~ with a theme of dignity in the violins during the 

AND.f-\NTE of eight mea sure s ending in a modulation to C 

major. The bassett horn makes its dramatic dominant en-

111 



trance with a dowriward two octave C major scale sweep 

from fermata to fermata. Meter changes to 3/8 ADAGIO, 

with the bassett horn and oboe assuming the spotlight 

in a dolce. duet of various rhythmic configurations 

from 8~h to 64ths, again in f major~ Strings accompany 

with an octasional melodic punctuatioh by the bassoons 

becomes important in the allegro section where, as will 

be .point~d_out~ bassoons and horn duet extend the 

cadences. 

The Allegro opens with tha Apollo ~hordal effect 

and moves on to the fugue· of the .All(0gre-tto, the bassett 

hbrn and oboe participatin~ 1 b~ssoons 9 horns and strings 

· ans1Nering thrc't:) times with cadential extension. 

On page 131, the duet of bassett horn and oboe is 

quite operatic in sound, the instruments engaging in two 

measures of a trj_plet figure followed by a two measure 

trill. The dance closei with the spectacular triadic 

plunge. 
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..B.~t. .lie ~e .!lo !2.£..~ Noo J_§.& Andantino, 

Adagio and Allegro (Rondo~ ABAA). Energetic and march

like in character, the ADAGIO is yet delicate 9 though 

the quietude of its dynamics hints.at the elegance ·and 

finesse to followo The poise and.wsur~nce anticipated 

by Dance Noc 11 and deve1cfp~d progressively_j.n Nos$ 12.:_~~_:_--~----:---

13p and 14 0 invite~ now the ~xpectancy of a high level 

of oxpex·tize in dancing ~lkillsc Marked 11Bempre piano, 11 

the ~ovement crescendoes in measures B arid 14, but 

ends pianissimo on the V7 fermatae 

Strings and bassoon~ antiphonally state the theme 

of the ADAGIO, with clarinets entering the conversation 

clarinet and bassoon· dcub~ing of the melody to the end 

of the section• which aleo closes on a V fermatao Rhythmp 

too~ is intriguing in this sectionv Btha 9 16ths and 32hds 

and dotted figures appearing in almost ovary measure 

forming a contrast to tha above-mentiohed march-like 

character of the ANDANTINO and to the more simple 

regularity of the metric pattern to follow in the RONDOo 

The Alleg~o RONDO is a graceful ABAAo A is a 

'L6th note melodic t.w:·n succeeded by tutti 8th notes'· lJianis"~ 
··. . 

simp,:, ascending or descending triadically. There i.s varj; ... 

ation in instrumentation and playing attack, e.g. pizzicato 

and otaccato and triple ~Jtops dur:ing the three returns 

119 
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of the-theme~ always in the violins~ though the 

woodwinds are featured in the new material introduced 

~n the long CODA~ 

8 is brief, but intarestinge 5trings converse 

in stacatto 8th note scales in the strings~ though the 

' 

I 
I 
~-----

1 

I 
! 

I 
lc 
'\-"-

I. 
·-F __ _ 

I' r---
r-

second v.i.olin is most1Y____!.1U:i.et, cello and viola coo,..._.Je.....,r.._,a.._,t,._.,e..__· _____ -'--c-r~--

in a two octave ascent to meet the descent of the first 

violin~ Bassoons and flutes participate in the 8th note 

antiphony, though .they sometimes join the oboes and horns 

in half-note flow~ This section is not included in the 

score quotations. 
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have now reached the "Prometheus" theme. The serene 

motive of tho set of variations which comprise the 

Finale of the Ballet makes its unpretentious e~trance 

with the .first Bth note pickup, and dominates the move-

including a fugatoc 

As indicated earlier, it is called the "Prometheus" 

theme because of its patticular appearance in «ole 

Gesch6pfe d8S Prometheus'' in 1801, its two re~appearances 

the following year in the seventh Kontredance 9 and as the 

theme of the Piano Variations, and because of its 

It is a theme of eloquence and power, whose germinal 

incidence 8Gethoven framed in his Sketch book of 1BDDo 

The theme, it will b~ recalled~ is a bass, in 

the rnanrHH' of the Passacaglil<t 11 though not in t~eiple 

meter3 Skeletal~ pointing to the notes of the E-flat 

triad in the first four measures~ the bass carries three 

accidentals in the 8th notes of the last phrase, ending 

in thc-1 dominant$ 

.The treble melody assor::iated with thi.B bass is 

so' dlrect that undoubtedly many t.heatre-.goers have 

departed homeward from the final curtain of "Di.e Ges.sch()pfe" 

hummi~g the theme which accompanies Prometheus~~ 
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ascending the steps cif the temple bf Apolloo The simpli~it~j 

of the repeated appearances of the important melody 

must be emphasizE-ld.. Unadorned, e.xCE!pt for neighboring 

tone embellhJI1meni~·· in Variation I, and scale ornamentation 

in Variation IIP the theme is sufficient in its own 

resource. It is Mozartian in its purityu Its unity 

is a composite of the ethereal and the majestic, the 

mccesaible and tho mysterious, the mild and the mightyo 

Itt:> pm1snr f'lm'Js tl!hether the theme is put s.i,mply S.n uD.i.A 

91' ~':1 nd 1 y :t n t he "E r o :t c a o " 

Stated hsro in a double porind, each period 

sepa~ataly rspeatod, the thama 1 in ~-flat major, enters 

wi:thout ost.ont.atiora i.n tho cello and bass~' the v.i,ola in 

almost exact rhythm, adding a second note of the hrirmony 

impliado The tr~ble melody is stated by the first 

violin~ embell:tshed 5.n the la~:~i; half of both periods 

by the second violin 0 clarinettes and horns0 

The f ir~1t phrase of the second period~ des pi to its 

modEJSt initial statnrnent 0 .i..s part~icul~:q:ly i.ntere!!.di.ing 

because of the events based upon ito It is enlarged in 

the next twenty meaau~ee, building to a jagqed, chromatic 

t.ransi t.ton to the first variation~ a s.d.rnple re ... ~Jtatement 

of the theme with 16th note adornment.in the second 

violins* In this va~iation, the thema ia ambellishact 

with neighboring tonese 
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The above mentioned second period first phrase 

also becomes the incentive fbr the only key change in 

the movement, p. 147, from E-flat major toG major, in a 

passage featuring the cello melody. Again it is the 

impetus for exposition of the~ clarinets, trumpets 

and horns on p. 151, as the ~iolins accompany with 

triple stops. Flutes arid strings coda on the same 

phrase, ending in a first violin caden~a to the simple 

re-~entry of the Prometheus theme, P• 152, for a new 

variation in which the second violin varies its accom-

paniment with staccato sixteenth notes. 

An extension of the theme, p. 154, precipitates 

the FUG.ATO, c)'uoted in our discussion of the Overture. 

The FUGATO as may be recalled, bears, as first subject, 

a therne from :the Overtun~, there occurring. in C major~ 

it is here transformed into the Finale key, E··flat major. 

Following a tutti expression of this theme, the 

FUGUE moves into a statement of the "Prometheus 11 theme 

in the violins modified only by.passing eighth notes, 

to a full eight-note version, imitating the eight note 

rhythmic figure of the first subject. The sforzando on 

the weak beats of ·the descending Prometheus theme eighth 

notes, p. 158, creates a ~yncopatcd whJ.rlwind effect 

some'Nhat similar to that achieved by Bf;rlioz, a quartet' 

of a centu:r.·y later in· t.ht3 11 Syrnphonie Fanta stique. 11 There 



however, tho effect 1~ derlv~d from crescendo and 

di.musndo performance of ascending and dsf:lcanding chromatic 

The Proeto closing section 9 or CODA~ consists of 

descending scalawise with some chromatic passing toneap 

violins in staccato eighths joined by woodwinds and 

loWer strings in staccato quartars until tha augmentation · 

p, 162 is reachede 

In this passage clarinets and horns cadence 9 pianog 

five·ttmee, dominant to toniOp in wholu notus, It m~y 

contrast appears in 

the first and sacond dancea~ there tu stress the suspense 

or the plot~ Now~ hawaunr, .at the ba11Bt 1 a close, 

anxieties h~ve been swept ~way~ the succession of slow 

Berlioz» the year after 8eethouon 1 s death employmd 

similar augmentation in tha last fifteen measures of the 

His tutti paseage~ marked "Reli~iosamente" is comprised of 

three plagal cadences~ ending the section pianissimo. 

••oie Get.H~t·l~pft-J't dt:.1ee not end qu:iJd;ly uJith t.l··,-e bsnedict!.ono 

Beethoven gives us eight measures fortissimo en the E-flat 

cht'lrd e 
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The bouyant, optimistic ending of the ballet 

must not be envisioned as frivol.itye The artistlc 

validity of the reconstruction of the scenario rests 

on its convincing and obvious reference to the music, 

of which it is bath a programmatic and philosophlr: 

intansiflcaticn~ It must be kept in mind that "Die 

Gesch~pfs" does not affect tb re~tell, iri dancep the 

story of the theft-or fire and the punishment of 

Tho focus is rather upon the §1ft itself; "Die 

Geech~pfe" 18 concerned with the warmth that fire be~tows 

upun the sans!bilitims, the purific~tion it adminieters 

t~ the passions, and th8 practicality it gives to ths 

capabilities~ Thase ~spacte are portrayed as the 

~craaturee" learn. first to love and pray bufore they learn 

to dane&@ The ballet is a miniature of mankind's acceptance 

of raaponsibility through the nurturing of the eenslbilitiu~ 

A r~f1~ctlcn upon the tradition of tho ballet in 

the eighteenth century discussed earlier reveals roia 
,, 

Gsachopfe" as uncommonly prafounde 
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CU\fHNEn) llND H on 1\!~.J WHOLE NOTE APPROACH TO CADENCE(V-I) 

