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ABSTRACT 

This study introduces the nine piano sonatas by Nikolai 
Yakovlevich Miaskovsky. A detailed description and analysis of 
Sonata No. 2 in f# minor is also included, as well as a copy of the full 
score. Even though he composed twenty-seven symphonies, a 

number of string quartets and a variety of piano works, Miaskovsky 
and his compositions are relatively unknown in the United States. 
The magnitude of his symphonic works, the isolationist policies of the 
Soviet Union, and a language barrier may explain this obscurity. His 
piano sonatas have been especially and unjustifiably overlooked. In 
his early sonatas, Miaskovsky uses the piano as a symphonic 
medium. These sonatas are technically challenging, extensive in 
dynamic range and color. Their chromatic texture and extended 
harmonies reflect the compositional style of Alexander Scriabin and 
Richard Strauss. The Sonata No. 2 in f#minor in particular 
exemplifies Miaskovsky's exploration of modernism with an 
inclination toward late romantic traditions. This sonata especially 
shows Miaskovsky's struggle to establish a personal musical style 
and demonstrates his remarkable craftsmanship. 

A study of Miaskovsky's piano sonatas reveals a stylistic 
evolution from somber subjectivity to a less personalized style. The 
vast difference in his later sonatas (nos. 7 -9) suggests that 
Miaskovsky complied with the ideological demands of the Soviet 
state. Miaskovsky's lifetime and musical development uniquely 
reflect the momentous events in Russian and Soviet history. As a 
prominent composer in Russia, his recognition is long overdue in the 
United States. His early sonatas especially deserve a place in the 
standard twentieth-century piano literature. 
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1. Introduction 

The composer of twenty-seven symphonies, Nikolai 

Yakovlevich Miaskovsky (1881-1950) has been recognized as one of 

the great Soviet symphonists. 1 The magnitude of his symphonic 

works has overshadowed his other musical contributions, 

particularly his nine piano sonatas. This study will focus on 

Miaskovsky's Sonata No. 2 in f# minor and introduce his other piano 

sonatas as significant contributions to the piano literature. 

Miaskovsky's lifetime and musical development spanned many 

momentous events in Russian and Soviet history--the downfall of the 

imperial Tsarist regime, the founding of the Soviet socialist state, two 

World Wars, and the Soviet government's censorship of artist's 

works, including the notorious Purge of 1948. Although the sonatas 

are not programmatic works, Russian history and the socio-political 

climate certainly influenced the composer's life and the eventual 

direction of his composition. 

Miaskovsky started his musical career relatively late in life. By 

the time he entered the St. Petersburg Conservatory, he was already 

twenty-five and still a novice in the field. He studied composition 

with St. Petersburg's leading instructors2--Rimsky-Korsakov, Lyadov, 

I "Nikolay Yakovlevich Myaskovsky," New Grove Dictionary of Music 
and Musicians, 1980 ed. 

2Rimsky-Korsakov (1844-1908), Lyadov (1855-1914), and Glazunov (1865-
1936) 
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Lyadov, and Glazunov --and was closely associated with 

contemporaries such as Sergei Prokofiev and Boris Asafiev who later 

emerged as prominent figures of Russian twentieth century music. 

Miaskovsky established his reputation as a major figure in 

Russian music and as a distinguished musician in the 1920s. This is 

evidenced in the Moscow premiere of his Fifth Symphony that 

launched his reputation as a major symphonic composer, in his 

teaching career at the Conservatory and his influence on a new 

generation of Russian composers, such as Dmitri Kabalevsky and 

Aram Khachaturian,3 in his leadership role in the Association for 

Contemporary Musicians and in his abiding involvement in Soviet 

cultural developments. Miaskovsky has been cited as the "musical 

conscience of Moscow, "4 and for some, he was considered "to be the 

true successor to Mussorgsky and Tchaikovsky."5 

Given Miaskovsky's prominence in Russian musical history, it is 

surprising that his work is relatively unknown in the United States. 

One reason for this neglect may be that the political climate after the 

October Revolution of 1917 restricted the circulation of Russian 

musical scores. Only once during Miaskovsky's lifetime, in 1927, was 

3 Aram Khachaturian (1903-1978) and Dmitri Kabalevsky (1904-1987) 

4Boris Schwarz, Mysic and Musical Life in Soviet Russia 1917-1981 
(Bloomington: Indiana U Press, 1983) 58. 

5Leonid Sabaneyev, Modern Russian Composers, trans. Judah A. Joffee 
(New York: International Publishers, 1927) 15 J. 
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West and Soviet modernist composers. With the cooperation from 
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the Soviet Union's State Publishing House, the Vienna publisher, 

Universal, agreed to publish contemporary Russian works. This 

arrangement, however, was short-lived because the Soviet 

government increasingly closed its nation off from outside influences. 

Later, the Cold War between the United States and the Soviet Union 

further limited cultural exchange. Currently the only Miaskovsky 

piano scores still available in the United States are Recollections, Four 

Little Fugues and Sonata in C major, 

opus 82.6 

Another reason for Miaskovsky's obscurity was his 

geographical isolation. He traveled out of Russia once in 1926 to 

preside at an unveiling of a statue of Chopin in Poland and to oversee 

the publications of his symphonies in Vienna. He was not a concert 

pianist like his friend Prokofiev, who toured internationally as a 

virtuoso pianist and composer. Miaskovsky also chose to remain in 

Russia during the artistic exodus after the October Revolution. Many 

of his colleagues left the country to live in the West where they could 

develop their careers. 7 At the invitation of Prokofiev, Miaskovsky 

6Miaskovsky's works were first printed by the pre-revolutionary 
publisher P. Jurgenson and then by the government owned State Publishing 
House. State Publishing House are represented by America's publisher MCA
Leeds and British publisher Boosey and Hawkes. 

7The conservatories were now state controlled. The musIcians who did 
not acquiesce to the state conditions had either to leave the country or face 
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also had an opportunity to write ballet music for the celebrated 

Diaghilev, whose innovative ballets gained widespread fame in 

Europe. Miaskovsky declined, however, and expressed his dislike for 

the superficiality of ballet music. 

Finally, information about Miaskovsky is scarce because of a 

paucity of translated material. Most articles about Miaskovsky are 

found in the Russian periodical Sovetskaya Muzyka , and the only 

translation of his biography into English is Myaskovsky: His Life and 

Work by Alexandrei Ikonnikov. Published in 1939, this biography, 

however, does not address Miaskovsky's later life or the 

repercussions of the Purge of 1948. 

It could be said that Frederic Stock, conductor of the Chicago 

Symphony,8 was solely responsible for introducing American 

audiences to Miaskovsky's symphonic work in 1925. As an ardent 

admirer of Miaskovsky, Stock premiered and frequently performed 

the composer's symphonies. Stock even commissioned Miaskovsky 

to write a symphonic work in celebration of the Chicago Symphony's 

Golden Jubilee. This work, Twenty-first Symphony, is one of 

Miaskovsky's mature works and American orchestras frequently 

death. Thus, the Revolution was a catalyst for the departure of many artists. 
These included Rachmaninov. Stravinsky. Prokofiev. Heifetz. Medtner. 
Chaliapin. Elman, Leopold Auer. Siloti and Koussevitsky. Prokofiev returned to 
Russia in 1927. 

8 Frederic Stock was the conductor of the Chicago Symphony from 1925 
to 1940. Miaskovsky's symphonies were performed most frequently during this 
time period. 
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played it.9 The recordings of Miaskovsky's Third Piano Sonata by 

Richter and Horowitz, and the recording of the second cello sonata by 

Rostropovich, have contributed to bringing Miaskovsky's work to the 

attention of the American public. Pianists McLachlan and Hegedus 

have recorded all of the piano sonatas on the European labels 

Olympia and Marco Polo. Still, Miaskovsky's piano sonatas deserve 

more attention and detailed study given their unique place in 

Russian piano literature. 

The Sonata No.2 in F-sharp minor (1912) was written in a time 

when many composers were exploring new harmonies and 

compositional styles. Unlike the innovative approach taken by his 

close friend Sergei Prokofiev, Miaskovsky chose to stay within the 

parameters of late nineteenth-century Romanticism. His earlier 

sonatas are complex and the chromatic texture and extended 

harmonies suggest the influence of Scriabin and Richard Strauss. The 

Sonata No. 2 in F-sharp minor represents an early Miaskovsky who 

struggled to establish a personal musical style. His last three sonatas, 

however, show a vastly different style. Written in 1949, they reflect 

Miaskovsky's compliance with the Central Committee of the 

Communist Party's denunciation of formalist music. I 0 

9For details of Stock and Miaskovsky associatIOn see Boris Schwarz. 
Music and Musical Life in Soviet Russia: 1917-1981. pages 167-168. 