141 

.I 
I -
I 
I 

II . J 
l; 
----

/ 

~~~ 
! 
1::=--

r-

f ~-----------

'{ 
~~---

1 

l~ --- ----



Finale. "Eroica." We have t:t•acad the "Promethean·· 
- ... "'P-*""'""'"'~_._._.,.. ....... ---~ 

thame~ from ltB sourca in the Sketch Book~ through its 

X'EHippo~n:aflCD1:.1 aa Sev8nt·h Contx.·ad(:mca, as t·hemtl for the 

"Harniri" Piano Variations ~nd as principle theme fo~ the 
h 

finale af ~ole GeschapfeQ" Let us turn to ita cansDmmatlon 

in thG Fln~l~ of the. Bymphony in w~,tdch Bsethoven mu~ican.y 

defines his he~oic ideal. 

Jnhn Burk ~sks~ ~e & o was thls fourth usa cf it the 

pars!atant exploitation of a particular workeble tunu, 

or the orchestral realization for which the BBrlier usaa 

tJJI(Jl"€1 e4~ skl:;ta:';h8u? Tho tx,uth ma.y ll~ bcd~VJt~rH1.., ~~ 1 

Two variations built an this baD~ 

appaa~ in cello~~ and in first uiolinaG Thon the obao 

takas it through a series of ueriations, 

Llttle by l!tt.le ton~ iH · add~d, count.GJL'poJtnt 
deuelops 9 motion incraasese until by tha third. 
v.,~~ri.tltlar'I=,VJ!Ol nra Y:f:HH:ilt fm·~- thrfg~ fom: not8~ 
L the t.H~Sfl/ to blmHHJm aut :l.nto a t'u:U.,blo!!m · 
m~lody 9 which seems~ in it~ opti~ism and briqht 
freshnase 1 to balong 1n.the opnn air~ And if 
you lo~~.closelye you can B~e our old fri~ndly 
four nutMs standing proudly in tho bass, hold1ng 
up ths nGw malady.~ · 
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Barn~tein finds oach'vririat!on aftar the third one 

as "a new and extraordinary dbject, no lbnger bound 

to the classical tradi~ian." Ha describes the fourth 

variation as "a roughhewn and somber fugue baBed on the 
' 4 

original four notes, but now set in a moddy minorG" 

After the tense climax rciachad in tha fugue "Beethoven 

suddenly drops us " e •• inta the~swuet melancholy of 

tha onca optimiatic second ma16dy now sung in the minor 

Barnstain continues~ ~magically it changes to an airy 

· lightrwss [h.e rBfsrs to the piano statii.lment by flutes 

artd oboer$ i.n the fifth varintioB7'u" He dt1SCl~ibms this 

Hungarian cavalry officaro" He directs attontion to 

the "old basic faur notas".in the base "supporting thg 

- '''n''''.-1'(10 co5 
,., ... "(..;.~ ..... ..:.' ~;,::;. 0 

To Bernstein tho sixth variation is a Hmora noTmal". 

"convantlonole" The seventh begins ~without sa much 

88 a transitional phrase o e e tha S~BBt and ~unny tune. 

rQ&t~red to its major~modo wall-baing~"6 

He f'i.l"ido it ravfn;ting t\li.tl1 fWdr.hmc{ess to minor "o.nd 
. I 

ws think w~ are going to hava a rapriue of that melancholy 

fugue Lilriro I)l] .but agtlin \~hrn oanda shift o o , a totally 

new fugue be~ina, this time based an the old fugum subject 
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The eighth ~ariatlan, POCO ANDANTE~ begun by 

tha "pensive oboe" and characterized by Bernstein as a 

"meditative variation" prepares for the coda to follow~ 

He notes the horns at the climax of this va~iation in 

~brave statement" of the "outdoor melody" (me call it 

following the last variation~ there ia a "suspenseful 

vacuum 0 " a soft passage in minor with viola in rapid triplet 

figuree A rush of aixt~enth not~s, fortiss1mo 9 tutti 

,.. ·-~1 d th" ~~~ " I uB .,,(,H'1(:, u· S$ J~,S :"st;~X'O.l\,C UJDt'<~ . 

Whan Beethoven created t~e "Ero1co 1 " ha becarn~ 
a mt:H.:I>.:JX:'n P·J.~o.r7\;d:tmun and tn~ouqht. 1~o lrmtt<;il fm.m.tnfl 
~ hiUmr,•tn W'idt•c:umtJd nf fh.'Ei ,, ~ <) Xn ~1 l.~J~,~~:J.·;~1l 
senso of thG tcl':miil 'th;;~ tHhn~U~ 11 C1~o1i::t~ 11 :ta Glu!ply 
one gigantic set of variat1ono 0 including tha 
fina~a~a oat~ as e smaller set within the ~normoua 
Oflelo"" 
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"Er')lca"F1na1e 

·• · it J,~-~~-7~~~:-:::::t!=::-~r,___.;,_r ,_,:·<>---:>f.''A~=---f~~--6 .. ~~:-{_:"'__ .{! ___ ._f!:_ .,i:k .. c:,_ 

!
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' . . 

; :~~~~:':_~ _s~~:;~-=:1=:-~t~~#¥~J 
11 }?rometheus" ~hemo :l.n 
Fl:fth )!B .. d .. :::d:,j_on 
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Fugue with . . . . ] 
ar1g1na_ bass inverted 
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F'inal ::>tcd:.ement of "Promc~theus n theme, hopns. 

-··: 

~-----~----------~------------------~---------------------··------

Coda. 

,. Presto . 
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\ 
II. A, PROMETHEUSs POEME Of FIRE 

SCfU ABI N 

deaignnd as a ayntheslm or tho arts ta make man joyous~ 

Scriabih~s was a vi~ion of a nmw art farm~ a ~new kind 

of Waltanschauung~ a unity of nll eacial. rel1g1cuso 

philosophic and art1$tic thinking, 1 This oynthasia~ 

predominnntly oonsory in ita nppmal@ w~s designed to 

his idoaa ~f a unity of all tha 

purpose of reew~ke~ing man to moral rosponaib!lityr 

rather Me hoped to liber0to cmrta!n levels of human 

which ha bolieved untouchnd by the musical 

- ~ . lhe poema WB~ begun in 1901 during Scriabin~~ final 

poasr had esscciated hlmscilf with u theoaophi~al group. 

Hm had becoma aM accult1nt9 a thao~ophiet who devotad 
• 

hJ .. a mwY.'gi~H~ tov.Jat'd the compot~ing of il f¥lys.~tet'y oratnrlo 
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jected high ritualt hi~; .Y.'E-~liqious belie·fs vvere to be 

expressed in a unity of mus1c, speech, gesture, co!or 

and also scent. Th•:? 11 p<tsd.ve initiates, 11 Scriabin' s 

term for t.he audi(-:nce "would, in tht:>ir participation, 

atta.i.n <.1 higher pl<.1ne of consciousness. 11 He sensed 

that humanity was "not ready for his concept~ that the 

·human race as we know it was doomed, and he felt tha·t 

his tMystery' would be the final expression of a dying 

race <Jnd thE-~ transition to a new race of rnan. 11 2 Sc:r·iJbin 

did not liv~ to write his Mystery; his l~st effort in 

the series was "PrometheU!:i,, 11 

Rosenfeld summarizes Scriabin's theosophy: 

He h<1 :~~ rna de f o:c h im~;e 1 f a c1 .. 1ri ou ~; 
p<:~r-~.;u•-,11 J'.'CU.q~;_Oil~ a r.>i7.<:t::·:•:\-: rr,7 __ ·:-l:t_u>::' 
of th~osophy and neoplat6nism ~nd 
Bf':l:-~-F;on.1.:::m philosophy~ a faith thct 
prescribed tr~nsport . • • these 
lr'r'J··'i<·"' l.:i:],,., Pc)en·t·~,1"1 · 1·Je·r··==> r' ·1 ;~nt·',Pol <··,· •-:· , I J •. . .._,) \i' .• \,, 1 ~--; ... ... '· ,. , ~ \.....- J ~~· ,_,, -• · -..... 

ceremo;ies of elevation and deifi
cation by ecst;3SY in (vh:i.ch the 
pe:cforme:u; and au.ditors enqaqed as 
active and p~ssi~e celebra~t~. 
Together they wr.::re to ascend from 
plane to plane of delight, exper
iencinq divine struqqle and divine 
b -L ·1· <: ·~: ~; 1·1 .--1 o' 1· v· J. ··1 r-·· ·c' 1· , :~ ::-3 t.- ·i ·v .", -t .. y· f' ~ll' s 1· c . . . ~·...... (J . u ~\ . l - J - c < • -·· • • fo • :tl _.... --

\<Vas to c<>ll the soul th.rouQh the, 
gate of the sense of hearinq • . • 
to lead it hieratically thrbugh 
circle after circle of heaven until 
the mystical gongs boomed and the 
mass emotion reached the.father of 

. d. · b G ' ~ scu~s an was .ecome oa, 0 

According to biographer Thompson 1 Sc:d.<cJbin was not 

:r~e<1lly a t:studerit" of philosophy. Rather, he read only the 

) ·- ,., 
.:)U 

i 
1-



mystical universalism. Nietzsche was also particularly 

popular as a representative of individualistic phil

osophy. n4 Scriab:l.n named Nietzche as one· of the influ-

ences on the widely played Third Sonata (op. 23, F-sharp 

minor). Bo·Ners observes 11 one of Zarathust:ra 1 s :U.nes is 

prophecy: nthat which 'Nill kindle lightning mt.1st for a 

JJ-------"1 on-g--c-c:tum-b-e------cr-c-:i:.-oud--;-11-8- ~51:--:r:takTi n · p~larrn e ll~rl-op e-r-·~y-;.r'iTc>ut 

a Nietzschean hero who, through art, conquers the world.6 

Unlike--- sorr1(0 members of his group, Scriabin did not concern 

himself with·politics as applied to personal philosophical 

doctrines. 

Bowers describes the symbolism of the controversial 

·r" h '" s v··r~ n 1-1 r) ~, "r b·· '"' '' .; r1 s '· .. , J .. -~·1·1 ,.,.r'i ~· o "' + b"' - ,_. '>. ~· .l< I-" l •"- l.•J .... .;). ..t., '- ; ' - l,. ,\._1 -~ .. J !} \r ..,._..,. 

inchoate .oo;:.e of the fo:rm1t~~)sness of . 
· the world--- blue and green inertia of . 
mattsr. The opening cho:r.:·d sounds the~ 
' · .... .J~ ' ·t f:. l. {.':\ • -~ '\: ~. i t h'·:'l _t, y-. '\ t:.\ ·~.-~ ~'· . -. J C\Ct,l .• ,t:. I.J-::glLl .. Ln<:J, ••• _~.,,\, ,;1 1 ,_.,,_J.Cu. 
}') ·r·C)ffi P + 1-· P 1' c. :'·ll) l, c··.'ri c· o r·vr-' e · .+_'.o C) ''i '~ 1·1 ·t· '·· ~~ . _ . 1 .... L.·J.l_ •. .t "'-~ ., • _ _ .;::,-...::, -· ._. v ..._ l·+ "~ , I f.._,. 

symbol of this fi:rst st<3te of conscious-- . 
ness. Here the orchestra repr(~'S'21Ycs 
the Cosmos as it wa:_; before K3I'ma, b(~fore 
lives had been lived and deeds assimulated 
") T ~' '~·. ·, '· ... p C.' .I. l - . () ·'· n f ·'- ~ . (' ] . 1 ' 1 e ·t- .. . C> 1 
)., .. t,CJ.~:.S1.J.uL ... on" .. UL. .•. L.11J.<> .OilS_, SL., aliLO 
. hr . 1 ·] • "') '1 ., . ': <' C> (• ;•. I ,., ' 'O 1 d. -1: .i, hP . (''"(' ·t • '~ C, .JrC\ C.J .. 11. •. y J.J ... Hc,,, t,(lc l!L .• ,.O _.y ()~ ~~ :, J.L .• :.C\ J:.\ic 

1) _, ·-1 'r.:. ... ~ '! C'\ •. I .. 1• ·:) n .. ..., . ··'· - J .1- ... ~ y, _._...., "'" c- :J. ·J c· .. 1 .... r .... ~.p .. ~. ···'-·.'t 0 rn,Jteo L.t,Jml.J'··l· ,,en( .. ~ up 
+·he' \;1f-s' .. ,. 'L + "J '"''~" ~_, ( ],, '111 (> '/ ;:. ,., i <;: t,"'" \ r ;:.' Y"; (1\ 1 ,., r 
l.•.. ..... , ..... _~_ ..... J ·.-~.j, ... _. ~, • ......- .. --~··· . .• l •. _,.._.t ...... ~· /1< ..l::)l.:;.·-"'"'··· 

ensu0s, and tho 'contempJ.ative' h~rmonies 
of tlh" ·t'hernc? of H.e<1son ::mpea:r~. Ove:c this 
S 1Npro<·.·i·.; ~~·i..-tc["'" "'Q].r:· f'u't~• ..... L'-ho cl"'Nfl -.. ~ ~ ~· ._.., l •. -· 

1 
........ 1. ~~. •J C), .._. • ~ ..._~ .).._ . • ._. L.. , ., Q , 

0 ·f·· 1· l l --r: • r\ c· G •·)·"' r· J. ,.., t 1 S r' "'"~ " 1 ( (" .... 0 "' f f 'J ') c- t.l ., s· . .. t ~. .. } .• l d . . . .t .. ; ......... ·~-~ .. .. .1. J ....-:. J .~ · :.! L '-· ._. 1 ..... <..1 ·..J J t..- , 

bacl' '')"'''t' : . .;; .. 1:·1' 'V ···r)c·' ro}·c ., .. ·t·ly· V'l"':•l c-h.•oc) \. {_ v r_-: • . t, J 1 t~ J . \.... c: 'i :::.1 J .. J ... ! J ._... * ,..., <.~ .1 1. _ vi 1: ..... "} "" 

The piano (Man) ent~rs imperiously, 
- 1 n~· · .,, ·t ·n · c} 1 · 1- "' a 1·1 1 0-' • " •· • ·' c ,- n c: ' • ,- t: ·• c1 .- , , o ,., 1 . a r . 1. .l , ... , . c., , __ x f'u. 0 ·' ··' ,_ ~· n 1 _, r 1 rm . 
Cl ·' ,~+-:,•' .. (-tl c . l ,, --t··--··'1). \-' th, ·:.XJ,,-;,,.·~-·1C0 11 .• CO. Or OT ~> ,c,7:·. • 1-\C . 8 

~e~?~d ro?0titj.o~ of t~0 en~ of t~e pi.ano 1 s 
1''1'''''''·">1 .r..,<.J'-r".:o ·'h"' ,~0 1 "'I' ··t ,..,lC'"'lf'C'.l reel .. ,,. _J. 4 ,~A '-• •::=- •::..., , J. ..lo ~·. d •'·• I._.. ~ l.. t'_ J .L. \_ / • u ".-J j ~'I l ::1 • I:; J. 

enve l6p0::Sboth pi<1no ;:md (;rche st:ca, 

151 
'\ ... 



Almost immediately the piano changes into 
the 'Jo¥ of Life' section (the blue of 
chaos is obscured by th~ sun-color, 
yellow). . • • Sex -too emerges and it 
is immediately associated with sorrow--
the first sad note of the music~- but grad
ually it turns into passion, ravishment, ~ 
ecstatic ddlight (as marked in the score). 1 

Bowers notes that Sabaneyev, Scri~bin's great friend 

and biographer, found in the music "delight in the procreative 

acty magical action, c~nchantment, hypnotism and that at the 

same time [/t wa§ . .7 vehement. with mystical passion. 11 (Critic 

Grigory Prokofief asked regarding this juncture, 11 \rVhat 

musical tl'wme can express such grad<"1tions of feeling?") 

Bowers continues the description o.f "Prometheus~~~ 

The center climax is reached with an 
ecstatic orgy of harmonies-- scattering, 
falling and sinking. Soul dt~scond~? into 
matter. The reprise begins at midwijy 
-fJO'it·'·c'·· \f.l'j-1-}·l ·r•od \'I'"'V'-'c: .~'nV'·>]()'1-'Lr'g· t]"' 6 rv·'J'-'!1 C 1 S ·~- 1 , _~ ~ _ l, ~ . . ....... . , c~ ,..,. v \::., ~ .. . i" - . 1 . J. "-~ • u \..., '? . ~ , ... 

v tones of blood. 1 ,r:...s the mystery o:f this 
c::·t·ruqq] C" r'o' my"·'t -·Lc;:-. l - r• 1;,, _. .1.." ·1·: .,... · .r.· • ,, c ' ': -·- :o .. - - CJ. 1 l '·' • - .. , '~ c () J p . c X 1. 1_. I -~ •• <L. 1 L l ,_ ,) 
J.tself, the yellow oJ tho sun begJ.n.s to 
glow 'joyously.' The:: yellov1 p'c!:CSh;ts 
until the sun becomes the moon again, 
and the moonshine's pearly bJ.uc domi
nates. The Chorus1 representing myriad 
forms of lifl:: :i.n multiplicity s no'N 
emerges. The world 1 s beginning and the 
original blue mix into moon color. The 
final cosmic dane~ of atoms begins. The 

·l\·(cb.:u·J..es Ive~~ t.oo uses the· chorus us the cosmos i.n his 
Fourth Symp~ony~ 1910~1920). 
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piano issues lashings of (violet dnd 
blue) fire which sputter and sear the 
mind's ear. The music becomes delirious. 
The coda is lost in vertigo~ Although 
the \tv or ld is now farmed, 1 if e' s syrnbo ls 
expressed, and man has been fired with 
wisdom, the color of 'Prometheus 1 ends 
as it.began-- ~eiled in blue mystry.B 

.. 

All of his symphonies are believed i::o contain 

was a hymn to art, its underlying piinciple being that 

cre9tive art is int.endc::d in the.; divine plan. It is t of 

cotn:·se, apparent tha.t Scriabin' s conc0pt of a "div:tnr; 

plan'' presume.d to be rational, does not <rt aU. fit into 

our definition of Promethean he:r:oi.sm 1 a hex·oimn :i.n \Vhich 

appear~:; to have derived .f:com the fire, :l.ts color and light~ 

"meta symbols of m&.n' s highest tho~;,ghi:.s': JCC(1.r.ding to the 

belief of a cult •.vi:thin theor~ophy ~ nthe ~)ems of the: Flames 

of Wisdom 11 :to which Scriabin presumably belonged,9 

uThe Divine Poe'me, B hi~; t.hi:rd symphony, in three 

div:i.sionst "Luttes, 11 (struqgl0;), 0 Volupt,,~~:; 11 (sensual 

pleasures)~ and "·Jeu Divin" (Divi.n,,: Play), depicts 

the struggle between man as slave to 
a personal god., and·rnan 0s a servcnt 
of a qn~atc~:r m<Hl~··~!ocl. ~ •. the dis sol·-· 
ution of mah's oer~on~l self in nature 
through Dionysi~n passion r •• and the 
apotheosis of a free man whose spirit 
creates the uhiverse by an act of his 
own will.lO c 

Scriabin made thh; comment about tho theme of the finale 
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' of "The Divine Poeme": '.'For the first time I found LIGHT 

in music ••. found this rapture, this soaring flight, 

this suffocation from joynll 

Seiji Oiawa, who, as mentioned earlier, presented the 

complete "Promethcjus: \ 
Pocnne of Fire~· in a 1971 San Francisco 

symphony concert~ included another major Scriabin work in 

JJ------·Lbe~l-9-2-:.2-se_J'-,Le-$-;~t-l::J.e-11 J.2-<J_(~\n0-o-f:_Ec;.s:t~-£·,l_!_t-(_s~rrtrp-l'lon;L_J',Jo-.-4-.-------~ ---

or) o 54) • 

Januery~ 1972: marking Scriabin's one hundredth 

anniversary$_ occasioned recordings of "Prometheus" by 

both the London Philharmonic (Maazet- conductor 9 .Ashkenazy, 

pianist), e;nd th(~ PhiladE~lphia Orchest:ca (Ormandy conductor, 
I 

Sokoloff 1, pizmis·!.). Critic Ileuvvell Ti:rcuit. commenb> 1 

h:!.story of music has suddE~nly ZC:J!cned to near s-f..:a:c status. 11 

(Fl'L S,F, Chronicle 11 This ','Jo:rlcJH F•::b. 20, 1972) 

The London release (CS 67:52) inc1udes trw Scriabin 

Concerto 9 Op. 20; tltR Phil.::1de lphi<J C}•::-c he stra presents also 

thE~ 1;Po~me of f2cstz.,.sy. 11 (I{CJ\ V:i.ct.or LSC 3214). In addition, 

Sonatas 1 thr·ough 10 (~vith promiso of tr:e :r~·::s-L later) were· 

recorded by pianist Roberto Szidon. (DGG 2707 o53), Re-

nowal of interest in the composer is also evidenced in the 

article which appeared in Hi Fidelity Magazine, Marcl1, 1971. 

This piece included quotations frorn .Scriahin biographer, 

Faubion Bowers, concerning the composer 1 s correlatio~ of 

sound and color. 
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scala of colors wasi. 

arbitrary and p@rson~.il o • e o although nHmg any 
man 0 can see in the neighborhood of eight 
thou~and colora 0 Scr1abin 5 s choice was restrictive. 
He workF:d on a scl1~:uns of fift:.hB ln eycietJ, and 
since ra~ and oranga are th~ closost Lin the 
specia·u:JY they had to ba his C r;;nt) G 0 otco 

,· 

-ll------------;;;•o--'$"--:-'O"--------'t'-:::-'e"-------'o"-------'o ll_t_o __ e_e_,._._"f}_~--1!'1--!--£>---e-.e-e-e~~-::------------

Red f.JY~ru1ge YellovJ GrBon Blw~ V fDl~~t 
C C : D A E 8 F/,k 

He tried to match tha physic~! logic of tho 
spacb:~um~ But no lnfalliblt~ C(:Jrrola\;.ton is 
poasiblac sincG the launl of vibration between 
sound and sight is teo dietbntly at variance t 

o o • Here is Scr!ehines color ocala for 
"Promathaus 0 a" lightn~ 

C ·256 vibrations per uocond 
C~}t 2 'i"i" 
D 29fl 
D/f ~51~} 
[ ::,,f.~2 

F 362 
f1¥ ~1 s:~J 
G 405 
G//; l~26 

A 44"1 
A# 469 
B 490 

Rachmaninoff reminisces3 

Red 
V .itdnt 
Vr?llo~<J 

1;1 '•'J. ;:< ~},' ~- \.l '1\' 'vel ·~ •. ~·. '~ • { <1 1 <· lc< Y' '., ,,., <· 0 } V f'~ _,.~, J.i. r '., 4!, l v tl '{,.., .. ~ t< :~·· ·~ • ~ ,cf, ~l ~-~ ,.(. j 

dti)Bt";t; :t t~rrJ ci t~~~ H1CJfJ\~:~~; ~·1.1. t~-:~ s 
frost cplor, blu1sh puarl) 

Dmrk r•ed 
Blue 

· H~1t:iy oranqc 
V 5, nlr~t ptn· pl (;~ 
Greon 
St~:?.'~'l (t.rm g;t.~ir;t. 
Petn~ly blU~i it:. 

I r~membnr one discussion which took place 
between R1mskyaKorsakof 8 Scriabin ~nd myself 
while we wera sitting at una af ths little tables 
in the Cafe do la Paix. One of Scriabin's new 
discoveries was ccntiernsd with the rolation 
md.stin~J br::d~t':JsfHl mt.wict3l t!lound. ~ o t~hat is& 
certain hHrmon1ae ~nd kuysG and the spnct~um 
of tho sun. If I am not mistnkenD ha was 
working out the plan of e great symphonic 
comp9eitian in ~hich hu was going to ueo thi~ · 
rolt::ti'.:ton&- and .i.n ~;J'hich togethol:' uJ:U.h thl':l! mu~!ic;~~l 
incidents, thore wea to ba ~ play of light and 
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color. He had never reflected uoon the 
practical possibilities of this ~dea, but 
that side of- the question did not interest 
him very much. He said that he would limit 
himself to marking his score with a special 
system of light and color values. 

To my astonishment Rimsky-Korsakof agre~d 
on the principle with Scriabin about the 
connection between musical keys and color. 
Is who dp not feel the similarity, contra
dicted them heatedly. The fact that Scriabin 
and Rimskv-Korsakof differed over the ooints 

,, _________ __C'o"'-"i-"-'_. =c~o"-"'=n._..tc=ac-_-_c {-; be t\.ve en the sound and co 1 or ____ s,_· c=a~l-=e--~----c-----

secmed to prove I was right. Thus, for· 
exampl~ 1 Rimsky-Korsakof saw F-flat major as 
blue, while to Scriabin, it was re-purple. 
In other keys, it is true, they agreedA as 
for_example in D major: golden brown.!~ 

Results of studies b·y- Newton, Goethe and Hemholtz 

concernirig the analogy of sound and color, both conditioned 

1 '\ ·. L" .. ) r '"' ..f" ,. .... f"'l ('11 ·t r:-. · ,, " ..:~ (~ d i (.:'" '("' \ <! ·1 [..\ ~ c: w · ·· i ~ 1 · · c ·j ~1 p ,......, ,.~ + i r -~ () f .) 'I . 1 ,_, v c .c -~ •. ·j '·'·"" n .__ J .• _ . ...., i . __ "",~ e _ .... ~· c __ . ,, .r: ~ o us co r1 ,, __ c •. _ .L "'·· , __ .l r.~ ..... 

-}-· .-!~-'I r····-, .. ~·· ~ ""·'· • ·-p l Y .::> .l l. d ... · ~ ,) J .. L E: .\. '·' l. ]. 0 l l , However! the psychological relation~ 

ships have long been titillating. 

Mac Do:,v(~lJ. sensed color and sound COl'.'C(~lJtior: • .Apel 

note~; th21t entire works hqve been <JSSociatcd \Vith ~;pccific 

color~>···e. g., 0 T<:Hmhauser": blue; uThe Flying DutchmanH: 

gx·een; and that tl1e association has been extended to com·· 

posers~-e.g., (Mozart: blue; Chopin: green; B~ethovcn, 

) 
1 ~ '1 black . ·'·'"'"-· 

i 

Graf obsc~rvc0s that Schoenbr~:c{;/S combination of colors 

;:md music in his ::;hort. allegorical music cl.r<:JTTI<J s 11 Die 

·r•1'' hl·' h II. 'll lOlC }'' . 11 · b bJ ' ' c.J. b ~.,,__uc .J.c e .-ano.,. '/._, ........ ),was p . .ro a .y lnspl.:ce· .•• y 

Scii~bin~ on whose 1 P:cometheus 1 the Russian music author, 

S~1banjeff 9 h::1d g:i.VE'?n an explicit r·eport 11 13b in a pub.Li.cation 

of which Scho~nberg was a collaborator.) 
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Arthur Bliss, in his "Color Synphony", 1922, re.;. 

presents "the associations of a special color (e.g., purple: 

royalty, pageantry and death."l3c 

Henry Brant's "Violin Concerto with Lights 11
, 1961, 

requires solo violin, orchestr<J and projected light patterns 

performed by five musicians rmshing light buttons~ 13d 

his 11 Colo:res Magicos",. a work for harp that synchronizes 

sound and light, and requires the orchestra to sit on both 

sides of the. stage and in the audience. 

Bauer finds that Scriabin's music divides itself into 

three periods. In the first period are piano compositions 

Chopin :Ls d:i.~;tinctly visibl<O;. Bauer includes four of the 

Sataniqlw, 11 (his fLcst tvvo symphonies) and the F·-sh<H'P 

minor piano concerto. 

Bauer perceives the influence of Richard Strauss's 

three rnotivE:s in the first movement of "Poeme. Sataniquc~,". 

where fl six motives of the exposition a:n; brought into 

conjunc~:ion,!! 14 · Straus~;, influ:mc(~ is apparcmt also in 

the bass opE?t'd_ng of 11 Proirietheus," strik:lngly remindful 

of the opening of "Do<::1th and Trar·lsfiguration: 11 Also 

the flute tri 11 s of the "Poem~ __ ):)~in9' t()__TI1i!"'lc:l __ ~h(?_Ja:rk _____ _ 

·trills of the Str<:~uss song "AbendrotH. 
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Bauer continues: 

He did not break with the idea of a central 
tonality or key tintil •..• in Op. 11, No. 
10, prelude in C# minor, he. added a third 
below the chord root, making his tonic into 
a subrnedi.ant seventh; likewise he raised 
the root of the subdominant or the third 
of the supertohic. In his Pr-elude in B 
major, op. 27, like Debussy, he uses a· 
sequence of sevenths, and in his Prelude 
in F-sharp, op. 31, No. 2, he introduces 

'J----'--------c--~s_u_c_ce S_S_ions of a l t..e_red c_hords_: suoertonic 
ninth with a raised third, a subd~minant 
seventh with raised rootf and dominaht 
seventh with lowered fifth.l5 

Scriabin' s interest in his '.'nevJ 11 harmony is also 

evident in earlier WOrkS in vVhich HUpSUrging melodiC 

.phrases /.)J.rE2,] projected agzlinst sustained pedal·notes 

l 
0 

("I "' d . 0 0 t 0 reso.vlng ar~er long rawn suspenslons ln~o maJor 

tonality.nl6 To0ard the end of his first period, he 

~rew increasingly fond of dissonance~ In his F-sharp 

minor prelude 1 Dp. 37, No. 2, he opens with a chord no 

longer: belonging to the type formed by thirds, but 

dis-tinctly built in superimposed forths, and, in :r:epe-

titions of the phrase, he alternates with chords of the 

ninth. 

In the se~ond period, he is influenced by French 

impressionism fron;t the Divine Poe'me; op. 43 through 

the Fifth Sonata, op. 53. 
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Dna m1oht liken his method to the use the 
HinduaJmake of tho ragas or modeae The 
first part looks Phrygian 9 tho sa6and~ chro
mat.if::t~ and the l~1.Bt four notoo fm~m a catl-encr<} , 
in which the neighboring tones of tho doMinant 
appear~ 17 

The scalu 9 reading down~ emerges as D=flata C~ 8-flato 
k~--------~~~~~~~~~~~--=--~~--~----~~~~·-----

1\wflats (;~ f t' E.,f).at. 0 D··;fJ.attl C~ up~ f)..,.flat!l o~ .. rH:lt.uraJ.o 

E-flat 9 E-natural 9 F, f~mherp~ A-flAt, B1 and C. In 

Prelude in A minor, op. 51, NDo 2 0 wa find a natural 

minor scala ~ith ths fourth degrou reissdo His Quasi 

mmka usa of th0 synthetic chord which ovolued from his 

Austin finds that the fascination of Scrinbin 6 m 
. .,. ·~ 

"discusaibla" 1
' techniques lsnds ta an cuAramphaois upan 

ln thli-J th.b:-d~ t.h£t "tf:r:m~e~~HHh:i!nt.el~; p0riod ax-e 

:lru:;ludtH:i Le;~ Po{~ma de l 0 [r:lt('(~Je& t)Po 54~ fm: fJt·chestx:[q 

la flammad, OPe 72& and tha last five Sonatas fer 

Analysis of Sonatas 6 to 10 suggest to Dr~ Hull 

19 <1at•thly fm:cl3t~; in competition vJith th6l myotic, 

Bauer nates that in all af Scriabin~s works$ the twn 

l v·a · ... ) / 

i 
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moodS 1 the satanic and the seraphic, are evident 

and believes the Ten Sonatas "tell the story of 

Scriabin' s musical and psychica 1 ·development, n20 

Bauer adds: 

WhE~n one thinks of the Hussian folk 
music with its modal backgroundy it 

~-------~~· s-s-t-r-aTrg-e~t-JT.oct-:=;-cr j::clb-tn-rrs--e d-:-'"(f1c~ --------------
old modes so little. His music is 
touched less than that of any other 
Russian composer by the folk music 
of his people,2 

(Exemplifications of some of the compositions dis-

cussed may be found in the Appendix). 
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lie 8~ SCORE STUDVs POEM OF fiRE 

"ltia the tonality of A,« Scrlmbin one~ said to 

Sab~Jtsyov, and h® r:edt.u:::md all of' "Prommt.heu~" to six 

ton~s (A~ B• C#& D#, f#$ G), Ha playad variou~ chord~ 

and thomas out of thimp add1ng 9 

Tharo is no differance botweBn ~elody and 
ha:rmtmy¢ Thny r:'rrn rum r:.1nd th(i Bt;•mae -r ht~'!Jf3 
f' Gll mn~d t hi~J "pt· ·lnt: iplr:;~ n ~lit r: ~J~t 1 y ln .,, Pro"" 
m~~thuu~:;~~>·'' Thmr~' ~:~~ rmt a vJasted ~ot.®p ,no~ a 'i 
.wsdga whmra a mosquito could get 1n ana b1to! 

r ~~nib~ orv BOliH~F.'~~ dt:~Bt.:r lt'H~fj (•!T h~ Pntatiffl of f ll'@ ~ !1 
-~ : • > • } 

' Scriabin~s "balcved compnaitiont" as, 
• . .'.1 - ~ q ~ .f • " .t. s fi; C} '!~ tJ t1 r~t:~;~ ti :J .. ~s ~ J~ }J} ~ (~ rnt~ ~· r:.~;·t:; :t. ~iq c.~ts i) ~ }'' ~~ t~ r~ () ~~) x \:;~yo w o o 

Scr1eb1n 8 H dis~ovDry of W~qnor 1m svidont ln tha 
f ~~ ~J r~ ~f )l c.~ f r::;: ,:: ~~:. ~-"~F-~ f;j t 1~\ ~,~~ t', i~ D ru· t~.? 5~. {~~--~~!J ~-_;l ~ .. : :i ~~i ~Y &:I tJ~:~ f\ ·rnt) t ~-~ u; t~ ~- ~~ 
{~I~ t~pt ~~~ ~· ~ .. -~fL~;: ~~'J~J ~::!:~"' v t f -~H g nt It"~·~.~ -;':} ~-; :~.:,r·ti 51. ~~t t~ r~ r~-:::; Y: ;:,- ltt:~:- ~; t1 
t.Jt:Jo rt ~9. ~ ·v r~ t ~-tf.J t i ~~: t~t·:.:J1t1_ rj ~ (J fJ;;:j t-~J1 e::t t~ d t·_f y ~~~ f;l~ 1 f)_b ~. f; 
a8 e "myetlc chprd, portinunt to h!s idea of 
"'1 i ''' '" ol'i ~l f'- 1 '"i ,,,,,'). II :Z t,.~l t.J 1::..1 J4 . .,. ,.-,.<fl.. '--· .:& ><..., G 

The famous "Promathgusn chord appaars ns stacks 
'·'· f' .r.;· r• '~ ~ .. ~. '"• ·~.· "". ',. .. , ,., {• h "' r.' ,,. «'' ,.,, -l ,,.1 ,, ,.,, '"' ~. ·,... <.' R> ~, ;;. n & I'"~ ~X' i . .-.:/ \..e ,,_ t, t" t \.:) \] ~¥ t,.J .!l, "-" ~ ~ •·: U C~ fi.:j \->!_f) &;- t._ ~· ~ ~ g (... b •.J. ~LI. ~.r 'i<l ...... . :tl t w 

traditional structure of thirdDo But 1 since 
at~ l('H~Ht CHI~ K:lif . thi:l ft.H.u·thf> im f'H.HJfll!iJffC.od :;~nd 
another diminishad, tha chord ~oundo like a 
dominant ninth iust a littln mo~~ n~nnmentod 
/," f'H>; •·; &, f.-.··~ f> .~ I'"'-" h ~' b' rj'· ~·' l• h 1.'· fi ;1 ~ h > I'!'''' 'i ;C·.C• '·" f... . ; ~~ !!j .j t', h ~ft~,.•" btl~ li..Z .. i=t .. ~li"'' , il \uli>~~."J r\J.,.....,~;;~• f4..-.~~Jt .. -\ -t,~ ..... ~'Jr...-~o 

:rm~1:l9d and .lm·.nn·t:d ·flftht:i that. t.k!'. 0nh~"!K'IYitJnii~~llly 
oquiunl~nt to minor thirteenths and raiged 
aleu~nths ~espectivalye 

Tho tngllah music historian end compnaarr Sir 

Hubart Parry(and contempbrary of Scriabln)almo ragerda 

ttu.1 '1p@rf'act ctH1i~m1l!f'iCG of thG new sy~tomtl" C,. f .... ana~p 
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B~flat 9 E, A and D as little olse then the hdominant 

ninth of th~ old system1 n Cp G0 B~flat~ E~ G~ and De 3 

(Sir Hubo&-t's uratorio "PromsthQuat" a fc+Eid~t.ing or 
Sholleye~ "PramathDue Unbound~Nlll be dlmcussod in 

ou1~ otudy 0 ) 

Austin continuos, 

The camplsxity of these chords is such that lf 
they are inverted~ then whichnv~r noto is in the 
bass aoundY 1\ke a root~ with the notes aboua 
it adjusting nnharmonically. But bacauen thAre. 
is never a fDnsonanco the anharmonic ambiguity 
im tJ:·hrial<~~ J · · 

Bomers finds tha dlatribut!on of the chard SD 

by Rimmlngton, en £ngl1shman~ this keyboard was adapted 

for the Pomm by Scrl~bin'a friandw Mozar, to project 

appropriate colors on a scraan and throughout the CQncnrt 

hell au that th0 audianc~ might bn envelopad in bath ~ound 

and color~ Contrary ta axpactat1on 0 tho upper line 

indlcmtas tha hnrmony, and tha lowerp the malady~ Tho 
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sustaining breathing in and out of the cosmos. 11 6 

Two themes musica-lly enact the drama of the 11 Poem

of Fire" as reviewed by Bov,Jers in our p:cevious chapter. 

"Will 11 (PSIA, PSIB)-* and ''~v!atter" (PSII)-* eng.uge in a 

conflict so obviously prograrnrrt3tic as to discourage attempts 

to call it the development section of a· sonata form. ( Ewen 

classifies Scriabin' s "Po~rne of Ecstasy, 11 'Nhich :i.mmt'?di<Jte 1 y 

precedes the "Poerne of Fire 11 as sonata in forrn. 7 

Hopeful.ly, this outline will assist in understandi~g 

detailed discussion to follow. 

(Score) (Paoss marked * not irocluded in exeinplific<:Jt:i.omJ) 

7 

ll 

15-~19 

0 0 "2:' <'- "~ /_-

23-24 

36~·38' 

Met2n10:rphosis of c;reativc.~ Principle into W:i.JJ. 
theme, designated here as PSIA 

1 1 . ' t D c· T A 'a . ._ .... :LC:O o ,_ ·-'-·--·-·· J 

Piano \Tariatior.t, ~Jo.:2 P~3IEi 

PSII, 'P:isno Vari.ation ·ND. 3 1 P·. 13 

PSIA. Piano Variation No.4, PSIA 

PSII 

PSIL. PSI 

PSIA, PS)]3. 

PSIA, PSII 

PSIA 

PSII 

P • ? 8 • '\ P :i. an o Va :r .L:1 t ion No • 5 , Po 2 B " 
; 
{ 
; 
i 

./ 
/ 
) 
; 

) 

Beginning or ~scent of PSIA 

-}(<>;{In this study vJe are designating the 11 \Vill 11 theme as PSI!\, 

and the "Hcason" theme cis PS,IB (P:rind.pal Subjects IA and B) 
the latter being ~losely related to the first. We are 
calling the "I-J\.::d:ter 11 th2rne PSIL 
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PS lA 
~ ' . . ' 

Ob. 

'·. 
'' 

PSIB .··· 

n. 

PSII 

'' .•1 'I 

'1 
:\I Fl. 

Closely related to PSII 
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* 40 .. 49 

50&. 52 

53 

61 

PSIAt PSIIc Long ascnnt of PSIA in Braaa 

PSII 

PSIB 

PSI El 

PSI A" Rsappoar-nm:::13 of PitH'!CJ V m:·.h'iiticm llitJe. 1 
~------~---------------

68 

The symphony ap~ns with the lucu (light) score 

g:r·e,;3n 01Jr;n- t.hr:~ eolo;; ;nt::Jlocly~ F=::~hm.•p (~~8:1 i.!'lbb-r~1t;lrmij)f, 

bl.tJ1:.lt;;r~;tt'&iv ti~H~li.l (J;f fii}"Ut~l\H:'Y~> brG~'lt:h\r,;g uf tho C01J.:iliG~.~ 01 S 

"myntic" Prom~tb8UB chord of ouparposed fou~ths~ 

attompte to simulate tha formlane chaos of 

for tho exceedingly sl6w tempo (lentc brumenux 0 slew, 
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bGyond audible perc~ption of detail. The very law 

pitcha~ of the bassoons, remindful af Strauss's bassoons 

in MDsath and Tranofiguration," arm ~ffectiu~ly mystariouss 

Tho ·b~ss tremelas. howeuor~ are nat cloa~~ (Scriabin 

did not umulate Berliaz 0 a tochnique of bauD tremalo 

raatralnt apparent in tho "Symphonie fantastlqueoM)9 

f!fan.:®d tu:n;·ns 0 ~:mtn:d.ng in mcH:UJHJ~:~:! 5, outllm3 m. fiomb~n' . 
malady in 3/4~ slightly eynccpatad !n moasuras 9 and 10 

using tha abDUD mentionod scal9o Thia arrangemont of 

intm~u~la atretchud ouar ite perceptible fremework of 

cr the Craatiue Pr!nciplu which waR narllsr duacribgd nG 

ia 1nd16at~dt groan to stmal (E~flat, 319 u1brat1one)~ 

Tho ~aund effect uf this beginning la eubdusdD 

though thG scora lncl~das ~ight ho~ns, f1ue trumpets, 

thraa trombann~~ continuous trilling timpani end rolling 

mn~J.~ura stat.t:nMmts by !!:WlrJ clr:n'5.nat$'. and En(~li~h hrn'i'i,. 

Its duYt appaer~nce l•ada ta tha lmpnrtnnt muted ·trumpet~ 
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stat~:o.ment of the 

Will Principle, marked "sola imperiuuxe" mf, in a 

one-measure, bold melody played as the green of chaos 

Rising to a major seventhp quortila cho~ds in 

three muted trumpata& the Will Principle disappears~ 

but only tampore~ily0 It is PSIA of the symphony, the 
-------

mctlvo which will frequently arrest tha BDnm1b111t1eo 

with its sudden interruptions and sequant!al ~scents 

ito two final notas, giving the affoct of scala dagreRa 

5 to 1~ lond e positive and concluslva aupsct to ths 

motivea AlGa thay prOvide variety through simulating 

It ia denignsted PTIB in this atudyc Tho lower range\ 

of tha flutns 0 rapruuentlng the dawn of human consciousnasa, 

apuek thu ch~ractmristic eighth-note tr!plgt figuroe 
m:niBnth 

WJi th rit:;es t:if minor ~:icn::rmd · e;nd lrd.ncn;nCH'I pe_g~1 1L On thG 

following page~ tha flutes nra joined by bassoons end 

English harna~ Tha similarity of its minor sovmnth leap 

and the full octevs loep of the Transfiguration theme of 

Strau~s ls noticaablae Both appser to exemplify their 

compf:J{'lt~t"~l~ muslce1.l corn:::opto of l!lt>H'l'a hopH fm" at~tain.§.ng 
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In ap!to of ita angular appearance, it ls a 

graceful, tendor melody. ' Scriabin'l short Poame for 

pianop Op, 69 0 No, 1 is designed upon a similar melodic 
10 figure. (Tha nostalgically familiar sound of the 

theme hints that in the pa~t it might have be~n 

}-------------;--------------------------~ 

su0jected to the fate curre~tly imposed upon the first 

theme of Mozart~s G Minor Symphony.) 

Significantly~ whan the piano makem ita "imporieux~(p~ge 9) 

entrance in a aeries of inversions of the mystic chord 

outlining PSIA~ the green light of Chaos disappears for 

twenty-five sco~c pagos. Ita aubsyquent reappearances 

and 49 occur when man'e 

irrationulity is ~scendent and PSII dominotes or threatens~ 

(man~e) sntranco merges into red at the sequantial ~a-

itoration of PSIA on page 10 an augmented second loware 

This motive is achoad by the trumpets, page 11p almost 

aa originally putf now with horns addedt sound!ng B 

diminished fifth lowerQ 

Dn page 14, the ~ill Prlnclplo (PSIA)~ appearing 

antiphonally in wobdwinds~ enla~ges lts final interval 

from le~p of perfect fourth to minor sixth. Rohoareal 
I ~ I 

numbera·2~ 3, end 4~ marked "pl09 anime,H suggast~ according 

• Not included in exemplific~tions~ 
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Bowers co~relatris with sax~as muntlonad earliar. The 

color is thB · ycd,lm~ of aunlight IV bt9t th~ mood t:htmgs~ 

abruptly to Badnesse lndlcatod "quo avac daulaur
9

• 

paga 15~ The acora hinta of PSII& flutes and oboes 
~~~~~~~~~~~~~~~~~~--~~~~---~-----