IOSee "Background and Overview of Miaskovsky's Piano Sonatas." 
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minor and the survey of the remaining sonatas will spark a greater 

appreciation of Miaskovsky's piano works and increase recognition of 

his stature as an exceptional composer. 
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2. Historical Setting 

Nikolai Yakovlevich Miaskovsky was born in 1881 at the 

beginning of a Russian Renaissance in the arts. Russian musical 

culture already flourished with the great contributions of 

Tchaikovsky and the "Mighty Five."11 By the late nineteenth century, 

Russian artists, such as Wassily Kandinsky and Marc Chagall, were 

exploring individualistic expression. The Imperial Academy of 

Dancing introduced the Russian method of ballet that produced the 

great dancers Anna Pavlova and Waslaw Nijinsky. Impressario 

Sergei Diaghilev and choreographer Mikhail Fokin were astonishing 

audiences with their radical ballet performances. Literary giants 

Feodor Dostoevsky, Leo Tolstoy, Anton Chekov and Maxim Gorky 

(Peshkov) were writing vivid stories of life's struggles in Russia as 

the inexperienced, twenty-six year old, Nicholas II took the throne. 

The new Tsar, though considered kinder and more progressive 

than his tyrannical father Alexander II, was an ineffectual leader 

who relied heavily on the advice of his ministers. He inherited a 

multitude of domestic and foreign problems: rapid industrialization, 

factory strikes, the war with Japan from 1904 to 1905 (which ended 

in a humiliating Russian defeat), the increased popularity of 

Marxism, and the rise of radical intellectuals who challenged 

IITchaikovsky (1840-1893) and the "Mighty Five:" Rimsky-Korsakov 
(1844--1908), Cui (1835-1918), Borodin (1834-1887), Mussorgsky (1839-1881) and 
Balakirev (1837-1910). 
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government decisions. 12 Discontent and strife were widespread as 

the country entered the twentieth century. In 1905, the political and 

social unrest exploded in a protest march that turned into a merciless 

slaughter: 

A peaceful procession of strikers from the Putilov Works and 
sympathizers was marching to the Winter Palace under the 
leadership of a priest, Father Gapon, in order to petition the 
tsar for justice and protection. The crowd, which numbered 
about 150,000 and included women and children, carried icons 
and portraits of the tsar. Suddenly, tsarist troops opened fire, 
killing more than a hundred and wounding more than a 
thousand. The impact of the mass murder was great and 
immediate. 13 

This notorious event became known as "Bloody Sunday." From then 

on, "people at large thought of their tsar less as the 'little father' and 

more as 'Bloody Nicholas."'14 

12By the end of the nineteenth century, industrialism increased the 
Russian labor force to over two million people. The main industries were 
mining, textiles, railroad, metal and food processing. Under horrendous 
conditions and insufficient pay, exploited laborers worked fourteen to fifteen 
hours a day until a law in 1897 established an eleven and a half-hour workday. 
The first Russian translation edition of Karl Marx's Das Kapital arrived in 
Russia in 1872. Marxism started to take hold during the reign of Nicholas II. 
The Russian Social Democratic Workers' Party (RSDWP) was formed in Russia 
in t 898. Their political platform called for the overthrow of the Imperial 
government and the formation of a democratic republic governed by the 
proletariat. Other petitions included the termination of classes and serfdom, 
an eight-hour working day and the establishment of local self-goverment. 
Eventually, the RSDWP broke off into two factions, the Bolsheviks, led by V. I 
Lenin (1870-1924) and the Mensheviks, who did not have an effective 
spokesman. 

13Paul Dukes, A History of Russia- Medieval Modern Contemporary, 
(London: MacMillan 1990) 189. 

14Dukes 187. 
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To alter public opinion and regain the confidence of the Russian 

people, Nicholas II organized a representative assembly called the 

Gosudarstvennaia Duma (State Duma). "The Duma was to represent 

'the will of the people'" 15 and serve as a mediatory ground for the 

bourgeoisie, peasants and laborers. The formation of the Duma 

initiated a pseudo constitutional political structure which lasted 

eleven years and seemingly inaugurated the end of the monarchical 

rule which had been in effect since 1801. The authority of this 

"constitutional" system was, however, deceptive. Nicholas II still had 

power over all legislative decisions. After two attempts, the Third 

(1907 -1912) and Fourth (1912-1917) Duma showed signs of success 

until the nobility and wealthy landowners overruled the assembly 

and forced the exclusion of workers and farmers. This was a fateful 

turn of events that ultimately led to the Tsar's downfall. 

The breach between the wealthy and the poor widened. 

Strikes in factories were constant. Riots erupted to protest food 

shortages. The assassination of the principal diplomatic leader, 

Prime Minister Stolypin, in 1911, and Rasputin, an influential monk 

of Nicholas II's court, in 1916, signaled inevitable change. During the 

social and political disintegration of tsarist Russia, the powerful 

presence of socialist parties grew. Finally, in February 1917, the 

15Basil Dmytryshyn. A Hjstory of Russia (Englewood Cliffs: Prentice. 
1977) 425. 
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imperial regime fell, terminating the three-hundred year old 

Romanov dynasty. The Provisional government, composed of ex

members of the Fourth Duma, oversaw the nation's leadership. Six 

months later, the Bolsheviks, led by Lenin and Trotski, seized control 

of the Provisional government in a military coup. The overthrow, 

called the October Revolution of 1917, was momentous --the nation 

was transformed by the socialist order and became the Union of 

Soviet Socialist Republics. Soviet society, under the dictatorship of 

Josef Stalin,16 slowly closed its doors to the West after the Revolution 

and began a period of isolation from the rest of the world. I 7 

It is significant that Miaskovsky's compositional expression and 

style paralleled these political developments in Russia. Chaotic social 

upheaval permitted personal expression and experimentation in the 

arts which coincides with Miaskovsky's subjective and innovative 

early period. Miaskovsky's later self-proclaimed objective period 

focused on music that would serve the Soviet society and social 

order. 18 

16Stalin controlled the U.S.S. R. from 1924-1953 

17Lenin's leadership allowed experimentation in the arts and the 
association with Western ideas. In the 1920's, the renewed interest in 
modernism inspired the formation of the "Association for Contemporary 
Music" (ACM). ACM activities provided a musical exchange between Western 
and Soviet composers. By 1932, however, ACM and its counterpart, "Russian 
Association of Proletariat Musicians" (RA PM) dissolved as members favored the 
Party's newly established association of musicians, Union of Soviet Composers. 

18 See analysis of piano sonatas. 
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3. Miaskovsky's Biographical Background 

Childhood and Military School 

On April 20, 1881, in Novo-Georgievsk, a small town near 

Warsaw, Nikolai Yakovlevich Miaskovsky was born. 19 Nikolai was 

the second child of Yakov Konstantinovich and Vera Nikolayevna; the 

family grew to include five children: Sergei (1877), Nikolai (1881), 

Vera (1885), Valentina (1886) and Eugenia (1890). 

Miaskovsky's father was a military engineer and an expert in 

defense. Although his mother played piano and his father 

occasionally sang, music was not an important influence on 

Miaskovsky's early life. The family left Novo-Georgievsk in 1888, 

and moved first to Orenburg, then to Kazan a year later. At the age 

of nine years, his mother died, leaving Yelikonida Konstantinovna 

Miaskovskaya, his father's sister, to assume the responsibility of 

raising the children.2o She was an accomplished musician and 

kindled Miaskovsky's interest in music with her songs, piano playing 

190n February I, 1918, Russia changed from the Julian calendar (Old 
Style) to the Gregorian calendar (New Style). Dates in this paper are in the 
New Style. To determine the Old Style, twelve days must be subtracted from 
dates in the nineteenth century and thirteen days subtracted from the dates in 
the twentieth century. For example, in the Julian calender Miaskovsky was 
born on April 8, 1881. 

20The death of his mother "made a deep impression" on Miaskovsky 
(Miaskovsky 412). Until the end of his life, he hung a portrait of his mother in 
his office. 
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and stories of concert life in St. Petersburg. Miaskovsky soon 

insisted on piano lessons and his aunt became his first piano teacher. 

His aunt was eccentric, a religious fanatic who suffered from 

agoraphobia, the fear of open spaces. Her mental instability created 

a difficult atmosphere in the family household, as Miaskovsky 

recounts: 

One of my gloomiest memories is of those long hours on 
Saturdays when our aunt used to lecture us. She would call us 
together and scold us unmercifully for playing practical jokes, 
spoiling our clothes, and disturbing our father (in her opinion 
we used to interrupt his work with our games). After these 
lectures, Auntie would mutter several times in succession, 'the 
Devil, the Devil, the Devil,' as if to exorcise the Evil one, the 
Tempter, and Corrupter of Morals. She would then leave for 
vespers, from which she returned soothed and quieted.21 

Miaskovsky was greatly affected by his aunt's behavior which 

according to biographer Ikonnikov, "profoundly irritated Miaskovsky 

and led to an unhealthy reticence in him. He would lapse into moody 

silence for days and even weeks on end. "22 

In 1893, at the age of twelve, Miaskovsky enrolled in the 

Nizhny-Novgorod Cadet Corps and continued the family tradition of a 

military career.23 Two years later, he entered the St. Petersburg 

21 Alexei A. Ikonnikov, Myaskovsky: 
Russian(New York: Philosophical Library, 

2:!Ikonnikov 3. 

His Life and Work trans. from the 
1946) 3. 

23 Strong expectations were placed on Nikolai and his brother to follow 
the family tradition of military careers. Yakov Konstantinovich's father. 
Konstantin Ivanovich Miaskovsky, was a teacher for the Cadet College in Orel 
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Cadet College. Military school interfered with Miaskovsky's musical 

interests. He reveals his frustration in a diary entry: 

Memories about these years of education (first in Nizhny
Novgorod, and later in the second corps in Petersburg) are 
somewhat bitter. Study came easy for me, and I was never 
lower than second in my class, but my developing musical 
instinct received only an occasional outlet. 24 

In spite of the demands of his military education, Miaskovsky 

attended concerts, listened to music, studied musical scores and 

learned many of the classics through four-hand playing. Again 

Miaskovsky's diary divulges his resolve to pursue his passion for 

music: 

Although I took lessons from Stuneyev25 and often played with 
several people my own age who also lived in our 
household ... my piano technique did not develop because of 
extremely unsystematic studies, but my sight reading facility 
and boldness in training exercises greatly increased. In four
hand piano arrangements we played all of the symphonies and 
overtures of Hadyn, Mozart, Beethoven (in truth we weren't 
successful with the Ninth), Weber, Mendelssohn, Schumann. 
pieces by Schubert, and so forth, I even ventured to play the 
violin sonatas of Mozart and Beethoven as well as various other 

and Nikolai Petrakov, his wife's father was an administrator for a military 
school in Nizhni-Novgorod.) 

24George Foreman, trans., "Autobiographical Notes About A Creative 
Journey," by Nikolai Yakovlevich Miaskovsky, diss., U of Kansas, 1980, 414. 

25Stuneyev was recommended to Miaskovsky's father by Cesar Cui. He 
was not a good teacher. His reputation was based on his family association to 
Glinka's wife, Maria Petrovna. Miaskovsky felt that he benefited more from 
his own independent study. 
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little pieces with my first cousin. During these years I gathered 
a reasonably good body of impressions and knowledge about 
the German classics,26 

After hearing summer outdoor symphony concerts in St. Petersburg, 

Miaskovsky decided to study the violin. That same autumn he joined 

the Cadets Corps symphony orchestra and also undertook 

composition studies with the orchestra's conductor, Nikolai Ivanovich 

KazanIi.27 Miaskovsky remembers: "my first rather inarticulate 

attempts at composition bore the imprint of Chopin of whom I was 

never fond. "28 

At the age of eighteen, Miaskovsky completed his studies at the 

Cadet Corps and entered military school. He specifically chose 

engineering because of its less rigorous and more liberal program, 

which allowed him more time to study music. At school, he met 

ardent followers of the "Mighty Five" whose music greatly influenced 

Miaskovsky's own musical style. Commenting on his compositions, 

Miaskovsky noted: 

On the whole, I am a follower of Tchaikovsky, Medtner, 
Rachmaninoff and, above all, of the Big Five ... By this I mean to 
say that I class myself with them (Rimsky-Korsakov, Glazunov, 
Lyadov and their schools). Although, of course, it would be 

26George Foreman "Autobiographical Notes" 417. 

27Nikolai Ivanovich Kazanli (1869-1916) studied composition with 
Rimsky-Korsakov and Balakirev. 

28George Foreman "Autobiographical Notes" 417. See Sonata no. I in d 
minor. op. 6. 
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difficult to say exactly where to look for Rimsky-Korsakov in 
my symphonies, for example. In such a case perhaps it would 
be more exact to refer to Glazunov.29 

While in school, Miaskovsky had time only to study the piano, 

temporarily abandoning composition. Lack of good instruction and 

time critically stunted his development which plagued Miaskovsky 

with a sense of insecurity and little confidence throughout his 

lifetime.3o "You have a trait opposite of Wagner: that of always 

being dissatisfied with yourself," admonished Prokofiev in a letter to 

Miaskovsky.31 Despite all apparent obstacles, Miaskovsky 

independently guided his own musical direction. 

Kryzhanovsky and "The Evenings of Contemporary Music." 1901-

1905 

Just before leaving for military service in Moscow, Miaskovsky 

boldly wrote to Rimsky-Korsakov and asked him to recommend a 

composition teacher. To his surprise, Rimsky-Korsakov responded 

and suggested that Miaskovsky contact the composer Taneyev who 

29Ikonnikov 117. 

30 "My lifelong ambition." Miaskovsky writes."of expressing in music 
feelings associated with the personalities of our great contemporaries. who are 
building up society anew with such remarkable foresight. courage. wisdom. is 
constantly frustrated by the obvious immaturity of my technique." (lkonnikov 
122.) 

3 I Sergei Prokofiev. "Autobiography." S. Prokofiev: 
AutQbjQ~raphy Artjcles Remjnjscenes, (Moscow: Foreign Languages 
Publishing House. n.d.) 264. Letter written August 17. 1908. 



in turn, directed him to Gliere. His studies in Moscow with Gliere 

lasted only one year, after which Miaskovsky transferred to St. 

Petersburg in 1904, and on Gliere's advice contacted Ivan 

Kryzhanovsky. This encounter would be a cornerstone in 

Miaskovsky's development.32 
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For four years, Miaskovsky studied "counterpoint, fugue, form, 

and a little orchestration" with Ivan I. Kryzhanovsky,33 

Kryzhanovsky also introduced Miaskovsky to St. Petersburg's music 

society through the renowned concert series called the "Evenings of 

Contemporary Music." Miaskovsky recounts in his journal: 

As a result of these studies, and thanks to the re-establishment 
of a temporarily abandoned circle of friends, which now also 
included V. V. Iakovlev (today a well-known writer on musical 
and theatrical subjects), and among whom flourished a passion 
for the most contemporary currents in literature, painting, etc., 
I made my first serious musical endeavors--numerous 
romances in words by Z. Gippius. These experiments allowed 
me to approach a circle of the foremost musical figures which 
was grouped around the "Evenings of Contemporary Music." 
But, in truth, I did not attempt to make this circle "my own" 
since even at that time endeavoring after the "last word" in 
musical technique did not hold for me sufficient value in itself. 
In any event, the atmosphere of tense musical searching and 
the stern evaluation of their fruits could not but infect me and 
force me to feel that I was still a dilettante, and as long as I 
was connected to the military service, which weighed so 

32Ivan Kryzhanovsky (1867-1924), one of the founders of "Evenings of 
Modern Music" and a student of Rimsky-Korsakov. 

33Foreman, "Autobiographical Notes" 419. 
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heavily on me, I would not be able to remove myself from this 
state. 34 

"Evenings of Contemporary Music" served as a primary force 

for the modernist direction in Russian music history. It began in 

1901 and lasted until 1912 as a series of monthly concerts held 

between October and April. The series was modeled after M i r 

lskuustva, "The World of Art", a journal which was founded by 

director of Ballet Russe. Sergei Diaghilev and a circle of his liberal 

peers. 35 The original members of the newly formed concert series 

were Karatygin36 and Kryzhanovsky, Medem, pianist, composer and 

professor at the Conservatory, and Pokrovsky, pianist and close 

friend of Stravinsky. Alfred Nurok and Walter Nouvell were two 

other important figures in the organization.3 7 They were strong 

3~Compared to other composers of his time, Miaskovsky felt dissatisfied 
by his insufficient musical training. He was extremely self-critical about his 
work and called his anxiety "nightmares of literacy." He subsequently 
destroyed many of his works and characterized them as "immature." 
(Foreman, "Autobiographical Notes" 419.) 

35S ergei Diaghilev and Alexander Benois founded the art journal "Mir 
Iskusstva" in 1898. The journal represented the most advanced trends in 
Western and Russian art. The "Evenings of Contemporary Music" sponsored 
the first public performances of controversial. young Russian composers. 
Prominent foreign composers were also invited to perform. Among the 
composers who made public appearances were Claude Debussy, Max Reger. and 
Arnold Schoenberg. 

36 Vyacheslav Gavrilovich Karatygin (1875-1925) was a highly 
regarded scholar and music critic. He published many articles and became the 
music writer for the newspaper "Rech." 

3 7 Alfred Pavlovich Nurok was a writer for the World of Art magazine. 
Walter Fedorovich Nouvell. an official with the Russian Foreign Office. was an 
art enthusiast and an amateur composer. They were close friends with Sergei 
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supporters of Diaghilev's philosophy which emphasized originality, 

"'pure art for art's sake,' free from the shackles of the notion that art 

should serve society." 38 Miaskovsky's earlier works reflect this 

individualistic point of view. 

Almost all of St. Petersburg's music society, especially the 

critics, attended the "Evenings of Contemporary Music" concerts: 

The most prominent vocalists and instrumentalists offered 
their services free of charge, and their names attracted a large 
segment of the St. Petersburg audience as well as the critics, 
whose 'pro' and 'con' reviews made these performances 
popular and important) 9 

The purpose of the concerts was to promote new works by Russian 

composers and by composers from abroad. The programs of "the 

Evenings" included the chamber music of Debussy, Dukas, Faure, 

Chausson, Roussel, d'Indy, Schoenberg, Reger, Wolf, Richard Strauss, 

and the modern Russian composers ---Scriabin, Stravinsky, Medtner, 

Rachmaninoff, Rebikov and Tcherepnin. Prokofiev splendidly 

describes the atmosphere of one of these concerts and the society's 

members in his diary: 

Diaghilev. The Evenings of Contemporary Music emerged as the musical 
branch for the World of Art community. 