in a themo which attempts ta risa~ but falls, (it 0 in 

fact, bacomas tho •felling" thama 9 poge 17)e Only in thia 

•~etlan of the symphanyp mainly axuborant ln offett
1 

dans Sc~1eb1n recogniz& sadnasa as a ccmp6nent of th9 

lifa experience. Ha anvlalnna BnrTcm aa immediately 

project$d r~sult ! i~ purification. 

H~ mu~t radeGrn himself through the strongth of hle Own 

Ulill. 

The Ego PY.7int::iple 9 a version of PSlA 11 pt·cimin;sntly 

put ~:w th~J en1c t.~:-umpet. ,, page '1.7~ dispol,ln cmly t~tt.Wi"'" 
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suction ln which tha piano has bean ab~~ntQ Again 

at Rshoarael Nee 7, PSIIv tiodp trilled quortara in 

flutea~ oboes~ English hornm and string• signify the 

possible descant of soul into matter, 

Despite th(:J valiant efforts of the clarinets~ 

which sound Reasonf PSIA~ pagas 17 end 18, PSII prevails, 

"emotion and rouissnmant" onsua. Thg piano roenters 

briefly with naruouu trilla~ pego 18 1 but disappears 

agoln ot Rehearsal Be (The confliCt batwoen PSI and 
' 

lic·r.· 't 
.. l . .!, ' musical representations of soul mnd mettar~ we 

shall find~ continuos to the nnd of the symphnny 9 o half 

The cryptic natura of the triumph over matter, howave~, 

io underlined by the unexpnctod f-sherp major toNality 

af tho final chord~ peculiarly dominRnt in eound.) · 

RohoHrsal 17,whan Muttar is soriously challenged by Will 

and Reason. Will _is eoundod in two~notH fragments~ 

fisBt by the mut..Hd. {:tltmpJ,-d;~:' q nnd j::d.nod lmm~t~dL~tely by 

tho horns and P~<:Af'Wo · :Th~i p.i.tf!'itl tn..d.lds -th~ wht:lls UH:JmB 

bit by bit.(baginning with the augmented 5th leap~ B-

in a completa stetamant of tho ~ill Principle by tha 

169 

-
-----



the flutes 1 assisted by harps and violins, continuing the 

downward intent., (page 31). However, this time the Will. 

theme achieves predominance. Piano, and clarinets,(page 31) 

flute; piccolo and trombones (page 32) pursue the cause of 

Will for several pages, Rehearsal 19 to 24, · pass~.ng through 

bars of fright 11 avec un .effroi contenu, 11 page 34·X·, and 

and anger, "orageux':' (page 39*·). The trumpet enters (page· 

36). grows strong (pages 42 ~nd 43). 

The dramatic buildup in which hornst trombones and 

tr·umpets participate begins on page 28 and climaxes on 

page 43, the trumpets pitched high 1 ppp . 

.. ,....,,..! r" ,. . ~- -~ . . r. 'L,. 1 co··. ~i· "'J_ 
.1 ll J •. ;:, d s (. (j l1l. 1 'i.:l s ) ,. ,, n a ~· .. e <.'1 o y ~ vory dromatic cl~nb 

the V1il1 then:ie having passed sequentially via t:rombone ~ 

horns, trump~ts from B-flat, below middle C, to the 

fin<:11 note of the sequence, D, two octaves <Jbove middle 

C, page 43, played by the solo trumpet in a three-sequence. 

rise of the Will~theme (endings, C, C-sharp and D, concert). 

At this spectacular point, the campanelli enters 

followed by the first harp's echo of the final notes~ 

page 45. Trumpets re~iterate the Will principle (pages 45, 

47*) on slightly lower scale degrees, the cri~is having 

passt:>d. Horns end their participation in this long push on 

page·48. 

PSII again assumes importance (page 51-X·) in antiphona 1 

fall.s in harps and strings. On page 52, the oboe speaks 
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the Will theme, followed by flutes (page 53*) when flute 

and oboe alternate descent and asc~nt of the opposing, 

celests, harps and violins enunciating Will, followed by 

an oboe statement of it. 

Page 55 reveals the triumph of Will over Matter, 

1l__ ____ · '----'.' e t_i_o_e_e_l.sw_t_,_d e p_1J.Ls_e_o~p_Lu_s_an:Lm~_,_11 __ T_ut±_i~s±_ing_s. __ 

sustain the melody 1'Jhile other instruments embellish 

with staccato, glissandi arid trills in a grand tutti to 

"victorieux" (page 59). 

At Rehea:csal 38, "sublime" (page 60*) the PSIB 

version 6f the Will theme appears in bassoons, horns 

and strings in chorale effect. Piano and horns (page 61) 

enter with the PSIA version, an interesting badinage 

occurring (pages 63~65) as piano and oboes invert the 

theme, "de plus en plus lumineux et f larnboyant. 11 (Page 

64 5_n c luded) . 

At H.ehearsal 45-l<-, intense shining, ·"aigu fulgurant," 

page 66*j all inst~uments decorate an ambience for the PSII 

final effort at Rehearsal No. 47, "extC'ltiquo11 (page 68). 

A descending ha:r'p glissando announces the entrance 

of the: alto and bass voices (page 69) the former voice 

·doubling the quarter notr:o de scent of harp harmonics. The 

main them.;:: is PSII, though some of the woochvinds play the 

counter motion of PSI. 

*Not included in score exemplifitatlons. 
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J\ trumpet sounds the 'Ni .. ll them~::~ (page 70) a "de 

plus en plus large" battle ensuing, woodvvinds, trumpets 

campanelli concentrating upon PSI and the strings, PSII. 

On the same page, the organ enters with a gradually 

mountinq figure. 

{f-----------~..._1 h~e_· _,_v-=i-=o-=l=:L~n'-"'--'s , w hi 1 e p 1 a y l ng_ iQ_f i g_ure _a_s_s_o_c_:Lai_e_d,___ ______ .___e__ 

with PSII (the long trill followed by descending notes 

of .shorter time value) now rises a semi tone or more 

to begin each descending 1igure. A glance at the string 

score, page 72*, for example, illustrates this point: 

dotted h~lves E-flat, become F-flat at Rehearsal 51, then 

F"'·natm.:-cd.t and on the m~xt p.a.ge G; .A-·flat etc" Attention 

is directed to this ascent because of the gradual giving 

way of PSII to PSI. 

At pp. 9 Rehearsal 53 (page 76) the chorus becomes 

tacet until its reappearance for the final thirteen 

measures of the symphony. Rehearsal 53 is signigi6ant 

for the strings which abandon their preoccupation 

with PSII 1 the solo violin, dolcissimo, dallying with a 

fragment of PSIB just· before Rehearsal 54*. 

At R6hearsal 'No~ 57 (page 79) flutes-leap a major 9th 

rat.ht=)r than th(; customary minor 7th of PSIB, perhaps· to 

conp~nstae for the whisp~ring of PSII by the English horns 

and clarinets. PSI! counters "soudain tres doux et joyeux!i; 1' 
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At Rehearsal No. 61 (page 81) dizzineis is indicated 

"Dans un. vertig6," PSI is intimated •Nith no challenge by 

PSII. · It is obvious that Will has triumphed over Matterr· 

the score of the closing pages is a coda in affirmation 

of the victor·y. 

We have traced the themes of the •Nark, noting their · · 

instrumentation and dynamics. Let. us turn now to ton~lity. 

Hecalling Scriabin's assurance, "it's the tonality 

of ·Ar 11 one sets about trying to locate such a key centeJ~. 

The opening (page 7) with its horn melody containing con~ 

cert A-sharps, C~sharps and D-naturals over the Prometheus 

chord stack of fourths including C-sharp and P·sharp, has 

13. H minor fl;;;vo.r" On the next p81JC?, the \~Vi11 thE.:~!fl(::'~ <:1r1ti--

phonally put, makes irresistible the pull toward tonalities 

suggesb.~d by sol to do in each figure. On page 9, the 

PSIB theme ~ounds dominant (Vl3 of B major, the bassoons 

playing F-sharp, the violins! A~sharp). The horns, however, 

with concert B, E and D-sharp, and the b<:~ss clarinets with 

a C, undermine the clear-cut dominant 13th suggestion; 

furthermore, the resolution to B major doesn't happen. 