38Yictor Seroff, Ser~ej Prokofiev a Sovjet Tra~edy' the Case of Ser~ej 
Prokofiev His Life and Work His Critics and His Executioners, (New York: 
Funk and Wagnalls, 1968) 52. 

39Seroff, 53. 
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They met in a big room at the Becker piano factory, located in 
the center of the city on Morskoy Boulevard (now Herzen 
Street). As a friendly gesture, Becker had made it possible for 
them to gather there and make music. By day the store did 
business. At night it was closed, and the musicians gathered in 
that dark room where only one light was burning. Chernov 
introduced me to the leaders. There were five of them, all 
middle-aged. Alfred Nurok, a man with a bald and rather 
knobby head, was the liveliest and most vigorous. Walter 
Nouvell, a short man who dressed more neatly than the others, 
had a rather sharp tongue. Vyacheslav Karatygin, an 
unattractive, almost ugly man, was serious and known as one 
of the best music critics in the capital. These three were the 
most important ones.40 

Miaskovsky and Prokofiev made their first public appearance 

in December 1908, at one of the "Evenings" concerts. Miaskovsky 

programmed his Four Songs41 based on the words of Zinaida Gippius 

and Prokofiev prepared several of his short piano pieces· Prokofiev 

notes in his journal that Miaskovsky, however, was "too sick" at the 

last minute to attend the concert. Co-founder of the "Evenings," 

Vyachesla Gavrilovich Karatygin took Miaskovsky's place at the piano 

and accompanied soprano Demidova Kryzhanovsky. 

St. Petersburg was a gateway at which the East and the West 

could meet. The industrial age encouraged foreign investment and 

40 Sergei Prokofiev, Prokofiev by Prokofiev: A Composer's Memoir. 
trans. Guy Daniels. ed. David H. Appel (Garden City: Doubleday. (979) 243. 

41 Three of the four Miaskovsky songs can be accounted for from 
Prokofiev's correspondence: Moon and Mist, Contradiction and Blood. 
Prokofiev played Story, Snowflakes, Reminiscence, Elan. Prayer, Despair and 
Diabolic Suggestions. 



Russia was open to Western influence. Through Miaskovsky's 

association with Kryzhanovsky, their circle of friends and the 

"Evenings" concerts, Miaskovsky was exposed to contemporary 

Western ideas that fostered in him an open frame of mind. 

30 

The literary material for his songs, mainly Russian symbolist 

poets, Balmont and Zinaida Gippius, indicates Miaskovsky's 

progressive tendency to accept the unconventional. In his book A 

History of Russian Soviet Music, Bakst characterizes the mood of the 

Russian symbolists:42 

At the turn of the century there developed in Russian 
philosophy the idea of the coming end of the world. The idea 
was spread by V. Solovyov, who was a mystic and an idealist. 
Solovyov's ideas, which were based on the prophecies of the 
Apocalypse, influenced Russian symbolist poets. The poet 
Andrei Bely wrote, in 1905, of the "approaching end of world 
history" and of the prophetic importance of Russian poetry, 
which predicted "transformation of Heaven and Earth into a 
City of Ierusalem."43 

The following is an excerpt from one of Miaskovsky's first romances 

and demonstrates the pessimistic character of Zinaida's poetry: 

42 Under Gliere. Miaskovsky ··rote some songs using the words by 
symbolist poet, Balmont. Zinaida Glppius (1869-1945) was one of the founders 
and representatives of symbolism. She is considered one of Russia's finest 
poets. She also was active in spirituality and helped found the St. Petersburg 
Religious-Philosophic Society. 

43 James Bakst, A History of Russian-Soviet Music (New York: Dodd and 
Mead, 1966) 270. 



No, not affected; no, not insulted, 
Wearied to death are they, no sparks of life in them. 
I imitate them---I love not anyone, 
I know not anything. I simply sleep. 
(In the Parlor, Op. 5, No.3 1904)44 

3 1 

The apocalyptic tone of the symbolists could have been motivated by 

the decline of Romanov sovereignty, a rule of three hundred years, 

and a nationwide feeling of discontent. Given Miaskovsky's use of 

symbolist poetry in his compositions, it seems that he shared their 

sentiments. However, it is curious that although he borrowed from 

and was associated with the most innovative poets and artistic 

tendencies of the time, Miaskovsky did not break the paradigms like 

his contemporaries Prokofiev and Stravinsky, who changed the 

cours~ of musical history.45 

The Revolution of 1905 and St. Petersburg 

While in St. Petersburg, Miaskovsky maneuvered every 

possible means to make time to compose and study music. To have 

the summer free, he applied to the Law Academy so that he could 

study part time at the conservatory. Instead of preparing for his 

exams during the designated summer months, Miaskovsky furiously 

wrote sonatas and songs. In the fall, he managed to postpone the 

exams owing to an alleged illness. In juggling the demands of 

44 Ikonnikov 76. 

45 See analysis. 



military service and music classes, he demonstrated his 

resourcefulness, determination, and discipline. 

32 

I succeeded in entering the Conservatory~). . . This greatly 
complicated the matter of my military duties, and I had to 
show phenomenal resourcefulness in order always to be on 
time for my military appointments, not to miss lessons, and 
besides to work a great deal. I refined my technique of work 
to the point that (even attending a class in orchestration with 
Rimsky-Korsakov who did not like loafers) I was able to carry 
out all of my tasks, and even some free time remained. During 
this time my superiors in the office noticed nothing (my 
immediate superior, fortunately, had a friendly disposition 
toward me).46 

The time at which Miaskovsky entered the conservatory was 

an unsettling period of his life. Not only did he experience an 

internal struggle caused by the conflict between a music career and 

the family military tradition, but also by the social and political 

turmoil in his homeland. St. Petersburg, the Imperialist capital, had 

become a center of chaos. 

The St. Petersburg Conservatory was not excluded from the 

unrest and the furious outcry for reforms that beset the nation. The 

director, August Bernhard, tried to expel students who were involved 

in revolutionary activism. Rimsky-Korsakov, who supported 

student's rights, requested the director's dismissal. Bernhard 

resigned, but not before terminating Rimsky-Korsakov's position. In 

protest, Glazunov and Lyadov also resigned. Consequently, the 

46 Foreman. "Autobiographical Notes" 421. 



conservatory was forced to close for many months. In the fall of 

1906, with Rimsky-Korsakov and Lyadov reinstated and Glazunov 

placed as the new director, Miaskovsky officially entered the 

Conservatory. 

33 

The following year, Miaskovsky finished his military obligation. 

To the dismay of his father, who had still hoped for his son's military 

career, Miaskovsky entered the conservatory full time and retired 

from the military services. 

St. Petersburg Conservatory, 1906-1911. 

Now, for the first time, Miaskovsky was free to immerse 

himself in his musical studies. The summer was immensely 

productive with numerous short piano pieces, four piano sonatas, a 

string quartet, and his first song cycle with words by symbolist poet 

Baratynsky. "I consider that summer in 1907," Miaskovsky wrote, 

"to be the first time when I felt myself to be almost a professional. "47 

47Foreman. "Autobiographical Notes" 422. 
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At the conservatory, he developed a friendship with Sergei 

Prokofiev48 and Boris Vladimirovich Asafiev49 (pseudonym for Igor 

Glebov), who would become lifelong colleagues. Extensive 

correspondence with Prokofiev reveals valuable information on 

Miaskovsky's life and work.50 In a journal, Prokofiev recalls his first 

impression of Miaskovsky: 

Miaskovsky showed up at the Conservatory in the uniform of a 
lieutenant in a battalion of engineers, with a big yellow 
portfolio under his arm. He had a mustache and beard and was 
very reserved, polite, and taciturn. His reserve attracted 
people to him and at the same time kept them at a distance." s I 

48The friendship with Prokofiev began with playing the four-hand 
arrangement of Beethoven Ninth Symphony together. The ensemble playing 
was so successful, that they continually met and playied four-hand 
arrangements of symphonies, operas, chamber music. Prokofoiev wrote in his 
memoirs "Miaskovsky always took the left-hand part, stubbornly refusing to 
play the right. 'I have no business playing the right-hand part,' he would say. 
'My fingers aren't fast enough'" (Prokofiev 188). Unlike Prokofiev, 
Miaskovsky never pursued a concert career. 

49 Boris Vladimirovich Asafiev (1895-1949) was a highly regarded 
musicologist and dean of the music division at the Arts Institute in Petrograd. 
He founded the Leningrad branch of the Association of Contemporary Music. 
Ironically, in the Purge of 1948, he sided with Zhandov and denounced his 
lifelong friend, Miaskovsky. 

50By the summer of 1907, Prokofiev and Miaskovsky exchanged 
numerous letters with extensi ve critiques of each other's compositions. The 
professional correspondence lasted from 1907 to 1950 with very few 
interruptions. Biographer Harlow Robinson remarks, "The hundreds of letters 
deal almost exclusively with technical musical matters, very rarely with the 
personal and emotional, although the Soviet compilers of the collected 
correspondence have heavily edited the letters and may well have omitted 
most personal references" (Harlow Robinson, Seq:ej Prokofiev' A Bjographv, 
(New York: Viking, 1987) 52.) 

S I Prokofiev, Prokofjev ., I 82. 
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Miaskovsky entered the conservatory at age twenty-five, 

relatively inexperienced, having written only a few songs, piano 

sonatas, and short piano works. Prokofiev, who was ten years 

younger, better trained, and more prolific, greatly respected 

Miaskovsky. In Miaskovsky, Prokofiev found a mentor who 

supported and encouraged his progressive, individualistic writing 

style. Their correspondence well documents that the two composers 

took refuge in each other for musical advice. 

The conservative attitude of their professors--Lyadov 

(composition), Rimsky-Korsakov (orchestration), Withold (form and 

composition), and Winkler (piano)--became targets of complaint in 

the two composer's correspondence.52 Lyadov was the most 

intolerant of modernist inclinations. Prokofiev said of him, "Anyone 

who dared to depart from the conventional path was bound to incur 

his wrath. Thrusting his hands into his pockets and swaying back 

and forth on his soft heelless prunella boots, he would say. "I cannot 

understand why you bother to study with me. Go to Richard Strauss, 

go to Debussy. "53 Prokofiev advised Miaskovsky not to show his 

52Speaking about the modernist movement, in July of 1905, Rimsky
Korsakov wrote to his wife, Nadezhda, "music is now beginning to enter a new 
and incomprehensible phase."(Peter Deane Roberts, Modernism in Russian 
Piano Music· Skriabjn. Prokofiev. and Their Russian 
Contemporaries (Bloomington: Indiana UP, 1993) 160n.) 

53Prokofiev, Prokofjev 25. 



work to their composition teacher in order to avoid Lyadov's 

criticism: 54 

36 

Did you finish your symphony: If not, finish it. If so, don't 
show it to anyone -- wait for me. And don 't so much as 
mention it to Lyadov. because there's no sense in showing it to 
him. Glazunov may arrange a performance for us. But 
Lyadov? .. He'll just revile us.55 

In agreement with Prokofiev, Miaskovsky reveals in a journal entry 

his private rebellion against the conservatory's classical expectations: 

Lyadov, my professor, did not see this symphony since I wrote 
it outside of class (fugue), and it was so foreign to the class that 
we would not venture to show it to him, and so I wrote it "for 
myself," especially since he knew of the class's infection with 
modernism (particularly in Prokofiev and myself).56 

This entry shows that in his early period Miaskovsky struggled to 

establish his personal expression. His persistence in exploring and 

pioneering his own harmonic language is evident in a letter to 

Prokofiev, in which he describes a chord he uses in the Finale of a 

quartet: 

54Letter dated September 15, 1908. 

55Prokofiev, Prokofiev 266. 

56Foreman, "Autobiographical Notes" 422-23. Lyadov's response to 
Miaskovsky's First Symphony: "I cannot understand how in Miaskovsky a 
sharp and lucid mind is untied with his everlasting layers of creeping 
harmonies, a regular impenetrable network of them." (Alfred J. Swan. 
Ryssian Music and It's Soyrces in Chant and Folk-SODi (New York: Norton. 
1973) 190.) 
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In the Ducasse work that chord is a result of the general voice
leading, whereas I used it for its sonority. Just at that time 
Glazunov came into Withol's class, so that I played the entire 
Finale of the quartet with him present. I stumbled over the 
chord, and he asked, "What kind of a chord is that?" I couldn't 
explain. Then Glazunov muttered in a vexed tone, "Up until 
now, everything has been going along smoothly with you. But 
now you've run smack into those unacceptable harmonies 
again. "57 

Two years later, Miaskovsky was still being chastised for his 

venturous harmonies. However, unlike Prokofiev, who openly 

criticized the older professors, Miaskovsky respected his teachers 

and their authority, even when he knew that their instruction was 

limited. Of Lyadov, who detested the modernist style, Miaskovsky 

writes: 

All the same, I cannot help but acknowledge that the 
extraordinary strictness of his requirements, even 
captiousness, his exceptionally methodical lucidity, his 
uncommon taste, and his extraordinarily sharp critical instinct 
most firmly strengthened our technique and developed our 
sense of style. I remember Lyadov with admiration, gratitude. 
but also--with terror.58 

Miaskovsky graduated from the Conservatory in 1911. His 

association with Saradzhev, the first to conduct Miaskovsky's 

symphonic works,59 and Derzhanovsky, music critic and editor of a 

57Prokofiev. Prokofiev 304. 

58Foreman. "Autobiographical Notes" 423. 

59 Vow of Silence was performed in Sokol'niky (near Moscow) in 1911 
and the Second Symphony the following year. 
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weekly music magazine Muzyka 60 , helped to launch Miaskovky's 

career as a respected composer. Derzhanovsky offered Miaskovsky a 

job as a music critic for Muzyka, a position he held for four year.61 

At the age of thirty, Miaskovsky began to establish himself as a 

respected musician and composer. During this time, he finished his 

second and third symphonies, a sonata for cello and piano, the second 

piano sonata, and songs to the words of Zinaida Gippius. He also 

sketched the fourth symphony, tentatively subtitled Cosmology and 

based on Edgar Allen Poe's Eureka, and began work on the fifth 

symphony. The completion of these symphonies was interrupted in 

1914, by Russia's entrance into World War I, the cause of "a great 

gap"62 in Miaskovsky's music career. Although he later completed 

60 The magazine Muzyka consisted mainly of the same people involved 
with the "Evenings of Contemporary Music." It promoted the current trends of 
the West and supported the new works by Russian contemporary writers. 
Historian Nestyvev remarks, "None of the contributors was paid for his work. 
V. Derzhanovsky, editor and publisher, barely managed to make both ends 
meet by taking paid advertisements and by occasional donations from wealthy 
patrons" (Israel V. Nestyev, Ser~ej Prokofiev' His Musical Life, trans. Rose 
Prokofieva. (New York: Alfred A. Knopf, 1946) 27.) 

61 As reviewer for three and half years he wrote sixty miscellaneous 
articles and reviews, all written without renumeration. He signed his articles 
"N. Y." Miaskovsky attributed the development of his critical abilities, so 
necessary in teaching, to this experience. Prokofiev also observed that "the 
traits so characteristic of him -- clarity and precision in passing judgment, 
thorough knowledge of the subject, and strict adherence to principle 
manifested themselves even in his early period of his independent 
professional career. "(Prokofiev, Prokofiev 1 18.) 

62Foreman, "Autobiographical Notes" 426. 



both symphonies, he never returned to these original subjective, 

symbolist concepts. 

World War I Through the Late Twenties and Socialist Reform 

39 

Within the first month of the war, Miaskovsky was recalled 

into military service as a lieutenant, and within a short time, 

mobilized to the Austrian front.63 During this time, he wrote 

despairing letters to Prokofiev in which he describes the horrors of 

trench warfare. For the most part, Miaskovsky conscientiously 

fulfilled his military obligations despite his democratic leanings. In 

his journal, he discloses his political feelings that evolved with the 

events of the socialist uprising: 

My participation in the war and certain encounters there 
strengthened significantly my democratic inclinations, which 
had already taken shape at the Conservatory, and they became 
more extreme during the February Revolution, although not in 
a completely defined direction. But the July events in 
Petrograd, which reached Revel through the press, swung me, 
in a significant way only instinctively, to a much more radical 
position.64 

Despite the calamity of war, Miaskovsky continued to be absorbed 

with music. On the frontlines, he made sketches of the folk music he 

63 See Foreman for details on Miaskovsky's military service during 
World War I. 

64 Foreman. "Autobiographical Notes 426. 
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heard, which became material for the fifth and sixth symphonies.65 

The symphonies began to reflect an objective style based on the 

impressions of the war. In February 1917, he was transferred to 

Revel naval fortress, to recover from shell shock and stayed there 

until the end of the year. While recuperating in Reval and finishing 

his military service at the Naval General staff in St. Petersburg, he 

finished the symphonies. During his recuperation, he also organized 

one of the first formal establishments of musicians in the Soviet 

Union, "The Collective of Composers" (1919). Yet, as many artists of 

his time, Miaskovsky felt that art and politics inhabited separate 

realms which explains the lack of his response to the historical 

events surrounding the landmark year of 1917. Miaskovsky was 

finally released from the military in 1921. 