Perhaps more conv~ncing is the t~eatment of PSIB on page 10, 

where the Vl3~ key of A-fla·t major, is partially resolved 

in the relativl:' rninor, F, by the piano. (Enharmonic G~sh<:irp 

and /\-flat). 
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On page 12 B-major tonality is the sound. The score 

reveals many A-sharps followed by B's. Strings enunciate 

f ... sharps and A-sharps, harps do likewise, enharmonic~1lly. 

Amusing though it is to extract tonality in this 

manner, the Poem's resistance to traditional analysis is 

obvio0s. However, on-going tension-and-rest within 

symphony (pDge 83) on the F-sharp major chord, domin<1nt 

of ·the-~ implied B minor/major ton<Jlity of the opening, 

is appropriate~ Concluding on the cominant~ the Poem 

suggests that the contest between spirit and substance 

is not solved. 

On pa gc s ?4- 30 1 Scr:'Lahin 1 s avo•.rJed ntona lity of An 

does seem to prev~il, a tonality attributable to rep~tition 

of G-sharps and A's, toge·ther with their appearances in the 

melody or exposed passages. 

Sensing tonality yet unable to explain its presence 

through traditional analysis, one seeks other clues. 

In addition to its repeated notes which define relation-

ships within specific keys, as cited above, the Poem 

is rich with examples of repeated figurc:s 1 sometimes 

exactly, often in sequence., each sequenca in turn estab-
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llshing ita own relationship~ for oxomple 0 on page 20e · 

top score 9 HSsumfng the Brahmsian-~tyle piano variation 

of PSIB BS G major tonality (thres me~sures of ~ ending 

in U/Vc measuro 4)~ wa find the sound to be C major in 

tha lower scorn sequence~ following the same patterno 

Tonality ls alsc achlevod through tha stability 

PSIA and PSIB~ primnrilyF though PSII is enunciated 

occasionally~ The ropatition of tha thumus many times 

by the pianot for which the Poam is almost a concerto~ 

is an important factor for cr~at1ng 0 in the listenor. 

let us look at the p!eno uariat1onm. On page 9 

tha first variation on P5IA appearsQ It ia repoated 

an 8Ugmontod socond lower on pogm 10, followad lm-

inversion of this variation occurs at Raheqraal No~ 3 

(pags 13)~ This one ls Variation No. 3~ 

\fa:rit1tion Noo 4 (PSIA), in the mam·wr of Brahms~ 

bogi.rv~J on P<'HJe 20. P5I I occurs briHfly an. pm]e 23/i 

Variation Noo ~ (PSJA) is stated on psgo 28.dramot1-

motive in the preceding two measures by trumpots with 

horn achoo Th~ contrast with tho plano re-entry, "t~ci~ 
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. / 
accentus," is dramatic. On the following page, the 

variation appears a minor sixth higher. 

During the spectacular fifteen page ascent of the Will 

theme (pages 28-43) discussed earlier, the pi~no gives 

only occasional filigree effects. 

At Rehearsal No. 35, (page 56) Piano Variation No. 

6 is stated. It is quite different from the previous 

ones which have consisted of short and very short notes. 

The eighths · nd quarters of this variation stoutly re-· 

inforce the push of PSIA to the "victorieux 11 point, page 

59. 

c:· r:~ ~~· " h . l Variation No. 1 reappears on page ~~ 9 a maJor t 1rc 

low0 r th0n in its initial statem0nt, page 9, and the 
*. 

iriversion of PSIB reappears on page 63, also a major 

third lower than in its introduction, page 13. 

Tacet during the first appearance of the chorus, 
* the piano toys with PSIB (page 77) and gradually grows 

* 
more ahd more simple (page 7~) until on the following 

page it plays two measures of quarter notes. Its final 

contribution is a decorative imitation (with flutes) of 

the staccato theme of the campanelli initiated on page . . 

70. 

The technical difficulty bf the pi~no part, as well 

as the co~poser's own skill and independence as a 
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pianist is mentioned frequerftly by Scrial.)in' s biographers. 

Though inconvenienced throughout his life by an injury 

which occurred to his right arm when, as a student at the 

Conservatory~he became intensely jealous of the technique 

of Josef Lhevinne, a fellow student, and overpracticed 

Balakirev's "Islamey 11 aryd·-,·Lj;rszt's "Don Juan 11 Fantasia. 

Biographer Leonard adds that while resting the right hand, 

Scriabin toncentrated on the technique of the left, an 

endeavor resulting in the "unusua 11 y e laborat.e and di ff :i.cult 11 

left hand parts in his later compositions.ila 

He was said to be the spontaneous kind of pi~~ist who 

nc',rcr pJ aycd 0nyth:i.n~~ twice the same ·..r.Jay. Ellen von Tidebohn, 

a guest on the famous tour in which Serge Koussevitzsky 

chartered a boat down the Volga and conducted nineteen con·u 

certs in eleven towns with Scriabin as soloist ln all of 

them, with his piano concerto in F-sharp minor, later wrote 

that Scriabin played the work "according to the happenings 

of the day and his mood at the moment. 12 It will be recalled 

that Scriabin was at the piano at th~ primiers of the Poeme 

of Fire in Moscow in 1911. 

A glance at the score reveals a comprehensive list 

of instruments including traditional orchestral. choirs, 

often enlarged, piano plus organ, campanelli, celesta, chorus . . 

and color organ. Score directions assure that "Prometheus" 

may be performed without the latter two. Scriabin was reported 
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to have been intrigued with the bells of the churchs in 

Russia. As mentioned e~rlier, his compositions are not 

typically Russian 1 13 however pages 43-76 are remindful of 

the bell.scene (Act I) of Moussorgsky's "Boris Goudounow," 

1908. In the Poem, the campanelli enters.(page 43) sharing. 

with the flute, a short ~ighth-hote motif of wide intervals 

which attracts other instruments. Celesta (page 48), piano 

(Variation No. 4)(page 49), harp (page 57) join the caril-

lonning so that ~hen the voices~ altos and basses enter 

(pag0 68) and the sopranos and tenors (page 70) the effect 

is especially grand. Campanelli and voices disappear 

{pagG 76) and re-enter together for the final two pages. 

The:ce is no text. Only vowel ~;ounds carry the Will 

theme t PSIA~ a~~ the chorus rises from piano to triple 

forte in qu~rter and half notes (pages 68-75*). The ~oices 

are tacet until re-entry only for the last thirteen mea-

sures, mounting again from piano to the fortissimo of the 

dramatic domi~ant~sounding chord, F-sharp major, as pre-

viously discussed, 

Meter is triple for most of the poem though it changes 

on page 70 to duple., marb?d 2/4 fo~c some instrumonts and 

6/~ for others. This area encompas~es the bell section 

discussed above. 

Three-four meter is indicated again on page 76, 

significantly for a short 9 seductive fc:.:'.'i rne.~1su:ros in '.'ihich 

PSII makes its final appe8ranco. T':.Jo··four mctor p:t:'(::v.cdls Lcom 

page 77* through the end. 
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The meter for the piano only is written 9/8 instead of 

3/4 for Variation No. 3, the inverted one (page 13), and for 

its reappearance a major third lower on page 63. 

Thematic correlation of color is evident in the Luce 

score. Blue, whether of metallic or pearly. luster, appears 

as related to PSI; reds, rosy oranges and violets to PSII. 

Correlation is not merely an amusing game for theme identi-

fication. For example, during the persistent ascent of the 

. Will theme in solo brasses. (pages 30-48) the Luce staff is 

not. scored predominantly for the blues of the spectrum, in-

stead shows reds, violet purples, even the green of chao~ 

(page 32). The pitch of its sequences~ trs. pages 46, 47*, 

is perhaps heightened by the Luce's scoring red, pearl~blue, 

and g:c'et.::n of th::; opposing theme. The enigma of the victory 

is accented by echoes 9 first in harp (page 48) red and 

green; then in 6~leste.(page 49) Violet and red. 

It is true that the blue of PSI does bppear on 

pages 32 and 33*; steel blue on p~ges 37*-41* sometimes as 

harmony, sometimes as melody. The· point is that a specific 

color is not a symbol for a cortesponding theme. In a 

sense, color in this symphony m~y be compared tn the leit 

motive in Wagner's. operas. Each is woven into trH': fabric 

of the total experience. ·(However, Scriabin's assurance 

that the poem can bE? performed •:d.thout color and chorus 
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must be borne in mind, The composer, no daubtp b~lisued 

that the fabric would ba most rich ware no atrands 

The two-nota color line, both notes indicating 

hue, oht~··aJ.bo'· glv-ir1y-' pulsat,ionp preHH.~nt;s techni~~al 

difficulties for accuratc1 lnt~tn'pret~tlan of tha compos(H' ~a 

reveals no basis for differentiating batween the two~ 

aside from pulsation$ Sometimes the "melody" moves 

Differa~ces between tha horiza~tal and tha 

in color is not readily perceivable. 

Another poesible diecre~ancy in·transloting color 

cctrelation lieB in a notation which makes enharmdnic 

Bowurs~ dssign~t~s chro~atic ascent from ~iddla C to C 

above& accidsntals indicated as sharps only. His Luce 

lights was tabulntad in the previous chapter. In brief 

blue and v..S.ol!ilt.) ls eo:rroJat.od l.~d.th tho- cyc:lt~ of flftha 

(C, G, D, A1 E~ B and f-sharr)~ 

It would aeam that C-eharp, violot in the scalep 

does not shara cellar. identlty wlth o ... flat~ a shade of 
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yallow in the cycle of fifths. Despite soma incongruorrties, 

the Luca score ind1catss careful designing as the 

meaningful relationship of color and motlua reveals 

itself through study of tho ~cores~ i~ full psrspsctive. 

Let us obsrn've some t.:.f . the col ox· high points, The 

PoClm opens vsit,h the color cho:r.ds green of chaos (A) m.1el' 

depending upon enharmcnic.rsadinge Either color 1ntarpre

tf1tion at totd~s to Uw oqu.htOCC\1 nab.J.ra of the CL"'nc luDion 

of the. struggle betwoen spirit and substancee 

Oluos ~nd stool blue 

rather steadily for the first fiftaon pEgoa, At Rehearsal 

No~ 2 (page 11) swaraness of Being io correlated with the 

yellow of sunlight~ (Yellow~ which appears rarely in the 

R~haarsal Noo 4~ Po 14 1 "uoluptuaux~ presnqus avec doulaur" 

(the "sex and sorrow" section) colors ere violet purple 

(A-flat) and red (f)~ Soon aftor 1 however~ ths trumpet 

enunciates the Ego theme, pugs 17g a~d the colo~ in agein 

steel, 8-flat, a color harmony noti sustained throughout 

Piano Variation Noe 4 (PSIA). designated in this study ae 
\\ . ~\ 

the Brahms variation, a particularly beautiful ona, Color 
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melody ~~ scored for the opposite and of tha color 
).'< 

apactrum 9 pages 20, 21. This area ~gain lllustrotes 

Piano Variation Noe 5 (PSIA~ pags 28) announced 

dramatically by trumpet with horn achDp appears in an 

later 0 the long climb of PSI by the brass boglns~ 

Th1~ section t:H'tdf.'l PSI in ~bund and PSI! :in light., The 

green light of chaos returns and the Luce score is a three

note chord& D-flat 9 f and A, violet red and green~ (Pags 49). 

yellow (D) heretofore rarely indicatadt emorgoo 1 and 

continuos to reappoa~ frequently in the company of steel 

or blue throughout the rest of the acore (pag~s 50, 51$ 

(page 55~ Rehearsal No~ 34) tha "campanelli" motive 

prodominat~s in which wocdwindav trumpets, campanelli end 

c:&J.esto pa:rticlpate in an amb:t~mco of sunlight yellow and 

tho glint or metal. (Earlier described as ncst2~.gic 0 

of Str.a,ue·)~·~~ l_,r'L.. . r· .,.-.. ] t f 11A~· ) ~ - ~ .,. 1'\, J.n one IJ .. u.s· .as, our snngs, demJrDt 11 • 

At "Victm:i~Jux" (pa~.Je 59)~ a violet=pW:plo ?J.nd 

yellow cOlor chard participates in tha romantic statamont 

• Not includod in score 8xemplifications, 
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of PSIA leading to the most traditionally lyric section 

of the symphony, "sublime," at Rehearsal No. 38 (page 60) 

bassoons, horns and strings with chorale effect 

ing" the melodious PSIB theme alternately vdth the piano, 

which reappears with Variation No. 1 

The voices enter at nextatique" (page 68) :l.n a 

color ambH?nce of pear·ly b-lue-(moonsl1ine )-,-olue and 

green. The green A is of short durationi at the organ 

entrance, color ambience is yellow and red, follo0ed 

soon with a shift to steel with red. Blues and yellows 

predominate until Rehearsal No. 53 (page 76) when PSII, 

in its final S<.~dl~ctive effortr permeates •.vith a red and 

63 upon the diminished third~ F"·sharp ahd A~·flat~ blue 

and violet .. ,purplc; contributing a deli tiona 1 mystery to the 

enigma of trw dominant ending. 

Bio~)l-:-aphc)r Hollo Myers comments what was 11 fata1 11 

to Scriabin 1 s art was th0t the 11 System worked all too 

systernat:i.cally11 and "once one had b(::come accustom(:;d to 

his harmony, one found it applied.:rigiclly.ul5 Lou 

Ho:r.rison rema:cks that s·cTi.abin 1 s 11 ecstasy 11 i~~ always 

.lf33 



"t Snanish' -- L o. impassioned geometry." l6 · ' . 

We believe that the harmonies iNould be more audibly 

discernible were the orchestration not so dense. It is 
. ... 

intriguing to envision a Poeme score with some of the 

special orchestral effects of Stravinsky such as duo and 

trio combinations, lace-like accompaniments, monologuesJ 

doulJr:Lng of---:i.mportant-----:fheme s, one instr:ument playing 

staccato, the other playing legato. Repeated listening 
. . . \ . 

to ·the Poerne while following the score reveals that much· 

loveliness and interest is lost in bpaqueness of arches-

tration, 

Beethoven and Scriabin, derived from the myth of Prometheus. 

As mentionr::d in the Point of Perspective, HDiE; Geschc~pf(J 11 

vvas written a century before 11 Prometheus :Poem of Fire. 11 

Bec:thovenian influence is present in Scriabin. Geadily 

appaient ara the expl6sive dynamics, overwhelming ending, 

variations, chorus,·and concern for the spiritual aspect 

of m<HI' s nature. 

Let us move now to a less dot~iled consideration 

of the Prometheus-inspired compositions of musicians 

in t~e.intervening period. 
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llle PROMETHEUS LIEDER 

A" SCHUBE:Jn 

Richard Copoll comments upon S~hubert 8 s setting 

af CoatheD~ poam, "Prcmetheus"s "Tha Schubert of 'Pra-

msthaus 0 and of such companion piecos as 0 An Schwager 
il-----------'---'------------'----~-------- -- -- -- ------

H~) had a f.i.sto " 1 

No doubt alluding to Sc~ubart 9 a pain because of 

HtJti.l. ff:rt" h~"i ~:.:s:-lf.j Y. nt:o tho imr::t:te:;.:tiona of ca;;';·U'w 0 ~J 
llnr:;a t~ht:<Nl l~i nn krmm:l.ng~. H; :i8 onotHJh ;;,h~:Jt 
hi~ gDna~bsity was stirred by the haro 1 s de
fiance of tho tyr20ts Ho found a ~usic of 
t'Oifoit and challrJI'H:J3(. llf' tEunt:b and povu:J;;f'ul 
"l'~A,.. ~":_ F ,:\ <f'!."':'~ : ~~~~ji">}:~ f..'t~~f"'.. "'-'1'1..·~ .,._~i" ;-}-. 'j'")t:'i) ,_.~il~li~ .f, l·"'lf""t- f'>'1,-?Y1>F"l·~·~('l·lj·f;} 
v ,,,~,.J,IH..!,>'.l\1.'!• ,,q \;'1'1"""' ·"'· ,., .. t,_. .c·; ,.,.,!\,.,.,, 1, •o '"~··""~'" ''')"·"'' 

at:; p~n:t of rJ pJ."lY~ hr.~ e~:JmpmH?.d ti.rr:Jm;•:d~:Lc nnwle 
for it=- and thiN is tho moot auccesmful uf 
all hir; m:r:U:.ln·g;~~ Y.11 that \Hd,n<> It 1~1 ned~ a rnm~)~ 
but a draM8tic scene. 
The f~::•rm"'·"'~ K'tH:::tt:?:?..t;iv~S 9 fldJ:)iSWv alle~p:n ..... ~ UJHfJ 101'18 
l'd·~c~ '-" r • .,;r..,. '. < c;.• !'!> •:l <,c•·<:' •'"1'"'" t.~ ~,;, 1 y b •I{•. · "" ..;~ "" ""! • 'I t; M,t••{' V '"' ~:-. y t.;~,.,,.,t.- ~l •• .JI ll..f·~.·ot; .. ·\ ·.h ~.? .. ~,.c;:,.,ilt.•. t. ..... ,~Q c.~\t.,. ~ ...... A. ~J> ........ ~p ilfU .. >J t..,..~.· 

r•·!•·,,,.,.,,..., .. ~. ,::;•"•'' ~.t·'•· ·1 '"'?•··• '' '·' l"ltd• llfh•··r"i'Y<:".d: '''1''J'f!1 11 <:>hf'~l't r•l "'''-'l-'t;> ~.e tiU.& lf..~li"'? ll,,· • • , •• <!::., .. I\.""~...: ... \·~ u,t(., .A y ~ ..... }l '"" ~ .;; •. d ,1.'1:~) .,., I~·- ~ .... v: .,:;~ ~ ;~• •. J ~,,. ..,. \_ ~!f(,l.t'\ ~ 

Utl eha'i:jf or dfJehJin<] lJ.Ii"1at vshnrt~l t,llf'.l H.m:i.t5 t!f 
Sr;;hub~;;('t, ~.l~ qonlur,~ 0 fD1~t;· i.rl:~ipi):nd by th~l e~pp~~opriatt~ 
fHJBm:r he~ 1s hoK't'i I!Wt:H~ tu h~l.umph in r:1 f'leld fr:.~r 
from his nc~mal lyricism~ The rscitctlue is tha 
flnr;t:rt 0 thf?. st.:ecmq8st ~ and \~ho :m.1s\:. · ~;pt 0 that is 
to be found anywh8re in hia work. It morges into 
a~1ooo 1 and at points thArA is a prndiction df 
V.\~.i~lfHn: '~'! etylP3~ 'fh8 tt:l!'fHHHJns irl l:'omnJ."k~lhlcla . 
ihe poRt's lost sevon warU~ ure rapeatsd~ and that 
is allo If thora ia a final ~lleg~og it is in no 
I.IJ~!ly' i.::tir;(trAnhtonal ~ b>lt is the clofH3St lntel~pt~Jtation 
.~!2 ~· i.,. ~. · ¥!''~,:--... ~~ "~ .S .·1k;_.\r 4~ 
~' I •• t l t:.! t• '·~ ;;;; ,.., ,), !~ ,l, lJ >co .:\ 6 
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Bedsck~ deinan Himmel~ Zeus~-- mit Wolkenduhst 
und ube, dam Knabon glaich, dar Dimteln kopft. 
~n Eichsndich und Borgmsthohn~ 

musat mlr maine Erda doch lassen steh 8 n~ und 
meine Hutte, dim du nlcht gebaut~ und meinen 
Herd 0 um dsssan Gluth du mich benaidasto 

~'------------'---·~-I-cb_JtJtrio_B_olcht~ ~ l\1:m~F~re~ unter der Som1 $ ahJ 
eueh 0 (;otto:rl lh:r. n~ht't hummar,·l.ich vom Opf-ar£tte~.sm:n ~ 
und Gebetshauch eure Majuwtnt~ und darbtat 1 

war..en nicht Kinder und ElattlEH.' hnffnungsvolll'\1 
Thoren~ . · 

Dti ich ein Kind war~ nicht mussta~ we aus 
nnch ain, kehrttich msin veri~rtes Auga zur 
Scnnep als WGnndQruber warGein Ohr~ zu horen 
melna Klagre, o~n Herz wie main 1 s, oich dsa 
Badrmngten zu arbarmen. · 

l~.~ Vj }; J~ ·f ~t~ 1:-;,; _.t5J :t c1t~ ~ ct~.~ ,.~ ·r l ~~. :; r~ ~~ r; tn~~~- G' 1: 111 }J t ~ .. {f uJ n ,._.. · 
~0tt6~~ ~o~ Todu mich. vonSGl~veroi? H~Rt 0~ 
l'\'...: ~ .., ~~·~f· , ..... ~~ "ii .-·~ ~-~ "''" P ·~ t..-':1 e·~ i1 fl <; ~--, <!>! , r." f"'\ p;i c·l" t~~ <~ ~ 1 ~~ q (J ~1 i! r, t. l"''l lr·) r.·J. 
~ :·-.:: •• \<.,_•. f ~v ~:~ .. • .... ~ . .::.:._t .,;..- ~:: ·.;. J" ~~ o.:.:~ , ~ v ~: •• ~'" i.,? ~ '~ ~r..J '._;r .... f) ''It~'-~ A' ... ~: .... ;.; ... ~- ::,.1 ,,',,to.~~ •·t.ft" • \.J 

Hm;:.r:? Ur;d gluhtc;;1::4·r, ,)Uti9 urv:l ~3ut.v tHTt:tCiiJGH& . 

f)' ~;t ~: t~JV"f·]r:1 "lJ!k d8r·-: S ehl a.f tiii"Hlen tl::t dX'f~hon'? 