By this time, Miaskovsky's musical heros, the "Mighty Five" and 

Scriabin had died. His close friend, Prokofiev, had left Russia to live 

in the West. In addition, the mass exodus of the country's musical 

nucleus left Miaskovsky in a musical void.66 In 1921, the Moscow 

Conservatory invited him to join the faculty as professor of 

composition, a post he retained throughout his life. Settled in the 

Moscow community, Miaskovsky was able to focus attention on the 

Soviet Union's music education and cultural development. He 

65 Symphony No. 5 (1920), The Sixth Symphony (1923) contained images 
of revolution. 

66See footnote 7 in Introduction. 
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became a member of the Art Section of the State Education Council, a 

staff editor for State Music Publishing and for the new magazine 

Sovetskaya Muzyka (started in 1933). Miaskovsky also participated 

as a prominent member of the Union of Soviet Composers, and as an 

advisor for music programs on the All-Union Radio Committee. It is 

remarkable that in addition to these obligations, the disciplined and 

resourceful Miaskovsky composed an annual symphony. 

The experience in the war altered Miaskovsky's perspective 

dramatically. His style shifted from a subjective focus to an objective 

perspective that based thematic material on Soviet subject matter 

instead of on impressionistic emotion. In his journal he writes: 

The war greatly enriched my supply of internal and external 
impressions and at the same time for some reason brought 
about a certain enlightenment in my musical thought. Most of 
my sketches at the front had, if not a bright, at least a much 
more "objective" character.67 

By the Eighth Symphony (1925), Miaskovsky started to grasp the 

new "objective frame of mind which [he] had begun to seek."68 His 

succeeding symphonies continued to exemplify this new direction 

and to show his devoted interest in Soviet topics: the Tenth 

Symphony (1927) is based on Pushkin's The Bronze Horseman; 

(1927); Twelfth Symphony (1931) reflects socialist collectivization 

67Foreman, "Autobiographical Notes" 427. 

68Foreman. "Autobiographical Notes" 429. 
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and glorifies the emergence of the collective farms.69 In the end, 

however, Miaskovsky remained dissatisfied with his writing. Still, he 

struggled to create a particular sound that would best reflect his 

concept of socialist realism. He self-critically observes: 

My Fifteenth Symphony (1934), which was written in the past 
year, is praised by many for its optimism and lyric emotion. 
But even this is not completely the language that I am seeking 
in order to feel that I am fully an artist of our time. I do not 
know what this language should be, and I do not know the 
means by which it can be found. Neither the trend toward the 
use of folk song, nor the intonation of our urban melodies in 
their pure form, appears to me to be the sole ingredients that 
will create the musical language of socialist realism in 
instrumental music, the specific character of which has 
profound differences from folk and vocal music.7 0 

The struggle Miaskovsky felt in his development of a 

"language" in the 1930s echoes the debate that shaped the 1920s 

69 The Twelfth Symphony indicates Miaskovsky's enthusiasm for the 
new Socialist realism "When the first calls for the collectivization of peasant 
agriculture began to be heard, I was extremely captivated by this idea ... the 
plan for a symphony about rural life which would picture in sucessive stages 
life before the struggle, in the struggle for the new life, and during the new 
life." (Foreman, "Autobiographical Notes" 430.) 

70Foreman, "Autobiographical Notes" 432. The Great Soviet 
Encyclopedia states that "socialist realism" was first seen in a Soviet newspaper 
(Literaturnaia gazeta) in 1932. The term refers to an art aesthetic that reflects 
life from the viewpoint of socialist ideals. The thirties represented a 
solidification period of socialist principles. For example, the Resolution of 1932 
"signified the end of an era of flexibility, and inaugurated one of 
regimentation. It transformed Soviet arts from multifomity to conformity and. 
ultimately. to uniformity (Schwarz 110) At the First All-Union Congress of 
Soviet Writers in 1934, Andrei Zhandov. a notable Party member, who a decade 
later lead the Purge of 1948. called for artists to depict socialist realism in their 
works. ("Socialist Realism." The Great Soviet Encyclopedia, 1973 ed.) 
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music scene in Moscow, as well as his own uncertain development 

from a modernist to a social realist. Soon after World War I, 

Miaskovsky once again allied himself with the Russian Modernists or 

Formalists who had flourished in the early part of the century. The 

Russian Modernists, with previous members from the "Evenings of 

Contemporary Music," wanted to resume their musical activities. The 

Proletarian (Traditionalist) groups, however, had gained visibility 

and influence with the new socialist power, and vehemently opposed 

modernist tendencies as ideologically bourgeois. Contrary to the 

Modernists, the Proletarians wanted to preserve Russian nationalist 

traditions and keep music accessible to the peopleJl Socialist 

realism championed music that represented Soviet life. This meant 

the favoring of composers who formed Russia's musical heritage, 

such as Tchaikovsky and the "Mighty Five," the support of traditional 

musical ensembles and vocal works, such as the symphony and the 

opera, and the use of Russian folk songs in composition.7 2 

Formalism, on the other hand, represented the modernistic direction 

71The definition of modernism taken from the 1952 edition of the Great 
Soviet Encyclopedia: Modernism (from the French new contemporary) 
reflects the anti-modernist stance of Stalinism. It is described as "a general 
concept of various decadent trends (impressionism, expressionism, 
constructivism) in bourgeois art and literature of the imperialist era. 
According to the Soviet view, modernism is characterized by the distortion of 
reality, the refusal to represent the typical, the confirmation of reactionary 
tendencies, anti-people, cosmopolitanism." (Schwarz 304.) 

72Soviet officials regarded instrumental music such as in chamber 
music, piano and cello sonatas, string quartets objectionable and "did not 
fulfill 'the aesthetic needs of the people'" (Schwarz 212). 
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in music. This included music influenced by Western ideas and the 

most innovative musical trends, such as the unconventional 

instrumentation in chamber music and in orchestra music (twenty

four trumpets in Khachaturian's Symphonie Poeme), uncommon and 

unusual harmony and the absence of melody and folk songs. Music 

theorist Peter Roberts notes the split between the two political 

factions that became increasingly apparent: 

The situation at times became confused. With the reform of 
the conservatories in 1922 and the appointment of progressive 
musicians like Boris Asaf'yev and Vladimir Shcherbachev , 
there were serious divisions between the Modernists and 
Traditionalists [Proletarians] within the conservatories 
themsel vesJ 3 

In 1923, the Modernists formed the Association for 

Contemporary Music (ACM), with Miaskovsky as one of its founders. 

Members of the ACM felt that their goal was to foster the 

composition of new and revolutionary works. This association 

included many Russian composers, as well as the foreign composers, 

Bartok, Honegger and Hindemith to name a few. The Russian 

Association of Proletariat Musicians (RA PM) who worked for the 

division of propaganda within the state publishing house, however, 

eventually gained more support. In their 1926 issue of the journal 

Music and October, the RAPM went so far as to publish an article 

73Peter Deane Roberts, Modernism in Russian Piano Music: Skriabin. 
Prokofiev and Their Russian Contemporaries 2 vols. (Bloomington: Indiana 
UP. 1993) 4. 
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dismissing Miaskovsky, Vissarion Shebalin, and Anatoly Aleksandrov 

for their decadent bourgeois tastes. By 1929, Lenin's government 

fully endorsed the RA PM which signaled the state's first attempt to 

control the arts. To avoid a confrontation with the state, many 

musicians left the A eM. In keeping with the government's 

intensified intervention into the creative processes of Soviet artists, 

the state launched a series of interrogations to enforce their 

ideological goals. The two opposing concepts that dominated the 

artistic world during the time of socialist reconstruction (1930's), 

namely social realism and formalism, were to be streamlined into a 

state-sanctioned socialist realism. 

The Resolution of 1932 to regulate music was the state's first 

move toward social reform. Moreover, a general feeling of unrest 

after the assassination of one of Stalin's close government officials, 

Sergei Kirov, in 1934, incited the government to tighten control. The 

fear of further attacks led to thousand of arrests and a "so-called 

purge [that] was directed not merely toward government employees, 

Communist Party members, peasants and workers; it was turned also 

against men and women in every walk of life."74 The arts were 

included in the government's restriction. Shostakovich's opera, Lady 

Macbeth of Mtsensk (1936), was one of the first works to be 

condemned for its formalist style. In a government newspaper, 

74Seroff 192. 
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Pravda, the review "Confusion Instead of Music," attacked 

Shostakovich's music which signaled a turning point for the future of 

Soviet composers: 

From the first minute, the listener is shocked by deliberate 
dissonance, by a confused stream of sounds. Snatches of 
melody, the beginning of a musical phrase, are drowned, 
emerge again, and disappear in a grinding and squealing roar. 
To follow this "music" is most difficult; to remember it, 
impossible .... The composer apparently never considered the 
problem of what the Soviet audience expects and looks for in 
music. As though deliberately, he scribbles down his music, 
confusing all the sounds in such a way that his music would 
reach only the effete 'formalists' who had lost their wholesome 
taste'? 5 

Purge of 1948 and End of Miaskovsky's Life. 

The eruption of the Second World War temporarily disengaged 

the government's attention from their social reforms. Artistic control 

relaxed during the war years. Since the cities were targets of war, 

many artists, including Prokofiev, who had returned in 1927, and 

Miaskovsky, were evacuated inland to such small towns as Na1chik, 

Tbilisi and Frunze. These refuges became havens for artists who 

could compose and perform their works relatively free from 

government scrutiny. At the conclusion of the war, however, the 

government organized the reconstruction of its shattered country. A 

five year plan began. National pride from a victorious war renewed 

75Seroff 320. 
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enthusiasm for socialist ideology. The regulations instigated before 

the war as well as new guidelines were established. Once more, the 

arts became subject to extreme regulation. 

General Andrei Aleksandrovich Zhdanov76 was the main 

instigator in the implementation of the socialist reforms of the arts. 

In 1946, Zhdanov and the Central Committee of the Communist Party 

standardized literature, theater and film. The following sentences 

contain the core of the resolution: 

Works which cultivated a non-Soviet spirit of servility before 
,he contemporary bourgeois culture of the West have appeared 
in the journal. Contributions saturated with gloom, pessimism, 
and disillusionment with life have been published ... The 
editors ... have forgotten the thesis of Leninism that our 
journals--whether scientific or literally--cannot be non
politicaL.They are a mighty instrument of the Soviet state ... Any 
preaching of "art for art's sake" .. .is harmful to the interests of 
the Soviet people and the soviet state.7 7 

Music was next in line to receive critical review, prompted by a 

premiere performance of Vano Muradeli's opera (1947), The Great 

Fellowship. 

Andrei Zhdanov was present at a private performance of the 

opera and disliked it immensely. After the performance, backstage, 

he expressed his displeasure to Muradeli and theater director 

76General Andrei Aleksandrovich Zhdanov was born in 1896 He died in 
August, five months after the initiation of the "Purge of 1948." 

77Schwarz 207. 
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Leontynev. The controversy may have caused Leontynev's death; 

coincidentally, he died a few days later from a heart attack. In early 

February 1948, Zhdanov organized a three-day conference of 

Moscow composers and the Central Committee of All-Union 

Communist Party to discuss the status of Soviet music. At this 

meeting, Zhdanov publicly denounced formalistic music. He accused 

leading Russian composers of polluting Soviet society with "bourgeois 

decadent decay." On the third day of the conference, Zhdanov 

summarized the direction of present-day Soviet music: 

It is not a question of occasional lapses, nor a question of the 
leaking roof of the Conservatory. This can be easily repaired. 
But there is a great big hole in the very foundation of Soviet 
music. The truth of the matter is that the leading part in the 
creative work of the Composers Union is played by Comrades 
Shostakovich, Prokofiev, Miaskovsky, Khachaturian, Popov, 
Kabalevsky, Shebalin .... Let us consider these comrades as the 
principal figures of the formalist school. This school is radically 
wrong.1 8 

Government control grew precipitously and culminated in the 

infamous Zhdanovchina , often referred to as the Purge of 1948. This 

violent censorship presented the last major upheaval Miaskovsky 

was to face.1 9 

78 Alexander Werth, Musical Uproar in Moscow (Westport: Greenwood. 
1973) 79-80. 

79See Chapter "Background and Overview of Miaskovsky's Piano 
Sonatas." 



49 

The outcome of the conference was the Central Committee's 

Decree on Music. Muradeli's opera was condemned as "chaotic and 

inharmonious, full of continuous discords which hurt one's ears. "80 

Muradeli was further attacked for representing the Soviet composers 

who insisted on formalist style: 

As long ago as 1936, in connection with Shostakovich's new 
opera, Lady MacBeth of Mtsensk, the formalism and anti
people perversions in Shostakovich's music were sharply 
critised by Pravda .. ... Despite these warnings, and despite the 
Central Committee's more recent decisions on literature, the 
cinema, and the theaters, Soviet music has so far failed to pull 
itself together. The occasional successes of a few composers 
who have written songs which became popular with the people, 
and the music written for some films, etc., do not alter the 
general picture. 

The state of affairs is particularly bad in the case of 
symphonic and operatic music. The Central Committee has 
here in mind those composers who persistently adhere to the 
formalist and anti-people school--a school which has found its 
fullest expression in the works of composers like Comrades 
Shostakovich, Prokofiev, Khachaturian, Shebalin, Popov, 
Miaskovsky, and others. Their works are marked by formalist 
perversions, anti-democratic tendencies which are alien to the 
Soviet people and their artistic tastes. 

Typical of this music is the rejection of the basic 
principles of classical music, and the preaching of atonalism. 
dissonance, and disharmony, which are alleged to be signs of 
"progress" and "innovation"; the rejection of so important a 
thing as melody; and a striving after chaotic and neuropathic 
discords and accumulations of sounds.81 

80Werth 28. 

81 Werth 29. 
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The Central Committee's denouncement of Miaskovsky's music came 

as a complete surprise, considering his latest prestigious state 

awards, one of which was the Lenin award for outstanding service to 

Soviet musical culture.82 

Reverberations from the decree's publication led to a second 

conference of musicians who voiced their reaction to the new 

regulation. Shostakovich, Kabalevsky and Khachaturian apologized 

for their shortcomings. Muradeli, bewildered by his celebrity status 

"positively groveled in the dust, blaming teachers, colleagues, and 

circumstances. "83 Even the outspoken Prokofiev excused himself in a 

letter: 

The Resolution is all the more important because it has 
demonstrated that the formalistic trend is alien to the Soviet 
people, that it leads to impoverishment and decline in music, 
and has pointed out to us with definite clarity the aim which 
we must strive to achieve as the best way to serve the Soviet 
people. 84 

Miaskovsky did not attend the meeting and chose to remain silent. 

No "outsiders" were allowed at the conference. However, Andrew 

Werth, a British reporter, obtained a publication of the resolution and 

82 The compOSItions by Miaskovsky that were condemned for their 
formalism were: Sixth Symphony. Tenth Symphony. Thirteenth Symphon ...... 
Third Piano Sonata. and Fourth Piano Sonata. 

83Schwarz 218. 

84Seroff 290. 
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disclosed the proceedings in his book Musical Uproar in Moscow. He 

noted Miaskovsky's response: 

He reacted differently from Shostakovich and Prokofiev; the 
coarseness and the injustice of it all made him sick and 
disgusted; he did not go to Zhandov's meeting, and later when 
the Decree was published, he was the bitterest man in the 
whole of Russia. He was sixty-eight; all his lifework was 
declared to be useless; he felt a broken man, and ignored all 
attempts to drag him into any further discussions. He ignored 
the summons addressed to him by the Composers' Congress in 
April, and the votes of censure passed on him meant nothing to 
him.85 

As part of the process to eliminate the influence of formalism, 

Shebalin, director of the Moscow Conservatory, dismissed 

Miaskovsky and Shostakovich from their positions and Khachaturian 

was relieved from his secretarial duties in the Musicians Union. For 

the next few months in Moscow, performances of music by 

Shostakovich, Prokofiev, Khachaturian, Miaskovsky, and Shebalin 

were forbidden. Instead, the music of Tchaikovsky, Beethoven, 

Schubert; Rachmaninoff and Brahms filled the concert programs. 

For the sake of self-preservation, censured composers 

submitted themselves to rehabilitation in order to guarantee their 

survival. They complied with the resolution's guidelines by writing 

more simply and by using conventional harmonies, stressing melody, 

and incorporating folk songs and other Soviet topics. In return, the 

85Werth. 42. 
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Party paradoxically awarded Stalin Prizes to a number of composers 

they had recently condemned. Miaskovsky's later works reflect his 

adaptation. He received the Stalin Prize for his Twenty-Seventh 

Symphony, the second Cello Sonata and the Thirteenth String Quartet. 

Furthermore, the Party reinstated Miaskovsky to his teaching 

position at the Moscow Conservatory, another indication of his 

"rehabilitation. " 

The policies of Zhdanovchina lasted five years, until the death 

of Stalin in 1953. In 1958, the Soviet government officially admitted 

the mistake of incriminating formalist composers and censuring their 

works, but Miaskovsky never lived to receive the conciliation. 

In February 1949, Miaskovsky underwent surgery for cancer. 

S y the end of the year, his health deteriorated and once more 

surgery was recommended. For the next few months, Miaskovsky 

obsessively put his affairs in order, reviewing and revising his 

earlier works. In May 1950, he underwent surgery for the second 

time. Relatives brought him to his favorite summer retreat, Nikolina 

Gora, to recuperate, where many of his colleagues, students and 

friends visited him during his final days. Prokofiev's second wife, 

Myra Mendelson-Prokofieva, recorded one of her visits and 

expressed Miaskovsky's dismay that he could no longer work: 

[Nikolai Yakovlevich] Miaskovsky and his sister Valentina 
Yakovlevna, also a great friend of ours, were staying at the 
country home of Professor Lamm where the composer was 
surrounded with the most loving care and attention. Sergei 
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Sergeyevich and I came to see Nikolai Yakovlevich and found 
him sitting in a chair in the garden. In order not to tire him, 
we took turns speaking to him. When Sergei Sergeyevich left 
his side I took his place. At first Nikolai Yakovlevich talked 
about books. He kept returning to his illness and his troubled 
state of mind. He spoke with tender concern about his sisters, 
and observed with satisfaction that before going to the hospital 
he had put all his musical affairs in order. From this he 
returned to his malady and the suffering he minded so much as 
the fact that he was unable to work.8 6 

In July, his health began to deteriorate rapidly. Miaskovsky 

returned to Moscow and died on August 8, 1950. 