Ich diL:h ~.::lu:·on'? Wt;fuJ~'? Hast:,· du dlt~ St~hmm;:?.:(;)fl 
golindert jades Beladanan? 

Ich dich ohron? Wofur? Hast due die Thranen 
r.• ~ ,, ~ .. of jl 1 p lr . ·i •:'' rl""'"" t' ... ·~ , .• ~~ f3 ·l- et" ,.,<)·.: l.l "'to f' .f: ... ~·i- "''! {i f' ~, .• :J \.'3 ~ "" .... ~ 1..p... .(,_l ~j (:.~ \t.:, u 0 <i;_J t-1 ~ (~.~· '~'} \,. ~ I(.}. t ,) . . ~ '?".}. t, 'J •b \.II t w ~! .;.,. ,._.Q ~·; 

zum fih:tfHI~J 9€HH:::hmic~d~Jt dir~ ~.:U.mHtihtiq1'8 Zcd.t 
und d~a ewigra Schicks~l. m~ine Hwrrn und dainn? . 
Wahntuet du etwa, ich sollte das LobBn hnas&np 

.~.in l}J.t.wd:. on f l io hen (I L'lls :t 1 rd.1;;ht sll El BhJt herd.:.r•'lUh1B 
reiftan? · 

Hiar sitzt ~ch~ forme menschun nach rnsinom Bilde~ 
ein Geschlecht~ das mir glaichBei, zu lnidan 1 

zu tlJBlmm~ zugr:inlet%1sem und &:u ft'fH.H,,n :::d;t;h~ tmd 
· dai~ nicht zu achtan, wia ich 0 dain nicht zu 
achb~m 11 wio .lc~ht 

A. trmlslation t 

Darken your sklas with cloud 9 Z~ua~ nnd prsctico 
your thunderbolts an the mbuntains~ like a boy 
lopping thi$tlese 

2.30 



Yau cannot harm my worldf or my home, or my 
hearth whose fira you envy, 

I know of nothing mora wretched under the ~un 
than you Godso Ybu ake cut your majesty-on burnt 
offerings and prayers, Qnd ycu would starve but 
for the foolish hopGS of childrBQ and baggarso 

. ~ .... _, ~--

When I was an 1gnor~nt child~ le too~ used :to 
look up at the skies as if there above dwelt Ona 

'L__~~~~~_____:_;· t-t;:_:_f~-8-£1.-l~fYl-}1-C-t~i-8-S-rit-!1-d-p-i-t-¥-m ~1-v 

But whn helped me against tho inaalance of the 
Titans? Who saved me frbm death, from slavery? 
It was my awn courage and etrongth that savod 
ms; small thanks to you aelaap in the heavens. 

I honor you? Why? Whan have you ever eased any 
man 6 s pains. or dried any man 9 a toars? Have I 
not baen fo~gud into a man by Timo and fateD 
my masters-- mnd yours? Did you think I would 
hate lifa ond run away, beceuea not all my draams 
c t~H~lrt · t r~ ~J ~~ .$? 

Hure I sit 8 moklng m8n nfte~ my own imago, to surfer. 
to weap~ to r~jalce and to be glado And to ignore 

. you 9 r;as I doi" 

Goethe~ like Aeschylus 1 envisions thn dBmi-god~ 

Prometheus 9 as representing man~s ally~ defying tha 

tyranny of the Gads, thus symbolizing humanist ideals 

C~pall cont1numb, 

It begins confidently in E-flat major 1 an in
dlcatinn that Schubert took PtcmetheueQe dee 
fiance litsrally and notp lika Walf 6 as tha 
LtJi.ld audaciJ:;y of deer.:;alro · Th® htn:·oic tiH:HI'IE~ 
then tul'nfi tm,Jard G minm.~ ~ t. hE~ kny of the 
pouJE'n:-ful x·ocit.ativG~ vJhich :tn mod:tfiod ~Jhapms 
it punctuates with bass octavos that seem 
to call for the sound.of trombonoso The 
lnstrumfJrttal part thro.ughout is obvt ousl y 
noi.~ p1anofo:rtf?J mugl,c~ but ls t.hs sl<etch of 

·an orchastrml accomponimmnt~ 
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At the words uNourished on ptayers and saerifices, 
your M8jasty would starve but for children and 
beggars!~ the music turns to a kind of erioso 0 

and there is nothing in Schubert mol:'a like i:rony 
than the crawling of the part-writing9 The 
second rocitatiue, mora angry still. ~omea in 
with crashing diminiahsd e~venths-- "Dld any 
lend me help against the brute Titans? Was 
any my saviour but my own courage?" 

Tba hero tenses himoelf to utter his aupr~me 
taunt;.,. ... God no lc~ss thanrd.mrj81f-~.f[;i-th~ pez·:rsh[it51ro 
creature of almighty timo and ever lasting destiny, 
~my mastoru, God 9 and youral~ Schubert works up 
to theme last words by an extraordinarily axcitad 

.cHromatic progreseion6 

Enough aaidg Prometheus goes back to him jobp and 
the short last mouemont sounds with doughty C 
major thorda, hie hammar-blowso Schubcrt•n Prnmcthaus 
lm ~ha 0nt~F~~~~~& ~~tfaqB ""lry ~ f-l~W n~~0~ n·1~ &f~1~0P .L-.~~ \~•,{IIJ t:.·~•.r. ~~ ..~:~ .. ,1(..',. ko t..-.~ ~·.,.hl"t, .. itl t..f _a ,..., \.?h.t.,.,.•,4tli..'. U {., !..r.,'.•::JGJ·(J 

HE~ ::_q]G<:J.ktl in ZH'1QS)~r· CtH.~tzd.nly but e'IHH'! mcn;s in sr;os::·r1 
r;.f tht~ !:3U :I~''T~~Jt.f.C;f"l ~~h<·';t h~H1 .il.m,JtJGtH:l 5.tflt'Jlf Oli h:i,s; 
?lfl t. t r·~ ~J ·~:: ;;:~ E: r~ ~-~ :P. ~ -:~ u f::~ r1 €i ::~ t.~ ~ to " r. {J_ rs .1·~~! C rn f:;l. j t:~ r ~ t) Cf ~~ f~ ~·~~ i.J b ~~ ;:: t 
f o 1 ~~ e· (J t5l (j r1.~:, u r--! e:~ x:~ 1 '/ c; o 1{~ ~:~ t" ttt e t ~q~e f ~ .. :r ~:.,-{: ,~ 1~ ~1·(;:1 n~t,tr1 tl 
the first frasthlnker•o victoryz and in C majgr, 
in dler~gnrd of tha remoteness nf tho:_~sy from 
his principal key of G minor~ he ends,~ 

·it; "l';. •,., .t~.t.,, •. -•• ·.··t·· .... ~ ~ t t'·' t .1: •• ~-~~.,~. n.: e .., " ~" .J.<, .l~!n,.c: .. \..q"J .l.ll{_:j l..O dO t:::J .~in .ul (; 1.'(80 .Ot 
't.ht;;~. mmjt pot'JfH~ful SchutHn·t, srmg~ t;hn climax ls 
j 1., C' ,.'"!"" io· ~·· II \ .. ll "tl 8 (·ln"' 1 { "'~II I l ( f '"' J "' ''ll·i"'' r; D 1 q G I''·) " : I I t:! ,J ~ G e G f ~· l.. ~ 'i:. l:.r.i' <= ·r-~ ~ A • lC.:<> "·' l.:i C ,._ ' [ U £>..,. ~..., ~ t 

• • v the triumphant finale of "Prometheus" ~ & • 

[1;;n_if/ ~'Grupp{:.. aus thHn Turtm:tw_sn · · 

observes Parter, who finds the augmented ai~th chord 

"boldly defiantt crashing in at the and of 'Ich kanne 

nicht Armsras unter dar Scnn, 9 als auch~' with the 
I . 

voice alona r~soluing the chord on ~Gottar' barore the 

Portmr marks ths expression of irony at ~dem Schlafendenu" 

the ~hord on C-flat resolving an to Bwflat& followed in 
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the accomp;:m:i.ment by a 11 \'Jider sprc~ad au9mented sixth 

that changes to a six·-fou:r on B-·flat and then resolve·s~ 116 

He finds Schubertts use of the diminished seventh 

chord innovative. 

Schubert released th~m from their 'dominant dis
cord' bonds and in this respect at least he pro-· 
duced a ne•tJ free chord. We have but to look at 
some of the diminished sevenths in 1 Prometheus 1 

il---------·t-6-s-e-e-t-1-r:"cs-. -A-s-t-he-±'-:tx-s-t-pa r-t-ne a rs its c~. o~n~.-~ ------~--

elusion, there is a chord of A flat. This 
changes to a diminished seventh on A natural to 
usher in the defiant "Ich kenne nichts Armerg<~s, 1; 

and even to imagine a C below the chord would 
kill the power of this otherwise simple passage. 
then there are the syncopated chords at "vVe:c' 
rettet.c~ vom Tode mich 11 ~Nhere the A 9 A ~;h::Jrpy 
and B are so obviously the bass notes. In con-

. trast to these powerful outbur--:st's--fi10re is the 
tendtH" t:'->e of the chord at n zu le iden 11 on the 
la ~:;t p2q:". 

If the appoggiatura is ••. considered as of 
additional significance rather than as a mere 
ornaments certain difficulties in interpretation 
'Nill disJppcar, In "Prornetheus 1

' the appoggiaturas 
(bcforp +ha £1rst Of two l10~L·0e 0£ thO S~)TIA , ,.., .. , . - / v ...::_.. l -- . . . ~ ~. -.) ~ 1 • .., C.l ! . ..._. 

pitch) are on the •,_:,io:r.ds "Sonne, n 11 drobens 11 "er
barmen,11 "deine.'' 

Schuber·t avoids the rising fourth in the conclusion 
of 0 Prornethc~u s n at liJ-lie r si.tz ich" in order to · 
;)ccentuate the falling octave of the second and 
third 1 .. vor-ds, !I 

comments> Porter in his discussion c)f Schubert's use .of t'he 

·rising fourth as an anacruci!.:i. 7 

In grasping the substance of the Goethe poe~ and 

identifying precisely the character of Prometheus, Schubert, 

as al1.·vays, exemplif:i.es his remarkable ortis:tic (~conomy. 
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1Cll ll o-v.., 1 e·t'h En~ Q .If. .... ,l.l . .I... .I t~• f..} • 

Gootho. 

200. (.Allegro.) __ _ _ . . . SCHUBERT 
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· Be .. de.:cke dei-nen Himmel, Zeus, ____ - n:dt Wol- ken .. dunst .. . 

(r!i~:1:~§~~t~~i0t~~~~~f~f~?~~t~~~~S£~:-~:.-f.f~f~=Y;~~]"'~~E~~l¥jJ~~~~t~~~f] 
t-i~'IE~~~~tt~~i~~~cf~~" ~~~-~~~~:~--

ft~ u ~ . ~ 
' Not8'-be>&rJ~~f:N:.rnr::1;uatl on in octaves -----·~=-----

.,t;%~~-:_;~~;~==~-:- _·:?~t=Ef1t:.... ·~ft;=F.,~·~if~;l!al~~~1~!a~: ·~~t~i-=--= ~=1i.;=-1~-:1 1D~-----.-----------=l ......... ---r··-r -·n-·--·-v-~t---.--·-+---r !__-: _____ ---- ...:..::=~ 
und D_ ... be,demKnabengloieh>clerDi--stelnko:pft1 an . 

~ ·~. --<.i' .. o _\ii 

¥::~J?~'®E;J:'~~j:E0J'=f~I!:A~0':~2~~~~~::-~r~~~iK:~?R=:=~JJ 
· Ei - chen dich · und Ber ·· g-es - h0lb.1i rmmst mir xneine :E:c-ue (Joc.h las-sen 

· ·.. · ·a ·..: (;,. :J =t :::r ~ :; r·G........ · · 
;-: ...... ~ ..... -~ .... -,.... . . _f: ~0 "(~,.. !- . ·~-----...... ~,...-.,'"'._;o:.<:o, ..... _....., .... ~-.-..·-~·~.?~~ 
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OOolrss work "derives something from Schub•rt and 
.J 

also from Wagno~0 " says Capell~ 

Mora even than in Schub~rt'a matting~ the pianoforte 
is in Wolf 8 s felt to ba inadequatu to the storm 
and stress~ Thera is a whola pags of D minor 
t_btuu1_ftY' __ :t·HJJ.LlJ' . .rtbtni.nrLhrt_f'n!'_~ __ thJ!L~Wi.t~t:t_eot_f1_ll'fJ_A _________ _ 
ih~~ writin~) .i,s ·' crlt~1g~th~~r ~1oro ~l~'d10ll.'cd;.r$ ntld -
firl·"d~""'~Jll~G1G than im Sr;.hub~t·t 0 ~3c but. i~h:Rt. doo~ 
not say that the intrinsic thdught is suporior~ 
o • o It la curious hDw differsnt are the heroes 
they clEJf::d.c.t ¢. t;Jol f -must have bo~m thinklnr;l of 
Promatheua chairiedo Tha music is one wild sturm, 
The tortured hare 1~ deaporate in defiance~ Tha 
power he addresses m~y be ovil 0 but must, to 
call for such.a frenzy of denunciation~ be a 
·f.'"UJOft ·~-~~~~~- I . ,,...,._.. """· &. g,, ...,~~'"'" 

.s o , bu·~, mh~x·ff~t'l!~ ~;!;r:J 8f:!n~t'J nf tl1a l5,n~l<3 :tn. 
' f'"' c, t ti l: «V "} !; l\t l· ' ~ l, A • 

•.• tHH:',{j\:Jl B J.,8 l .. litltlo.u:J m~~() b.!f'lwnv r o:tq.1nq ;J tH7Ui 

~~cain my uwn image!" ~olfQs last peg8 of 
~Jvic r~thsr rapreYents the agony of the 
Cauc~slan m~rtyrdom0 and the victim oenmo to 
ba crying out in hie ~xtramity~ ~srnak ma~ twist 
f;if'ld t't':!t:~k 11 but my ~::pir-it hl my Dll'H'l! nl 

"Evorything about hie 0 Promethaus~ is larger than 

lifa,n comments Wolfian ochalar~ tric Sams. 

Ha orchastratod ~sveral of his songs 1 but only 
of this can it b~ said that it 1~. batter eo 
arranged~ Tho piano part 0 magnificant though it 
:i.s~ -~;£~om~.1l i.n(ldf)qil.Jat:e a9 :sd'lmn:- lHJU!1d to Bxplo.H. 
tha full rangu and resource of this prodlgioua 
music~ which is ~lmoat that of Miltoh 1 u Satan-

* o o unconquerable will. 
Arid study of r~uengo, immortal hatp ~ 
And colH'f.HJO nmn:J:r. to tlul:Hnit en: yi~ll'h 11 11 
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S~ms continues with hiu description of tha song., 

The long haavenmstorming prelude hes a Titanic 
daflanca, llko a hugm clenched fist rising and 
shaking and 9trik1ng at tho gcdlo The muaic 
hushes to gather strength ond is repeated in 
full with the uoica part adding its snarling 
contempt "Bedecks doinan H1mmel 1 Zause" 

This margas into unahakrnable confidence "yuu 
tl__------Can!"itlt-t1cts-t-:;'-O->L_nly-wor-lti~-~~- G!.'t!t'! t-marJ 8 t..i!d_. --c-'--·. 

octaves surge up invincibly ~nd turn into an 
outburst of pride end rage again at •beneidest" 
(envy)B . . 

Now tha piano part baglns to crawl with contempt 
at "Ich kenna nichta Armarasu (I know of nothing 
mora wretched)o For soma fifty be~s a mock 
whimpering motif sounds in tha piano right handu 
Undrn: :tt·' th1-2 left. hHIHJ rne~rc;hes in st1~onq m":t.l-::1\H-.JS 
,.,,£ r;,..,.,~··r~'r::>l\. ,.,,,,,,,,~., <J• ~ , . ..,,.,c.l ~ w• '"' ~ ""'"'1 v '<'· .:le> .2 <'·Jf"l t}f:,!.,.'''"'A':'<r• ~~"' •rib'<~ f J,.t,..9 .l~->·11.4~~!(" •. , .• _o..,J -...J,_,_~'':'j\... f)l ./~~0 iiJc.!'.,I.'-.JI..'..,.._ ¥ md:~~LJ.'·)""t:_~j f-....t" :P~4.•.:.ft.<"i'>>W ~~~-.§. 

hugH mRlodic sweeps• of the manifest in3druquaciea 
of th~ oods~ Another rebellious cli~2~ is 
"''"''"·'''~•;>·t··i ·• <·.d;ili. ::,-,-. ~lc.y,f·o,.o•v·.1f~.nil ( ,.,~ {• '·' \ A o~ ~-( <:..'.? ~ ~ ,.:J .. t.::~t· • w \·,_. t; t..;> .... t,.J; (.J.f., t~ • ...::} e.~ \ f"'~ .r. •. r,1 p 1 ~-. 

··i·~'":~ ''"'1<.11.• n ,,,,,. ~ 1') •. •::> !"l"~'•r·,"' 'l"·l,; "•r::;(;•n.l'"ir•.<t·~ <·•J{" Hl),~O"II" •, ... ,, .• 'i f 
i L-l:!~~ ui~ ... ~~:t •. _ ~ .. J \.;> ~ •~·, ::,7} ~_, J<.. ~-"" J. >t:~ \ ... i 'W J ... ~J- 1..::<~ J!. ~~, .. ~ t~ ~~ 1.,\, ~t..'i & tc;~.a"Vl ~ 

i•lf~" (tlJ 111~ ~~,n~~ m1•) ~· nftQ• w~A~~w 80n ~~Q0~~JA~•d ~.,.,.,.a, .'t,J ~~ ... "~f·~ ~0<L! ~<\ •• ,.J {,~"& i"'li~~......,I(A t."J,~• <.....'1-&"V.\::•""'-" t:d<~~ ~'" .{,, t~--~·H .. ~iht.. .<:~J,, ~tt 

and Zeus h!maalf is a~~ln attacknd in angry 
daclamatioA, Here tha whcle ~!ant drama of 
Prometheus shakus1 and aftmr ~Schlafenden dn 
droben" {aleepar in Hmevan) thore is a stunning 
outburst of r0gD in the piano interlude, and 
of defiance us tho .. resumin9 voica falrly.shouts 
»I~h dich ehrmn? Wofur?" ~I honor you? Why?), 

Th~ initial qui~tuda of the following indlcimant 
makes it inflnitGly effectlueo The piano has 
!'fil~nnrten:1 ~~J~iplei:. octnv~~i in the :eight hand~ a:1 
th& uoico $inoe its pitying malodiea 1 end thm 
pondorou~:i" oc.'r.avn~ ln th~~ loft ht~~nd t!ll.~t~ int~.:n:.,.~ 
speraed ~ith contrasting outbursts in the angry 
rhyth~ of the prelude~ Th~ right hand octaves 
thicken to chords 1 the loft hand octaves come 
sut'Q'~rao up thc.J kHybcmrd tlfl Px·nmi:!lth~:HJS o.~:;t:JtH~ts 
his parity with the guda ot 01 m~!rm Hi'itt:rn i..HH:l 
deine'?" (my masters ...... and )DfMJt'fJ), · At: th.i.w l~st 
word a triple forte is again r~ach0d for th~ fourth 
and last time. · 
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Gradually the rage die~ from the music, the 
mood thangas from defionca to affirmoticno 
With NHior aitz ich" (hera I sit) Prometheus 
is absorbed in his creative tamki In the 
piano the strokes of hammar on anvil ring out6 
Now Zeus is irr~vocably doniads The anger and 
pride of the prelude re6ppaar~ end the last words~ 
"ttJie iGh~ n ar~ (-1CiwBd by f.~tt•ong hammering 
chords, as the forger of mankind with one gem~ 
tura tu~na his back on Heaven and resumes his 
human Cl'Ot.d~~tone 4 

Hull designat~a the setting as Wolf~s "biggest 

aong 0 "Promotheusp" is practically a tens pc~m for 

i~he piano., "5 
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Prom.etheus. WOLF 

GroB, kraJtvoll und gemessen. 
11 lJJhole paqe of D minor thunder and liohten:tn~j 11 

(Capell~ 

49. 

DIM! !;ied lr.\ nnch mit Orchc9t.nr et-!ldticner11 
Clrcht~ttrhec·l•itung v~rn Y.omp%i!.\C~. 
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Octav£~ risr3 to "beneidest"* 
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"Stunning outhu:n3t of raqe 11 (dmns) 

fditionPe lcrrs. ~153 
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Edition Peters. 
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IV~ 11 PROMETI-IHJS," ·sYMPHONIC POEM 

LISZT 

Fifth. of his thirteen large orchestral pieces 

constructed upon a non--musical idea, "Prometheus" W<lS 

composed by Liszt in 18~)0 as an· overture to t.he Vve.im<:Ir 

statue of Herder, philosopher, poet, essayist. Liszt, 

who '/vas at that time musical director at the Weimc::~r 

court, 1,vrote in his pre fact? to "P:cometheusH: 

.•• we decided that a special program 
. cj· ' 1 l .l"'-' •,, t"d. '·' (J·fn· d" ._,!c) ,.,-~··t··· "lC'LL..c, _, __ o ... vo e . -cc ~r .CI "' ... 1.1.1 .tng 

••.• From arnong his cantatas and poems 
in d:cam:3t.\.c form, 1'.1e ag:rF)t:"d th;_:d:. his 'NOTk 
}:,;_~~-'nd on the P:cnnwthr:;u~> mvth bc:~st rc"·,:>:ce:... 
so~ted the views of the m~~ who was ~alled 
11 The /\pestle of Huma:nityu, • • My syrnphon:L c 
poem 'l!OUld serve as an overture, and to .it 
we a:dded a number of choruses (to text$ 
f:corii h:i.s 11 Prometheus BouncP) .. · . . and 
eventually m~de the whole into a (unified) 
dram~ttic pr-c-~sentcd:ion ••• The~ P:.eomothcus 
myth :is:; f~i.lled with mystc>rious ide; a~;~ dark 
' d. ' . f. ll 1 . tl h ' d' . ·era · l·c:Lon • • •· ·· J. , ec \'H · 1 . op(~ a no .e spa :cr · 
•.. suffering and transfiguration (or 
~p~th~~s~s)! _th~t constitutes the centr~l 
J .. d(:a o.f thL" fable. • • 

Herder, according to Munzex, made no attempt to 

11 compete u •:vith th(; Ae sch.ylus ch·ama, 11 P:c·ometheus Bound"" 

Accor-ding to lvlunz(:r, I-Ie:ccl.cr 11 '·Nished to take the myth 

., •• and rr:?pJ<Jce :i.ts ha:rdnc::ss ···"ith a rn<?SsagE~ of hope. 11
-

• Munzer interprets Herder's message: 

r--



Use~ thH f irfi ml1lch Ps:•ornotha\.1~ h~~~~ bx;•Ot.§\jht to you 
to make thia world brighter and moro bBeutiful 1 

far it is tho fl~m~ of man$s eternal quest to 
know mare 0 to better himself and the world around 
hi me 

following is the version of the Hordor intarpratatian 

of tha Promethean myth as sat for the memorial calebratiant 

. P:e ome·\~ hr1Ur5 t:J rt. :2{ l!~i?d'H:H;lsd~i:ht7 tTrci~-1) -inrr.-r.-w-nJ.----------_:__ ___ _ 
fury of his rebellion is ovor0 Raealutely he 
a~r*'.its tlm de:no;r·m1 IJf fatee f\t~ thlD fll"'dn't 11 

the t:tszt wm::·k takf<W up t~he rli;:fl·r.ati~H'l~ ThB 
Titan is soliloquising~ whila ~an 1 aided by the 
n•Qt A• ~Inn. ~~. "~l·~l·u 19•.1BOaom4.ftn •h~ wn~~.~. ~.:;9.( ." \.-Jil I .J...:J,6 V17 .V.lflrjl ~;·(~o.';>~tl / .,JI~. ~. t:;,}\'-,:~\.:1-C:Y~\li':j l:tii.,;-J 'f}'\i;oYJ.'O.:.:'\,~Ji·q 

The elemental spirits look snuicusly at tha 
pawe~ of m8n and turn to Promath~ua witM plaintBI 
t.h1:.1 D2i.U~1htr~!:'35 of tho Stm lt:1mnnt tht~t t~ho h~l1Y 
peac~ of th0 ee~ is disturbed by man, who sails 
~, !·'!<:; •r,• ~1"1: ~'l~~ 1 1,•;n',f1i•" ~ fli ,,., \ u r:hr· ,., ''·'"·'?> }·1· t~§ o.rc• "'1' ;e.·>IJJ "i·11'@ fl !, ~> ·;:>~~1 •1 ~ ""'' -~ t..:-.1 ll.t~.,..,..~.,~ r-~• ''~'"'~-.7.-,.,_; .• · ·.Jl"<>.t,.,~,_tJ? ~ ~~,.,.i~~f.Jrl .,;. ..t~<J ~ •• ,;.!!t:.J \",~Ji,b! ~J~~lr:_;.-1. ~~} 

r.~ 1·1 P~ 1 r¥ r3 r\ r~ ~~t. t l(! ;:.~ 1 J~ ~/ t t·~ ext G~t:J o :~·;· "Y't r~ i rar2 tJt~ ,;,. c~ ~ .. ~ ~3 s t r¥ 

ThrJn t.br.:-1 clnn;U5.:~ ot' Uw Ti:t::;r..ms g1D~:o:U'~'i.r:m ~~hr.:; 
$ ()(~; ;ta~ :( ~~ ~~ t 1: C f i. t E~ ri Er.t i ti t"'a ~' t~·,·~ ·; ;i. l ~fJ:i (JB'iD_ ~ f~~-~ tJ! ~~~-~ ·ij~ 
Thi,;} dice t::wr:~v to weJw :r:onrD .. fn:r.::· t.ho ~1:;;·u1~rblinq of 
All Motho~ Erda end h8r dry~ds who bring tharga 
r:~f;:!f:1irtta·C. {~~tf~ fi1~t;(.1,~~Ji~(jt .. o l\ra .aflE~t:JfJi:: CCirntJ~~1 f1~·tirn 
~· I'>.Ct ,.., f;···fJ'·H r ,., r•";> "'r~- '" V'· ,,~-r· Erl "~ ,.. ... ! f., tu;,;: ••• ht• "'~ l.·,,q\fd•' ~·l"l"'' Wi'_a-.,~ \\.e~.-_,,\T.,A~"'1 "J~ /& ... -.~fl.},~·-"'"'··~"'" r~l""il~,J lb•ll!l'.,,~~""' ,,y~;_.\oJ'W~.'<'~~-~{~]Js llp ~' 

•r .r, !''t ,., ,.., "''\,., ,,.. w t.j,.. ~<·h.;.· rd·. ·~.'I" q f''t' ,:, ·~ ""' ~··' ,.,t~ t! rfl "'''I"''~ ,..,, '!\~" "'i Jl, ~ ~J.. ~~ ~,l ~" t. ~ f; .. ....: f \.,1 ¥.eo ... ~ ~\ v li9 t" ~ t:.. rP !'+ tl.-\ ~Y.; c.:~ t:.<2 u ~ t! l t--.~ f u .; s ~"" \..':1 l'-... 

B~eehm:Jr. 

• A chorus of tho Invimibl~ Ones inuitao Pramathous to 
att~nd befc~a tha throne of Tham1Ba She intercedes 
~ .~. ~., ~ ,, iJ <'~ h '"' 'l f· . ""{" '" i ..... ,,,, ~· r,.,,: "'' .,. ,., r''·t' "'"-'• 'I' t.> .,,_·.f""'.1 !~. ~.-.. ,,.,,. c ~, n. "'.~ '·'' r.,_,•· .P.~IIl l-:~J~~~?' ~ t.-.~\~.._'\.~. \:.!~'-..l· ¥$.._,.,_"t-1· i'Ja.,') (;J.t......o'to~,lic.:.f-I.:J..;._......;p.fll ... ~V\S t~8 ~ ~~u- ~-V~ .... 

,.,f t.!•J"tl .. , •• , • .,.l i''<'· , .• ,,, at····r·<>"l '"'1:1. :··II:''' ·!'f•r··!,.,.,.,,_,,.,t ~ ... ,. i~lv•. I1~.JF"'l ~.) r ~'- !(A'l~~.t<~J w .... :~.~.~:ft,_,,_.., 1~_1-~~~'''"'"' ij .~ol\t ~ ~-..<)<t,..}~j~l'i ... ,.flill'ld ~--'.J~ ~r ~:1 I ol~:. . I!].! 

which closes "Hell Promothaual Der Menmchheit Hnill~ 



Hunekmr absmrves that some of the thematic 

material far theoo choruses and orchestral interludes WBB 

botto~od from the eymphohic poom, "Pramathoue," the cv•t

tura to the presentation~ 4 Ouarture and chcrussm ware 

roaulting in a work for six soloists~ a chorus and B 

5 full orchestra, lasting an houro' 

t~aatmants of the dramatic presentation~ Searle observes 

that thm tanm poem deserves to be h~ard mora frequently 

mtdtile eoction is in tho form of a fugua," a fugue on 

finds thm beginning ALLEGRO "vaguely aimilar" to the opan-

!ng of Lieztes "malediction" concerto~ This mtartling 

musical ld~a mas found in a Liszt sketch bouk dating from 

the aarly 1830s0 Walker continues. "Then comes a slows~ 

paasaga ending ln a recitative-like secticr~ o e o followed 

In ·thl~.; 

section the themes from th~ opening appaare Another 
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recitatiua leads to a "quiatar 5eCtion which gives a 

not~ of hopeo~ The fugua fallowue "In it Llszt usaa all 

thtl:) elas~ical devices of ~lugmr·mtrititHl t:md · dir:rt.rlf.!U.oti-." 

The. thamas of the !U.LEGtHJ :i:(~tm;n nstot·rw.f~.y 219 bafo.Y:F.tt 01 ? 

Hunek~r da3cribes the ~ymphanic paemg 

It ia a noble figure that Liszt has translated 
into mut:.'tlr:: 0 ttu=) TH;,ant) Th~ id~H~B fu.;~ m®nir-rt 
to convey may bs summed up in "Ein tiefor 
Schmarz~ dar durch trotzbiatandee Auaharran 
t.riurnph:l!CH .. "'to n ImrrlfHUatt::~J.y at ths openlng!} 
the swirl of the struggle is upan ua~ and 
tha first thrime is tho defiance of the Titan•» 
D noble yet Obstinate melodyo Tho god is 
chained ta tha rock to graet ~rchestral tumult. 
His efforts to break the manacles lnc!to further 
musical riot~ and than combs the wail of hulpleas 
lrti,t~ts:\:'y e. 

Th!~ r2cits~tun leads to e ~uriows bu~at whon 
t'l1fJ £:~~t~:.~~:~<1 Gr~-~t;~ t~},(::·J~~1f~i"'~t:~~7 ~-"t~,t1 f~~1r~1*~f; . c~r~d 
thrsatene all God~cad, Eu~n Zau~ iv d~fi~do 
Than arises the belief in a dslivorer~ a faith motiva 
which is one of those hoartf0lt inuantions af the 
i'll(~lodS"" i i"''''~'t Aftm· ""h:Rs 1

fr"l .. " "&'i>'~'t'fJQJ(?1 r·cmthw~'"'J 
f~~gnif:lr~~~1tiy: the g;~d;; l:;~lf~~;s.;~~;·' i:~~ -~·~is ·~~lJ.n ~ • ··• Q. 

~ka•l"••~ ~~,, Pn~ ~ft~M~~~J +h~ 0n~1~r·~~~~"~ 0]"~~~.~ ~~t,.j,.~lit_~.,.~@ll0>t!t:;.l' ~'~•!.'a<l,c:Jo J ~~·· i co'~-, ~o.P?,_•(,).~..J,,.~ :J-~~Ol!(:'~ ~~}J't ~..-}.;Ji•.-~ J~'<..<la~~J81 \O.J!,...~~.,f·M?~;t~~ 

t:m t.hir.1 rmpl:'l'iflrlt?,. i'lt'"d~~ o S · 

Liszt himself described his symphonic poem as~ 

sarrnm and glory~- aummad up thus~ tha fundamental 
thou9ht of thl~ t;oo veiaclous £~~~2\,£?7 fablB :1.nmit1 
itself cnly to a tempaatuous form of Gx~raa~icn • 

a. ·~.~'!fflr1~~~· ~~on1ntfRro &h~Pjll~·~· &~n ~a~0ffl\r~·~""P it ~ o1 t l~ .[;,. ~(t.; 1...\: l "it"". ~ ~ ~:1.' I 'V il...li '<'). 1...3 t..¥ ~;.~ U ,,. ,. . ., ¥:,..~ G Y., • 1.1 <J: ~ \.,. 'i;;"J ~ f.t, ~ 'G ~-w> ~' ~~ ~;J t>.; ~ ~ J,. ~\ i\ f IU' ;(.:J 

of a proud anergy farms the musical charactera 

With Liszt tha conneGtlan with poetry is stronger 
£than with 8r1r:U~o.~7 ~ • In gonr1ral hs mahw little 
mttt:Jmpt to ela~'if'y thn situatitm that has givtJn 
rise to hie thought~ but rath~r allo~a th~ scana 
ln his imagination to create t~e mood of the 
music o & ~ ha allows his fancy to run a free 
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course, and stimulated by the poet 9 a thought, 
it finda its expression in a lyrical outm 
pouring that is akin to rhapsodic improvisatione 
His use af the transformation of themes is 
worked out to greater lengths than it is with 
Berlioz~ and his method of changing the character 
of a melody by the rhythmical transformBtion of. 
ita basic notes bacomas quit~ o apacialty of its 
OWfle I 

ba ~aid to ba concerned with undefined philosophical 

problems which cannot be axp~essed accurately in wcrds@u 

L!szt~e poems~ On tha other hand 9 ~represent more axpliclt 

problems which had been set aut in many cause by writers 
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i. 

V* "PRO[YIETHE:US Ur-tBOUND 0
11 ORATORIO 

PARRY 

Parryes satting of selacted stanzas from Shelly 0 e 

poam "Prometheus Unbound" w~s completsd for the 81oucmstor 

festival in 1BBOo Biographer Hull comments that this 

oratorio might be considered as tho "first milostona 

on the toad to revivE! n of English mufrlit"!Q 1 ( /\rrmng 

P~:n:·ry'~ rftmsieal r.:ont~Smporarl~H~ in Br$.tain u1~1~t1 · f:lgti:r., 

Sull1van 9 Bax 0 Stanford~ end Grainger;) 

Bacause Sir Hubert Parry is leas widely known than 

ore the other ninetoanth cantury composmrs of works 

on "Sonata," "Symphony 9 " ~nd "V~rietiona" in the last 

is CHi® of' th~ !'foumh1tion~1 of English mmLh:Z'.l 11.tf:Jlt!-lt.m:·e 6 
11 

. . 

BCcordlng tc HUll~ 

Darwln~a applic~tion of his thaory of natural 
• 

sslet.;';tirm to oboervod feae:ie ·of bioloqy moved oth®r 
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scholars to adopt a similar ~pproach in their fields of· 

endeavor. According to Hull, Parry "had a strong vein of 

Romanticism running through his works • • • taught partly 

from Wagner and Schumann" <~nd from his a.dmiration for 

the "more poetic sides of Bach." Emotion througlwut. 

his twenty-four choral works "gradually widens out from 

and 'De Profundus' . 11 Hull finds that some of his piano 

pi.e.ce s such as 11 Shu1E~brede Tunes, 11 and certain orchestra 1 

variation~~ sho'N Parry to be a ·' 1 sincere follmver of 

Schumann in instrumental music; and his string-qDartets 

are animated by the more restrained Romanticism of 

She1Jey 1 ~; nPromethr:~us lJnbound, II 1819, from which 

Parry cho~e scenes from his oratorio .sixty ~ear~ later, 

was considered by thc-_o poet himst=;lf as "a poem of ;:J ·hi9h?r 

character than anything I have yet attempted and pe:chaps 

less an imitation of anything that had gone before it. 11 

He called it~ "tlK' best t11:Lng I ever INrote • · •• my 

favo:cite poem. n5 Shelley began the-; poem in Italy 

composing parts of: it in the mountainou~> ruins of the 

Baths of Caracalla. rie bel.i.evc'd that "mankind had 
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·only to will that there should be no evil ••• ·that 

evil INa s not inherent in the system of creation, but an 

accident whi~h might br:~ expelled. -11 Of Shelley it is 

said, 

" i 

... the subject he loved best to dwell 
on, was the image of One <varring with 

~-~~~~~~~~--"It h-e---Ev-:i:-1---P--l~:t-r-1~, j:-p-l<--~vrr:ce--s-s"""F~-d-:---rnTt--:-m·dy·___:_~~~~~~~~~~~-----c~~-

by it, but by all, even the ne~essary 
portion of humanity; a victim full of 
fortitude and hope and the spi~it of 
triumph emanating from a reliance 
upon the ultimate omnipotence of good . 
• ~ . he followed certain classical 
authorities in figuring Saturn as the 
good principle, Jupiter as the usurping 
evil one, and Prometh~us a~ the regene~-
.c:tor 9 ·.vl~o, t.mable to bring mc:m back to 
p:cimit:i·oie innocence~ used knm'·.<Ledge <::~:; 
2; '.'Jrc· d per; to d1.' f(~ ;J t C'Vi 1 9 by lr:: a din~::; rna n·u 
kind Jy:yoncl. the st0t".: ~··Jherc; in they are 
sinl·:.:!~.>s through ignorance 1 to Uwt :i.n 
~;vhich they are victorious through wisdom, 6 

(Shelley was expel.led from Oxford University i~ 1811 for 

publication. of his tr<Jct wrhe Necessity .of Atheism. 11 ) 

The lost drama of Aeschylus's 11 PromethE:us Unbound'! 

was believed to have tbld of the liberation of Prometheus 

. attained through disclosure of his foreknowl~dge that the 

empire of Jupiter would be threatened if his marriage 

to Thetis were con.summ<Jted. She ll(cy comments: 
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I w~s auorsa fro~ 'a catastrophe so fabble 
aa t;h~:d~ of :tt-Jconciling the Champion tHth tha 
Oppraseor of menki~d o ~ e the moral interest 
of the f;;1bln t:.~hi ch i.~1 so potMerfull y fHJStainmd 
by the sufferings and endurance of PrcmBtheus~ 

· would be ann1hil~t0d if wb could concaiue of 
him sa unmaylng hia hiQh languaga and quailing 
bafora his successful and perfidious adversary. 

any pattian of their national hi~tory or mythology. 

employad in their trsatmant of it~ a cnrtaln arbitrary 
"'l 

diBCl."Bt.iOi1e 111 

A resume af Shalley 6 s odapt~tlnn folloWR1 Prometheus 

. deflos Evil~ endures thrae thoueand ya~rs of torture 

• f.f~,,~d'"'·'·'m 1-;'1. ~ "''';~ ~- "1 ~· hlf' ..,....,,_,, ""IJ('·r~~· f-,,P.{• r,·!,,,.,,.,! .. ,'ll ,, l"''·'"''~,''i'l'~ ""l'l J ......... t:,.,u· R_;o,f, ... ;~t:~ ... 'l hi\ .. ul'lo-:; S. {:-.o('<'l.&. ~~J ·,, ,~,.{; L11. ~ .,wi[;;.• .. \r...,_,f!. 'ti 11\}.1:.'.?~~ • .,..<&~.h ... 
~..," ~.,.J:.,_ "ll ·' • .. " ·"' <" r- .'-o ~. • "'""if"t · <! ~"' 1-~ ~ · 0 :· ~r •. •· : - 4" -~ f~ -~, . ,:I t:.h~<-.• 1;:c;t:Jl'\JC,, !jOvd t.t) h.!.lht~~:l.U ,;J:itll 1 lOt>J ~ 08p!H.H'n.n:. 

Thetis. At tho moment~ The Primal Power of the 
N"'l'"'· ] •4 fl·;v~ '>J '~ ($ !''l fi 'I' {) ·r.· Oll1 r-,·' n f!€C:1 "l' non d t· ~'1'("'~to, 1"'1 rc1rl • ta- .... ~,:~ . J'- •··' ·~A·~ "'<:"J:j t .,~ -... • ~R .. "..V ,,.,.~ \,): .. ~ ,..-~'-"\ . ..J 'r{)fO..-.~ .•:Jf1 ,.,. t-'4 ,__,,\! ~-

Strength. in tha parson of HQrculasp l!boratas 
Hum8rd ty ~ typH'it''}d ln Pt'O!\IG)ti1(i3W:l e 

Aelo, alae known ~s "Nature" and ~venus~" wife of 

Promatheus~ "resumes tha beauty of her primae" 1s 

X'i:HJt'~lt®d llJit.h t1ox· htmbamJ in a e•p~n·f®t;t and hf!I.PPY 

unlcmo 118 

Har snpersticn from Prometheus du~ing the reign 

of Jupiter typifius the discord between man and natura 

through tho ~tyranny of canuontion~ custom• inetitutions, 

laws and all the arb~ trary CH."gan.iii!ntiOF19 of soclo ty .... ,. ono 

. of the· cmrdlni~l ideas .i.nhe:d. t~d by 5hsl1c~y f:~.·om cd.ghteft!.mth 
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camtury ttwught~c. ~~ 10 (The poem ls diacmnwd hera !n some 

detail because of points of similarity in the entrapment 

to which it rafars and tl,at which confronts the contemporary 

angry youth who mot!uatad our studyJ. 

"Tha fall of Jupiter 0 which is the abolition of 

humon law~ is followod by the triumph of laue. in whicb 

also bacauae "he lays aside his hate of Jup1tor 8 " instood. 

pities hlmo Promethsua~e repantenco of his curse of 

bf the drRmar m~d marks· the appointed time for tha ouar-

throw of thG tyrant." Thus "the fulfillmant of the 

imorol idn~l ln Promethnus !s the truo cause of the wnd of 

about by th8 instrumontaU.ty of D'Mangr:n;gan 0 " Shnlloy~~~ 
ll') 

f t l 0 I • f... d ~·h ~ i I'· name ·or · ~H-3 son 01 ... urn tr:'.lr an j 1 e i: 13 ® 

Before glancing at a faw rapresontetive pages of 

tho tzJeon1, let uD noto Parry~ a reg~rd ftn tha cht?JCLW s 
. .· . 

Thorn is nothing mora ideally suited to tho 
inward nature of music tha~ the presontstion 8 

in the closest and most characteri~tic terms, 
of great ).'Of.lecttvo and drmna.t:tc pcrem:~ and 
odE"l:S by g~:mui ne poet.HJ and fnr such purpMJ®S 
the Chorus is ideally suited~ Tho declo~atory 
method of treating the uoicos which is growing 
up and incroaaing 0 makoa every mambar of tha 
Chorus t~ke a shar~ in tho rocital of the pagm~ 
and tho practic:o of chtn.'c:~l ~dnglng may yet· bt:~came 
~ hnppler means for the diffusion nf reftl 
r&flnoment of mind ~nd character among lBrge 
sections of tho p~o~le~ than the worlqqhas 
hlthorto had the fortuna ta contrive~ J 
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The G minor chordal opening is followed by a canon 

which modulates to G-flat major and back to G mino~. 

Hollow fifths ond a unison chord end the:: introduction, 

proqrammatically suggesting the loneliness of Prometheus, 

and perhaps al~o the emptiness of a world of tyranny. 

P:rometheust s song begins immediately in C minor. ,The 

god asserts him sed.£ in note s rang in gL-'f'--"· r"--'c"-'>m,_.__F..____~a~b_..,o--"-v-"e'-----'-'rr~J i"-'"d""'a"'-'' 1 .... e-,-_· -~--------:--

C to the G line of the. bass clef,' a melody, jagged in 

character, containing an augmented second and -augmented 

fourths. Diminished seventh h0rmonies, sequences and 

exact repititioris are used for emphasis. Often the melody 

<:1ppears to be grasped from the harmonic texture (in tho 

manner of Scriabin) r~thei than deriVed from oh-going 

m~2loclic line::. 

Augmented sixth chords are used in accompaniment 

sequences.(page 5) as Prometheus desciibes his lonely 

agonyf top score. The final measure of the score below 

begins seven measures of a unison octave progression to 

which the composer resorts frequently, apparently for 

dramatic effect. 

Prometheus replies to Mercury, 11 Pi ty the self de-· 

spising slaves of Heav' n, No me, within ivhose mind sits 

peace. • • 11 (page 12, low(~r score). This reply 'Na s dis~ 

cussed earlier as highly· significant, pointing to 

pity for the enemy instead of pity for the self. It 
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.is the moment of forgiving and of relinquishing hatred. 

A simple harmonic treatment in G-flat major supports 

the majestic pronouncement of the god. This simplicity 

is a nice contrast to the activity thr6ugh modulations 

and sequences of the top scores, the jagged line of 

Prometheus's first solo, the octave plunge repetitibn. 

of Mercury's song and the recurring diminished h<1rmony. 

(One can on~ wish that Schubert had set the Shelley poem!) 

Prometheus expresses altruism again on page 29, "I 

feel most vain all hope but love~ also in a fairly un-

cluttered progression. This point, of course, marks 

the import:1rd:. pe.;: k of gro\vth ',•.thich enables him to libere1t8 

J 
• .. " umseJt. 

an augmented fifth.) (Page 29, top score, also 1llustrates 

another Parry sequence, the sentimentalized ending, voices 

moving in thirds and sixths.) 

The lower score moves through several measures of 

chromatic half steps to the clarity of the·E-major chord 

as Prometheus sings to his wife, Asia, a serqnade of 

joy. Mankind is renewed through having again found 

accord with nature. 

Parry's tone painting is particularly exemplified by 

the curving figure in the score as it moves toward the 

text, "tangled mazes" (pp. 33, 34); and in the Neapolitan 
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chord appearing suddenly under the text, 11 shroud 11 (p. 35). 

This technique~ sometimes called "madrigalism", was em

ployed by Renaissance composer, Bennet, also British, 

whose settings of such words as "cuckoo" and "sighed 11 are 

deemed "quaint and charming 11 by musicologist Gi ll10: spie. 

Hull writes, "Parry established a thoroughly English 

choi:'al type, 11 citing particularily his "·broad sweep, 

mastery of choral effect and skill at building up c1Hnaxes. nl4 
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· *Aug~ented sixth chords in seq~ence 
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/ / . 
VIo "PROMETHEE?" LYRIQUE TRAGEDIE. 

I 

fAUHE 

Faure was camml$sloned by the Frenc;h · tou.tns BeziHrs. 

to compose music to the myth of Prometheus for presentation 

at its 1900 out~ofmdoors festivalo Jean Lcrrain and 

actual stealing 6f the firef and two aspects of the revenge 

of tho 9ods t t.he onchainment of Prometheus tt"J the rock 

by the reluctant Haphaestuet aB in tho Aeschelyean dremav 

and also the neutralizing of the gift of flra by the curse 

of humen sufforing packsd in ita myriad forms within 

classic dasignp and an art patron who subsidiz~d tho 

prcductiona. Saint-S~ens~ who recelv0d similar commissions@ 

1898 and 1902~ opened the festival with a composition of 

hls tmm featt.n:-i ng a dozt-::n ·.harps. 

originally constituted, for it consisted of a loOal 

orchestral socie~y (called 'la Lyra bitterroiseG) • 0 !I 

the millta:ry bend of a regiment of eng:i.nern:s11 and the 

'1 above mentioned harp troop. The orchestration* Suckling 
• 

adds~ was n·cmtrustad to Eus·bace, the bandmastet• of the 

t'Clljiment.¢" 
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I 
The caprices encountered by Faure in the Be~!ers 

affair whimsically call to mind the peril~s besetting 

a.ll who LIJOUJ.d become involved in community thoatr:tcal event~Jo · 

The we~ther& for example, r~ported to ba "one of the 

hottest summers on record" climaxed in the earlier . 

ruining thm eats@ Faure is reported to have writtsn 

to his wife t.hat. by "r.ueful coincidence" the J.1ghtn1:~~9 

struck i;he tn{act polnt on st.age whero Prometheus was 

to nteal the fire., 2 HevievJin{l the festival in ultJ Temps," 

October 1900 1 PiGrre lalo commented upon the storm "as 

.-~ the harpa 1 FIFTEEN of which wero required by the ncrire, 

Faurew undertaking the commission~ is said to have 

how he was going to avoid tha resemblances to 
Wagner which the poem seemed to inVite~ the 
uJar:rd.ng 6f Gaia~ not to sb.H:1l the fi:t'f:3!i at 
oncb sug9astod Erda in the Rhelngold~ the 
Ocean Nymphs bore a certain reaemblance to 
the Hh:f.nB.,.·mF<:ld8rH:J v and the c onelu1:.d.on"""" 
in wh:.lch human:tty ha:i.1~3 th8 l::!hJ.n5.rl~1 example 
of. Prometh8US amid the ills nuw.fallinq to 
its lot .. ~ ... of'fered a parr1lle4 tcJ tha closing 
scene in ucotterdammerungo"~ 

Rapeatad with m~ccass tho following year at Beziers 0 

tha opet•a lyrique~ tllubsoquently was m~JVGd indoors ir1 Paris, 

both at the Hippodrome and at the Opera house with Brunh-
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hilde'a Valkyrie rock focal point of the sat~ Report~ 

mora that it had "failed to achieve the effect of its 

festival concaptc"4 

Pandora and Prometheu~f the protagonistu,wara giVen 

speaking parteJ singingiwas resaruad for divine personages 

and two chorusesa Feur~ 0 e Pr~lude constructed on the 

into the exposition of the Choruso 

We quote fr·om Dc;b~1o11°s trarwlation of tlm !(clachl5.n 

biography of FauTae 

The scene is rugged~ wild mountainoua6 men and 
,. , . •. •... ·~, 1. rr:h ,. , ,. J· .. , ';'7 11 ~~ .11 "" , • • 1 ... ~. ,., 
tJfJffif.Jd .~·C~w I ·~ €· f> f,,t, (J~ -:LUn;::;l. '" l•uli OJ.Gr, 12!>-.>vEHt 
r~ :.:~ (~ r~: t he: tj {;: f_'; t. ·!"11 ~:;. (]! r· y 0 t! t~ c: rrv n j_3 ~ .;, .. r ~·t D y tl :t'l 8 
~.~ tj.J 1 E;. t~~~)o (7, s i. f•'!~_~j t,! ~~J f!~Y: :r.~ 1 t$ t:tX. (} f L i\E1 r~rny ~5 t~ r~t .. ~l' b i 1"£j u 

tiKi bii·d of F'lroc "It is i::"i.bou~~ to tc.1kEl ah't" 
t:riE::~3 Di"lf'' o? th~.~ C!W1.'UE1,. f~and :tt ls U:cHJ 9 

Pt~mnGt heaP t:Jho:?H:l q 1 rn ious,,,.c,~:Y 1~1 :U 1 :r :i.G G t~o 
graot :tt ~ 11 Th:l.~; Chnn1a /ir;/ vi.go:ttHJsly 
r.hythrn:tcalll> with it.::; t'up'8'tTticmn fJCi nsmr:mtlal 
to the m:.b.t:tt1 c1f tho van'k (an opcm r.h~ 
st ylo S,'l broad! y painted),. .... if o Not.o p;;n:'t 1-cular 1 y 
a number of passing notea a o o E-natural 
against E~shurpt G-flet against G-natural 
bordering on Bitonality 9 discreetly su~geating 
a civilization wet not fully de0eloped ~ • ~ 
a morFJ r1git:t:d~od :r:hythm on the Tltan~B theme 
11 Promntl·me 11 is pOliHH.'! o e o the soaring sopx-ano 
voice '1 Prornet.bf.w· 1~3 also Hope 111 F :tnally t.ho 
invocation t~ the happy future con6ludus · 
{over an energetic reference in the baas to the 
Pt•omothc:JUSJ theme) on an unexpect:,od c:hm:rJ, 
opening on to untold hori~ons of myater~ 0 
in a species of religious terror, 7th on G
natural, after the sparkling tonality of A 
o1ajor ~ 
The Titan enters. • • o [nthuslastic and 
boisterous. he shouts of the joy of his 
discovery~ • • Pandora enters t • e arrestB 
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him \IJith supplic:at:f.ng gestures • ~ • a theme 
of three notes A, 0 9 G in descending fifths 
acco~paniaa Pandora~s entrances But her 
fear dons not step lhe Harbinqer 0 s ardor. • 
o o Thera~~risas a·wom~n-cf' austere counte
nance ~ 6 • shu trias to stop Promethauss 
[B'ha ig7 Ga~.e~ tht:~ Tlb:u1~fj moi~hor, En"h • 
c~our~Jt)fld by ~'c.rw Cho!'lHl (11(11'~1 the o • e axpans:ton 
of the Praluda returns in couMtarpoint on tha 
reappoorance of the thema)o o s c The Titan 

tL__-------iS.l-i.mtl-~-'t-~t!ii!-b.J.-lJ~c-'-•-e-rJ,'U"l.'i.!Jll_rul_t_ha___f.~n"-'H.._..nr.._._n~i-:ct-"-:-""t_._h:---c":_""•r'-"s,.__~--------·--
ie a flash of lightnings · a b~anch brand1~hsd 
by Prometheus catches fire, "Man 9 see the gift 
I promised you& Sae tha fire!" 
"Horrtn~[ c' thG people ct"ys "Promt"Ji~l·tetls 0 thtmchn•.,. 
struck by Zeus, is hurled dowriv" b 

In the second act 9 Pandora is demd0 During her 

funeral procGsnlon, Chorus and Orchostra "uplift a 

virginity. or death, light and 

Prorooth~us io chainod to tha crag~ "Left alene. he 

g1vas uant to his eorrow."7 

In the third act~ Pandoraf awathad in her funeral 

robes, raappaars at the threshold of hmr cavet calla 

upon thn Ocear·ddlHH "Tfjll the T:f.tan thcre iti Oflt!} who 

~till laves him." 

fauro 0 s b1oyraphor 9 Kcechlin§ summarily disposes or 
thi~ st.artlit"'ig dj.~ectlon of tho plot B~ a (vH~akness. ,.S, 

On the contrary 9 poetic acceptance of Pandora 0 s reappearance 

after burial may be grantud through cognizance of the 
• 

convention of death and rasurrGction ~mong the gods as 

dlscuaaed earlier with refarence to Piometheus 0 a rastbretian 
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in "Dia Gaschbpfao~ Pandora~ llka tho gods 0 was not 

vulnerable to tho finality of deatho She was IMomsnt> 

Grecian caunturpart to tha Christ1an~Judaic Eve. Zous 

who. "before punishing Promathaus~ firot turned ~galnst 

man and thought it a clever plan ta give the h~man raca 

it& came uppance c o G invented woman 0 a lou~ly t~mpter 

of lnnacant mankind~" 9 

Scan&ristm Lorrain and Herold obviously sensed the 

plot valua of Pandara~s preaoncaa they needrud her jar 
-.': ll 

( oft~:m rni~na.rnfH:i br.m} of~ evil~ (old ag~ 19 disflH~~HJ~> lnt;jardLt y ~ 

paaalon~ mnuy, opltav ravange 9 cruelty and others, in

cluding hopa) tu neutralize Promothsus 0 a gift of fi~eG 

At tho top cf tho mountains Zeus and tho Olympian~ 
Dppr.H'UL'" l'H. t h t, h~Jm 5. ~ H~31.'lflt.JW p rwhHnq a C5!l~'}k~1t:? v 

• o Over a tremendoua roll on tha kottladrumB 1 

th0 P:cor:w:·thcwa ttwmw apprXt'lt'e ln il18 bJr.B~J$& Hitl%;~ i::~ 
obBoluta simplicity-- a canon at thu 5thv over 
tha parcu~sion, long eustainad~ Nharain ll8s 

.. ita superhuman grondaur? In the character of 
tha theme itmelf 0 embndying & ~ , dominnting forCBi 
in tho part played by the baas note~ on which 
the c:hri:td irs bu:Ll t ~ ltt tha pen· or nt ion tnhit';h 17 

modulai~ing t'x·t:~m r;.,flr.1t majox- i~o C mi.nnz- tn'C.H'id~ms 
st.ill mm~El'·& :i..n the ChG<lngo ('Jt• l11trn·vaJ. on \~h8 
repbot af tho canon (now bacoma a conon at tha 
6th)l in tho modulBtlanst which anlmata the · 
following repltatiue910 · 

Prommthous warns of tha evils in the jar 9 but no 

ana believes hlmo Pando~a deacanda with tha fat~ful 
• glft toward tha crowd, Th® chorus sings: 
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The grave gods have· smiled on us--the 
way is clear where thou goest. 

From hefe the work drives on to its 
conclusion in a crescendo incorporating 
elements of the Prelude, amplified, and 
which is developed in a majestic omni
potence to be compared only with that ll 
of the last scene of 'Gotterdammerung' . -

SUckling commenting upon Paure's style observes that 

the composer refrains from allowing 

structural. mechanics to run a•.·Jay 'Ni.th 
him; from permitting emotion to over
flow . . • Out of a sensitive regard 
for beauty and dignity of sound, he 
moderates the force of his lyric, trans
ports and moulds them into graceful form. 
His avu:r·:oion. in the true Hr:~ llenic sue~· 
c0s~ion, fro~ ~hat was amorphous and 
chaotic, is evidence that he ~assessed 
that supreme artistic quQ~ity, perfect 
co~nand of his material.IL . 

Suckling equates Faure .with the so called Parnassians 

of poetry who insisted th<:1 t the 11 a e sthet:i.c emotl.on 11 have 

an intellectual basis. 
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Uh! T01uai'rJ the· llght, rnrm, rise, go 

Promcth[•o: Eial 'l'I.'TS la /11 ntil:re llfomllt<7s, montez !mol! I" .JJI 

~.': .. .j ::. . Rel{tirdez resple!ldir ltOuwt Ia roc!Je.arde11te 
.• : f • • . • .... , 

· . oltJr.vals ..... Look
1
. a.t-·:th~r' fj_erv glouling nf the 

t18'1'~, go ' - . 
p,~udore esi; entree d<~puiH unim;ta.nt. Trembli.L!lte ct tim ide' cllc est rcstc~ tlfl pou a. I 'eca rt .. (' 
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. CONCLUSION 

The Promethean nature of ~tudent disapproval of con-

temporary society was signified as motivation for this 

study. The dehumanization syndrome in which the thoughtful 

young perceive the order to be mired, as in quicksand, was 

cited as central to their disillusion. Like Shakesp~are's 

Prometheun student~-pr:ince, Hamlet, they find their time:: 

11 out of joint" 1 and the garden 11 urwveeded", overgrmvn with 

"thinqs rank and gross in nature. 112 

Our ~ndeavor in this st~dy of one century of musicnl 

adaptation of the myth of Prometheus has been to point 

. to th8 flanw 1 s po·Ner t<) enlighten the.> human character. 

1Tc) 1··,,"J' F-; ... ,:;lr.•\ .. ' i··) · r·::oc··'·'l·l·L· l·)cJ·clk ,. • \,_.. l ·'-< • " .0 \::::'. __ ...... 1 $ _,_ l (_) - t. .__. .. 1 

ments bluntly i !!the. nN;d :i..s not :-r:-ea11y for more brains, 

the need now is for a gentler, more ·tolerant people than 

those who won for us agairist the ice 1 the tiger and the 

bear."3 Columnist Charles McCabe ~;vrites~ "putting the 

beast down is our last and only hope. All that is not dir-

ected to that end is, in a way, pure waste. 11 4 

SocratE": s said. to trw Athenians, 11 I sha 11 neve:r ct:~<{Se 

frorn exhorting you: An: you not a shamed of caring so much 

for money and for reputation and hono0r? Will you not think 

·about vvisclom and truth and what is good for your souls? 11 5 

During World War II, Si:r Gerald Hl::a.rd lectured upon 

the 11 consent" society gives its leaders to pursue courses 
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of action it ostensibly deplores.6 Now, Nobel Laureate 

AlbertSzent-Gyorgi warns against this form of consent 

which he calls a "self-consistent logical system" of 

morality generated from and sustained by pragmatism or 

at least, wh<lt appears to be working. . (Its similarity 

to the Jupiter of the Shelley-Parry version is striking). 

It happens sometimes that the nature order 
of the atmosphere becomes reversed and the 
heavier cold air, which should be bottom is 
on top, while the lighter ~varm air~ which 
should be on top, is on bottom. This is 
atmospheric inversion .•••• 

Such inversioh takes place sometimes also 
in social relations. I have lived through 
such a pariod of social inversion under Hitler. 
:All the -c:: ar 1 ier nioia l ~ ei:.hi ca 1 and i nte lle ctua 1 
standar~ were inverted .• ~·· 

Vve a:ce living throttgh such a period of inversion 
.•.• It seems logical that we and the Soviet Union 
should arm as madmen, to h8 ve spent a tr:i.llior1 
dollars on armaments while half of the worldts 
children went hungry to bed ••.. 

This is what an inversion leads to: a death 
oriented society spending all its means on 
self-destruction instead of self elevation. 
The inveision took place so gradu~lly that 
we did not notice it. So w~, the richest 
of nations, put up with inflation, crime, 
unemployment, poverty and even hunger, ghettos 
and slums, drugs and war. 

The overriding problem is how to get out of 
this -situation before we pass the point of
no return.B 
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The luminous youth mov(0rncnt which motivated this study 

little more than a year ago has passed. The culture has 

allowed to ~lip through its fingers a certain purity of 

motivation which occurs rarely, one so stirring to imagin-

at:l.on, ;:,o sec-u~ching to morality, that it might have changed' 

value concepts. That its passing is viewed with relief? 

instead of dismayy i.s testimony to that. "completeness" of 

wh~ch Dr. Szent-Gyorgyi warns. 

The spirit of Prometheus cannot die so long as it ex-

ists in the creative imaginings of ihdividual truman beings. 

Let. us mov\=.~, in quick summary s through the munife stations 

of that spirit r0flected by the creative genius of seven 

m'l c.- l• C' ]' ., f' c· '" )'!Cl ·t'~ l)r:· pO '" 't c· ~r·J 100 '' e •i l1 c ]•· C' J., ·i· 6 !I 11 Urn l. !" '" cl nE' '.·\f· 1~· a· C 8 "l· .c .~ J ~ . _ f,..l .1 .::;t td ,., .•. -· ..._. ,_1 '· 1 ~ , .t... ,J .. :J I 1 _.. .V •• -· .• i ~..,.- A ."' J , , , -..J 

of the myth. 

In the B(;ethoveil ballet vve watched the 11creatures" 

groiN to,Nard human warmth through art.. The <1 s~;;un1ing of 

personal responsibility and the acceptance of suffering as 

concomitants of love were glorified through opportunity for 

a 11 second chance 11 and the promise of :rene'Na l. 

From the Schubert setting of the Goethe text we beheld 

energy, will? con~iction ~nd self confidence in grand 

counter to the attack by tyranny. In the Wolf version, 

we p~rceived patience, endurance and hope, together with 

despair. 

The Li.szt.-·H(:'!rdor interpretation illustrated the pr(:·~ 

ser~ation of equilibrium during the process of adjustment 
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to compromise- Herder's reconciliation of opposites. This 

Prometheus, more mature than the independent ''loner" of the 

Schubert-·Goethe version J knew that he must adapt in order to 

communicate and influence. 
/ 

The Faure work presented the possibility of a freedom 

intact and uricontaminated only if the quest were undertak~n 
. ' 

with full knowledge of the hazards of an ever present Evil. 

Pearl Buck, novelist, philanthropistr at eight¥.~ecently com

mented, without bitterness, 11 I no longer believe that pt~ople 

are born good~.!! do not believe that most people are honest •.. 

I now believe that human beings are not naturally lovingn. 

The Parry-Shelley interpretation assumed that not only 

was it possible for mah to enjoy fulfillment of spiritual 

. • • t J ' th. h ' ' ' ., ' r pr·orrnse ~ DUT. . ·1;:n. ·· roug rtlS res·cor;.:n:::r.on OT 

ship with the universe, h~ would effect the non-existentc of 

Evil itself. 
. \ 

The Scriabin Poeme's emphasis was humanization attendant 

upon the pursuit of happiness, with specific reference to joy 

achieved throu9h the senses. Resultant ~cstasy was by no means 

a betrayal of the moral vigor of the Promethean ideal; Scriabin 1 s 

happiness 'Na s most consummate at those points of sound and 

color when the spirit was ascendant. 

We leave the myth of Prometheus. The power of the flame 

to warm the human heart nourishes the hope·that men will awaken 

to the high purpose of his calling. 
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APPENDIX 

From "Fifteen Varations '·' Op. 35: "Introduzione col 
.Basso del Thema'' (in manner of the passacaglia) 
and "Theme" (-"Prometheus" theme). · 

From "Zvvolf Contretanze" Op. 141: Seventh dance 
( ''P:rometheus" theme). ' 

From First Syrnphony Op. 21: Opening chords; second 
~--------~lLQlll~~~QV_QIDBJrt __ QOB_., ____________________________________ ~~----~-------------

From "Eroice" Op. 55: Opening chords; movement two, 
theme three; excerpts from movement four varations 
.of passacaglia and "Prometheus II melody. 

From Piano Sonata .Op. 13:. excerpt from first 
movement ( shm~Jing similarity to "Die Ge schopfe 11 

Dance No. 9), 

\ .. 

Fxcerpts from Prelude Op. lls No. 10; Poeme Op. e0, 
N( ,.) · .l. l'" · 1~ ·.-· O· '- .L 1·,y t') • n ., ude 0 · '' l 'r·'o ') J. > • .,;., , .. ,l'j\JuJ:c: _;p. ,). , ,o. -'-? .rreJ. p • .:.L, \i • <.. 

and Poeme Op. 69i No. 1. 

11 Cruc:i.fixus 11 from Iv1ass :i.n B minor. Opening (falling 
theme). 

BSf.:LIOZ 

From 11 Symphon:Le Fanta stique Op. 14, ending, movemer~t ... 
one (showing augmentation similarity to 11 Die Geschopfe" 
dances No. 1, No. 2 and No~ 16); opening movement 
two (showing restraint of tremelo in bass). 
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4 i"lRSl' SYMPHONY. 

interest. The opening maJ not seem nrn·ei or original to us, 
but at that date it was aitdacious, and a:npiy sufficient to 

I 
justify the unbvourable rec\!ption which it met with from such 
established critics of the Clay as Preinill, the Abbe Stadler, 
and Dionys W pber, soma lof whom established .a personal 
quarrel with the composer on this ground :--

No.l. ~dn.gio mol to. . I --.. 

fP;j .......---~ fP I -- "' ~ ) 1 .J 
Wind~= .;;:: ., I" ~a. 1·!'; , :~ ~ ~ ::11!: 

~"' -,--'9-~---~--
. 
---.,.-..,--,-,--,.-~-+ ... -~=r;-

~====L~ £2i-·'·t--- ==--=--- ---f "" "' __ ,_, ..,---,.----,..-- A .,.. ,.~,.I; r- I I I~ 
Sttin~", Pi f, tJ

1

, -= .f' 

~.ff g ~ f&*T--:l+d~-
That a. composition pro;essi1

1

ng to be in the key o7 C should 
begin with a discord in the kr.y of F, and by the third bar be 
in that of G, was surely startling enough to ear,; accustomed 
to the regular processes of I that time. Haydn has begun a 
Quartet (in B fbt, Pohl, No .. 42) with a uiscord of 6-4-2; and 
John Seb11.stian Bach, who I seems to have anticipated every
thing that lr~ter composers 9an tlo, begins his Church-Cantata• 
• Widersteho doch der Sun<lr ' with the formidable discord of 
7-5·4-2 on a pedal. Beethoven was thus not wanting in 
precedents, if he had known them, which he probably did not. 
The proceeding, at any r 1rte, evidently plea~ca him, for 
he repeats it, with even an 

1

auditiona1 grain of offence, in the 
Overture to his Ballet of ])romebheus in the following year. 
Another of his compositioits beginning with a discord is the 
Pianoforte Sonata in E flat I(Op. Sl, No. S). We shall sec t.hat 
the 'Eroica' Symphony wai3 originally intended to open with 
a. discord, a chord of the ti-5 on D; but this, it is hardly 
necessn.ry to say, was ab!mdoned. The opening of the 
present work was a.n exper~ment; the sharp staccato chords 

• Bachgesellscha.ft.l Voi. XII. "Part ii., p. 61 • 
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THE ALLEGRO. 5 

iu the strings, which ne>er eau be effecti>e, e>en. in the 
largo:;st orchestra, when overpowered by loud holding nott::s in 
Lha wind, he abandoned in the Prometheus 0.-erture ; and 
when he again employs them (in the opening of the Fcurili 
Symphony) tho wind is carefully hushed, and marked T-1'· 
The interest of tho discord resic1es in the fact that Beetho><?n 
was even then sufficiently promine11t to put such Fo.iht::-s of 
;he Church as the critil:s named on the qlLi ·vive for his heresy. 

In the Alle!Jro which rncceeds this Introduction there i.; 

not much to call for remark. The leading theme is as fol!::.;.n; 
-threq four-bar phrases in the strings, artfully protract~ 
by two bars of wind-

No. 2 Wln<i.---.. ra) 
Allegro con on·o. 

1 
~ ~~ ~~-

~- , ~:;;~~ ~:..a· ~ , --- .., __ ~ \;-~~=-·-~-ef~r=-~!?~- ..-:::=::::: 
?·-+-.;;-:d·--..- ... ~?-. • ~ ..... -'*"' p -or!_, 1»'::,. • ·~·.... • ' p-:,: 

w~k .d.. 
---,-----.~~· ?;' ~ -- . -

~~-f- ... ;· . . ;":1~~ . ·-;:.<q.e::':S-'~--:1:~ 
-~ --t~---t-- 4 ~ ;: 0-l::;;o::' ir::p .. ---~~..-;~ 
~ •• <J:-111<1 -·~<:1:"" .L:;t • .,<:~~:.~~-..-

~._!:., • • ~-.. • • • ~ • • Strings' t;:-- :;j -~ 

::; .. ~-J~§IdJ5~f~~..,:~k;.· -~~.:~?if-
• • 7/1" P _, • J -,/' il> I :a ;;;:i3:l;t~f ~· .. ••• "Vf... ~ r- .. ..;::!:>lr.~·rf·~. ,. ..., -:. - • . 7!f:..-+- ... 

ere.. ·7( Ji 

And here n.gain-in the transition from C to D (l!ar a)-there 
is a. likeness to the first subject of the Prometheus Overture, 
with which indeed the whole of this moYemcllt hua much in 
common. The same transition will be found in the opening 
subject of the St::-ing Quintet in C (Op. 20), a . .,..,-ork of the 
ser.r 1801, ana in the fragment of a Violin Concerto in C 
major, datiug from about the same till!e. Tl1e general form 
of the .figure, aud the repetition !l. note higher, have been 
followed by Schubert in his Symphony in B Bat (No. 2). 
and by Weber in his 0\·erture to • Peter Schmoll.' 
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Excerpt from De thovrm Sonata (piano) Op. 13, the 11 Pathetiqueu. Please 

nuts parallels in Dance No~ 9 (Tragic fVlw:m) 110ie GEJ,SChopfB" 
158~/ 

. . 5 !) fj 1. > 

----4--~r.-_::::-,.. _____________ J~-----r~~-Jj·--c-t---~f----- J ___ "-1~---- -~. Lcr.r-~ 11-.tiJ~ - , ii:c_ · -:===-
~~:!::=lr~f==:t1f~: ~{fcc- L :E(~ -t:F¥::~ '=F~ • :" - -.:=:::::::::= 

f. Rt.fJJINDF JL: OF fVlELPflMEN ~ 1 S ENHV~NCE, score page 9 f 

. tz~;--±E::~3-~~~~::~~[ · ~:?::~ -}~'-~~=~~-=~ ·c;_~-:~=-~f-~~ ~~:9== :::~::_-~:¥SJ1L~ :~·- f~-=~;,·::~f=:· · 
~.__ ______ _ 

. Gra·ie ., c-• . I r .• 0 .~~ ----·--·------
r-~~::1.;.:',~:.' -~........ . ., <>'-' v ..... ~ -., ... --']">< ,..:' ' ~:-;·' '·i --~- ', <"l•'P-;)- ., . I 11 > t.-., h· L· L '· ·'..\?- ~~ .·~ 

(~,-4}~-=L·r· -~,>LJ•-cOE'~'J,J~-=tcy,,~r,l:=-,•--,r~-<-':lt-1-~-~IJ;cr__cclh'
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Footnote No. 10 

Poetne 
( Note similarity to PS lB Posmo of Fire 

I I, 
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Below is similar (according 
to Bauer) to use of ragas or 
modes made by Hindus: first 
part like the Phrygian mode; 
second section; chromatic. 

PcC~·tu! ! -~ ~)""" :\. Scriabin, op. 44, N;:,. ~ 
'A:fodcmto 

root(Vl~l) 
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FOOTNOTES 

MOTIVATION AND PURPOSE 

tlc:J~::thovt·Jn f.\$ I Him 

~><,; 

,J ~1JlJ.~.~~. ~ 

4Lawronce Gilman~ 
Pt G4. 

-..;,.,..,..,..,.,,_..,..,.,.,,._...,, ....... ,..,.,.,. ... """ . . 

Orcl .. ~c~t :t.:'P. J f\1uo ic 
.. ·: ......... ~~:..,.~~~;:"'""'"'i""-.,:;!.;,:;,. o.~cu..-~~-'"'""'·"'"'"'" 

( L r) r":l C'""l l (1 r.; A \ ... " n ~ . • >~·I~~ 

f. ..... 

~1 (!::.: r.: ~1r T hOi•lP!:J·O n ~ I nt·, n r not .to naJ E ncv r; J. o nr:1 d i a of fYiun:;, c 
.~.!2-~A .~~~u.:~~L~?L~l!! p n i. nt. h \:~·c:r.rrro!1"-rt\f(.Jif:i""Yc/i~·lt;""'·~.r,;,n;:;·~·r;·· .. ii. <~To'sFt;·--·~~-

B·r·, mp-r '16' 1 "7 I (1oft ;:: • ...1 n ~ p o 1 :;o o 

( . ' JBowerB 9 p. 206. 

10Hout!Joll Tircuito "Commentary&" (S~m F'ranc.tsco 
Chronicle, Jan. 22 1 1971). 

11oakar Reissmnnn, Rachmaninoff Recollections (Now 
&;~•.-..-,.,..-.t...vo: .. """""'~ ... ~ ...... --· .. ~-~~ -· ...... -·.-.-..--...... ---.--~ ...... ,-

York" J.9:)L~)~ p., 1146~ 
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14 AusU.n 11 p (• ? It e 
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r ·~ ,., r p. 209$ 

18 E · "'i ld !-' 11 .~~ut::ic Classical Rornant:tc and Modern (London, 1 CJ?'l) 
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\1 o1. I I ~ 611. "

0 Ibld. p. 
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L • .).!.~~Lsi. VoL XIV, pp. 130, 612. 

27IJ?i q_ .. Vol. IX, p. 257. 

28Il~ic1,. · \I til. X, Po 81 ~3. 
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Part L PRornt:THEUS IN LITER ATUHE 
Io DEFINITION OF PROMETHEAN HEROISM 

1 Dr. John Seaman, Seminar, "TrarJedy" (U.ll.P.i' 1970). 

I I. DE r IN IT I 0 N II\1TE,Rl"f-{ETE D 

1flobt0rt Lowell~ "Prom8trH:Jus Bound" (Nm~.~ York-0 .19-69)~ 
p ~ 9. 

. 2David Grene and Richmond LattimorA~ eds. ~Prometheus 
Bound" (ChiCBCJOu 1956)e p. 135. 

3Lestor Crocker, ed.p Don Quixote (New York~ 1957), 
quoting l<ierkBgaardv p. '19·:~---· "'·-----~---~--

lt ... j. ~- ~ )
0 

,. ~-~ r' h '" r~ •• P'E> \~ e I! H "'l'fll n t ~~ V..; 4 ~'~ .t. ... (.::It I . ...,1 ' I a ' f;"j ~:J .I a J. oh t (:t .. .;, f 

(Lcmdon 9 1.96?)r VoL II~ PP• 1D~-11o 
l 0 L [J .. ·, . !J L··: i 1 ' 
-·..) ' J ' .;. J._. II 

,-
,.) LouwU. s p. 25, 

i .. 

ed. George L. Kittridgo, 
11 Le<:n· 11 ~ ed,, !~:i.·i;trjcJQc~(fdmt~ Ynrk 

• •· 1'. 

7 John P. FarrellD "MattheuJ t~rrwld~s Traqic Vision," 
P~1LA, VoL 85 (Jan, 1970)~ pp; 107-117. 

8 . . . . 
llhll.lc.lfll ShDkespe:n:n·e~ "Harnlnt," ·•'o 

.1 01 .~~· , ·C· ·' . . ••• _aa~et rocKer, p. X111. 

. 
12

Norman rnailer, _/l£0L~!: gf ~h.£ ~5.:~9.bt (Nev.' York9 196BL 
Po 58 quoting Robert Lowell.· · · 
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3
tYI o o d y E • Pt l or ~ .I.t~E. );:,?.DQ~~§Jl~. .~J;. I,f.~.9.~.!LY.. ( ~ n w . ~or k p 

l9t.a , p. 366 quot5.ng 1. 5. ElJ.ot, f am:tly fieuru.on. 

Part IIo PROMETHEUS 1N MUSIC 
IA8 DIE: GESCHOPFE DES PHOI'A[THEU~i. DE[THOVCN. 

1 H • C • n o b b i. rw L a n d o n ,. j~~SU:<_~l1£).!.~~I! ( N r:~ vJ Y or k ~ 19 7 n ) tt 
p. ·13H quoting Thayer. 

( i (j. t"' d ,.., .. , 'i ('It:• " ·) 
e.~ t I \..j I • 1~ J- ::i ,J i ~ 

p. ·139 quoting Heinrich Von Collin. 

qB .. 
" ()uJt1TS ~ p.2CJ6. 

1 of~. . r r.{62 
:raZS!'t Pa ·<.J .:.o· 

11 IJskar Riesemann, Rachmaninoff Recoll~ctions (New York, 1934) p6 65 
...- .... .-._ .. -""' .... _ .. ...,..,.., .. ~ ... -""' ....... ~ ... ·~ .... .,.-. · .. _,A"<-.,..,,,.,~ .... - ..... ""' .. _ 
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frazer·~ p. 362. 

1 ~r:- • '36'. 3F 8 'razer, pp. 2, ~ G 
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7
osc;n, Th.omp~ o'i (' eel o JD.!:5L{.~I,.<~~t~~f.1J!.L .~Il~Y.9._-L9J?..~ .. ~!.L~ E!.f 

M 'd~~~£ .a }l~l l~~!3.r!L~: ~~l.?_!J.§. N e IM York f 19 6 L} h p • 16 9 7" 

1 8s 11~ G C'l 0 r q 8 G r f) v 8 f .Q}.:.S:1~.9. .. ,~~~-¥. . .0 \. l:!.Y!!.L£:?. ~~ n s~ i!L~-L~i:£t§D.~~
(N(·HIJ Yorkr 1955), VoL VI, p. 91+9. 

?(' •• J •• I·· " F' J. d J. ~:.l. 

24Ib'd .:.~.:._:~.:_ __ , 

26·r·t. 'd 
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p. 233~ 

27 fiJe·~.t·l. 1'79 11 1.. • P.e • 
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riB. ANALYSIS OF BALLET SCORE 

~----------.o3---.~~~~~~~~~~~~~~~~~~~-

_L\2:~.9.·· 

!.~ Theodore M. Finney;' ! History of ~iusic (New YDrk 
1951 c)' p. 4-05 ~ 

5 Pa8l Nsttl, Beethoven Encyclopedia (Now York, 1955), 
p • 17 8 • ·-----~---~--,.- ~--,---··'--·--·-

1 

DANCES 
No& f) 

George Beckman~ Cover, London Re6ords, CS 6660 
(New York, 1970). 

3Philip Ramey, Cover~ Columbia Records~ M 30082. 

5 Sibyl Marcusei Musical Instruments (New York, l961)P 
-----~-~,...."'!........ -··-~--...... ,..,., ..... ~._,.;o ...... ;., 

p. 23'1. 

6 Anthony Bains, Musical Instrumentb T~ruuqh the 
( . ·,--·-··---·-··· •·••·· ·----·-----·~ ·-·-··---·-~- ___ ., g._gel?_ New York, 1961; 0 p. 176~ 
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7.LI?i.£, p. 178. 

8
1.h.t£& 

No. 8 

'i [ollls U.:me. Tl1e C-leveland Orchestra. Beethoven: 0 The CI'uaturc!s of 

11---------:-Fl_:t:'_o_m_e_t_h_e_u--"--"'s 0 C olurnb if~s-.-IVJ_1;(JJ,::-c0==--P==-::J2,._· .:___· -~----
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~-Ibid. 
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~ d °Faubion Bowers, Vol. II, p. 178, quoting from Rosenfel 
Relation of Ultra Modern To Archaic Music. 
~~----"'- ... _ -"-""'""'""' _. .. _4r>,.._..._.... ... - .. ,. ....... _........_........,....,.....,.....,. ... ___ ......_ . 

4oscar Thompson, Gr_E2fi t M.S?.92_:rn CQ.Df. .. \?.2.~ (N ., Y.~, 
1941) 9 p. 81. 

5Bovvers, p. 256 

6 c 360 J.:.Wen, p. ~ • 

7Bm"!e.rs, · p. 208. 

sr .. ~- 'd 
~~· 

p. 206 . 

. 10n)"''J~1'' J. <~ ................ ? quoting from Alfred J. Seanr p. 169. 

11Ih.L2.~ P. 169. 

l2Bowers, p. 205~ 

l4Bauer, p. 174~ 

16·r· · J .:...!2J..:.9.. 

18Austih, p. 72. 
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- Marian Baue~, p. 171, quoting fr6m Eaglefi~ld Hull. 

20Ib.i9.. 
-

21
Ib1' d 17,., ' p. <+. 
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lB0''.1r.o ····c· 
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~~~~~~~0'--------~------------------------------~--------------------------
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3 ,~.. I-I l ~t· I) . T1 p 1 t. .c th "' t f "' . uJ.r U )2J: · arry, . 18 c.VO U ]~011 Of - e J'\I'- 0 1V1US1C 
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4 0 Aust1n, p. 72. 

f·) 
~Buuer, p. 179. 

7.r·· .. ~ .. •.ve n, p. 

8)=> _,auer, p. 205. 

9see /\ppendix. 

11I3 . auc:;r p p. ?,on . 

1211 ·1 d · aro .. 
p. 343, 

C. Schonberg, Tb.~ Q!:Q.2..l EJanb.~t.~ (N.Y., 1963), 

13r ~ 65 . 11esemann 1 p. • 
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I 13dJohn Gillespie, The Musical Experienc~ (Belmont~ 
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1Richa.r·d Capell, §c~htl1?~LD. Sqn<l§. (N.Y.-, '19:Y7)~·p. 149, 
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7
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