On New Year's Eve 1953, recalling his great friend Miaskovsky, 

Prokofiev toasted him with a poem by Zhukovsky that reveals 

Miaskovsky's influence and contribution: 

Of our dear companions, who gave 
Life to our world with their friendship, 
let us not say sadly --they are no longer, 
But thankfully --they were.S 7 

86Myra Mendelson Prokofieva. "Work Was His Life," S. Prokofiev: 
AutQbjo~raphy Articles Remjnjscenes (Moscow: Foreign Languages 
Publishing House, n.d.) 191. 

87Harlow Robinson, Ser~ej Prokofiev' A Bio~raphy, (New York: 
Viking. 1987) 494. 
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4. Miaskovsky: The Pedagogue 

Miaskovsky was a professor of composition at the Moscow 

Conservatory for more than thirty years. He influenced a new 

generation of twentieth century Soviet composers. Among the most 

noted students are Nikolai Mossolov, Vissarion Shebalin, Vano 

Muradeli, Dmitri Kabalevsky and Aram Khachaturian. In addition to 

teaching composition, he also instilled his philosophy of music. 

According to Khachaturian, Miaskovsky encouraged their unique 

style and that the composers to write for themselves: 

We would come to Myaskovsky as to a religious rite, wondering 
what he would say, and would he like our music. By his very 
existence, Nikolai Yakovlevich created a very special aura in 
class. His exacting demands were softened by his indulgence, 
for not all the students were equally gifted, and their scores 
not always skillfully written. . . I remember very well how he 
would appraise a composition. It was extremely important for 
him to understand the student's conception, and that is how he 
would usually start his analysis. He respected the student's 
idea, though he may not always have agreed with it. he had no 
time for 'smooth, facile' clever music written by rote and 
devoid of fresh ideas. Even in the shortest compositions he 
would first look for expressions of the student's individuality.88 

Miaskovsky encouraged composers to explore their 

individualistic style as early as possible. He once told Prokofiev: "You 

shouldn't try to write simple things," he muttered. "Complex and 

88Victor A. Yuzefovich, Aram Khachaturian (New York: Sphinx New 
York 1985) 44. 
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inventive things are much more your dish of tea."89 At one point, in 

counseling Prokofiev on his conflict whether to transfer from his 

piano teacher Winkler to Essipova, Miaskovsky said "When you are 

marching toward your goal, you must not look at the corpses over 

which you are walking. "90 

Khachaturian recalled that Miaskovsky loved to teach and that 

he insisted on his students knowing an extensive quantity of the 

music literature, "if only to avoid composing out of ignorance what 

had already been written." 9 1 In his classes, Miaskovsky himself 

cited numerous musical examples to illustrate his ideas Khachaturian 

remarked: 

He would express an idea, then get up and go to the music 
shelf, quickly find the notes he wanted and say: 'Schumann's 
coda is like this, while Liszt's is entirely different, look... There 
were many different examples--a form or parts of a form, 
polyphonic methods, the tonal quality of the orchestra, 
harmony, how the material unfolds, types of codas, cadences, 
etc.92 

Miaskovsky expected rigorous discipline from his students and 

had no tolerance for unfinished homework assignments. In a diary 

entry, Miaskovsky disclosed that "only he who creates tirelessly may 

89Prokofiev. Prokofiev 215. 

90Prokofiev. Prokofiev 300. 

91 Yuzefovich 44. 

92 Yuzefovich 43. 
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be considered an artist. Otherwise, the brain gets rusty. "93. One time 

when Khachaturian was having emotional problems, Miaskovsky 

advised, "Well, take advantage of them. Write music. The worst 

thing you could do is be inactive. It is possible to think of music 

always and everywhere."94 

He was extremely self-critical and regularly revised earlier 

compositions, some of which he destroyed. A letter to Prokofiev 

reveals his strictness with himself: 

I will no doubt send you the sonatas, since I am not 
playing them at all: it is not only the one I recently put 
together that sickens me but the earlier one as well. Still, 
the first one is somewhat better than the second, except 
for the fugue in the first. The second one is eclectic, 
much of it was written without having been well thought 
out, and the Finale isn't worth a damn, even though I 
rewrote five times.95 

Nevertheless, the outpouring of works in Miaskovsky life time was 

immense: twenty-seven symphonies, fourteen vocal collections, two 

cello sonatas, nine string quartets, nine piano sonatas, twelve choral 

works with orchestra, miscellaneous piano and chamber pieces. He 

was considered by his students to be a patriarch of Russian music. 

Khachaturian observed, "All the composers, irrespective of position 

93Yuzefovich 45. 

94Yuzefovich 45. 

95Letter written to Prokofiev August 10, 1907 (Prokofiev, Prokofiev 208). 
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or prominence, respected him and sought his advice. . . Even 

Prokofiev, who rarely recognized any authority, held Miaskovsky in 

high esteem and listened attentively to his opinions and advice. flg6 

96Yuzefovich 44. 
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s. Sonata in F# minor, Ope 13: an historical perspective and 

summary of form and style 

Background: 

During the first decade of the twentieth century many 

composers explored new harmonies and compositional techniques. 

Some of the characteristics of this new style include the use of the 

whole-tone and octatonic scale systems, altered dominant seventh 

chords using diminished or augmented fifths, ternary extensions 

added to diatonic triads, including ninths, elevenths and thirteenths, 

and chords built with the intervals of fourths and fifths. Notable 

early twentieth-century piano compositions contemporaneous with 

Miaskovsky's early period are: Scriabin's Fourth (1903) and Fifth 

(1908) Piano Sonatas, Schoenberg's Piano Pieces, Opus 11 (1908), 

Alban Berg's Sonata Op. 1 (1906-08), and Ravel's Gaspard de La Nuit 

(1908). Miaskovsky respected and recognized the importance of 

contemporary composers, especially Scriabin and Richard Strauss. 

Prokofiev remembers the premiere of Scriabin's The Poem of Ecstasy 

which he and Miaskovsky attended: 

Miaskovsky and I had adjoining seats, and we gulped down 
The Poem of Ecstasy with great interest, although in some 
places we were perplexed by the novelty of the music. We had 
expected an improvement on the Divine Poem, which we knew 
very well and loved. But both the harmonic and thematic 



material, and the voice-leading in the counterpoint, were 
completely new.97 
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On another occasion Miaskovsky handed Prokofiev a piano 

score of Salome by Richard Strauss and remarked that, "it was the 

most modern of modern compositions. "98 Miaskovsky's earlier works 

reflect modernist trends with chromaticism and extended harmonies. 

Even though Miaskovsky incorporated modernist ideas into his 

works, he still remained a traditionalist and stayed within the 

parameters of late nineteenth-century Romanticism. 

Sonata No. 2 in f-sharp minor was written in 1912, a year after 

Miaskovsky completed his studies at the St. Petersburg Conservatory 

and began working as a music critic for the music magazine 

Sovetskaya Muzyka. Events in his personal life, and the influence of 

the symbolists. may account for the sonata's pessimistic mood. 

Miaskovsky himself remarked: 

Most likely, part of the fault lies in the circumstances of my 
personal life, since almost at the age of thirty I had to maintain 
a struggle to disengage myself from an environment (which 
according to its professional and public attitudes) was almost 
completely foreign to art, and also there was a struggle to free 
myself from the thick cobwebs of dilettantism which 
enshrouded all of my first (and not only my first) steps in my 
chosen field. On the other hand, there was some acquaintance, 
although exceedingly superficial, with symbolist circles, 

97Prokofiev, Prokofiev 292-293. 

98The score baffled Prokofiev and he returned the score to Miaskovsky 
almost immediately (Prokofiev, Prokofiev 226.) 
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"communal individualists," etc., which had an influence on my 
then rather naive psyche.99 

According to biographer, Alexandrei Ikonnikov, Sonata No.2 is 

actually Miaskovsky's seventh sonata. Miaskovsky also refers in his 

diary to writing a number of piano sonatas as his first attempts at 

composition. An English translation of the list of Miaskovsky's piano 

works is found in the appendix of Ikkonikov's biography and in 

Nicolas Slonimsky's article "The Man of Eighteen Symphonies." 

Slonimsky's information is based on his correspondence with 

Miaskovsky and his article only refers to the nine published sonatas. 

Consequently, the location of the sonatas Miaskovsky referred to in 

Miaskovsky's diary is unknown. 

The Sonata: 

The Sonata No. 2 in f# minor is a single-movement composition 

and utilizes sonata-allegro form. Many Russian composers wrote 

single-movement sonatas during the first part of the twentieth 

century, perhaps due to the influence of Scriabin.l oo Miaskovsky' s 

experimentation with the sonata form suggests both the influence of 

99Foreman. "Autobiographical Notes" 424. 

lOOEight of Scriabin's ten sonatas are in one movement: Sonata No. I. f 
minor(1892), Sonata No. 2 (Sonata-Fantasy) in g# minor (1892-97), Sonata No. 5 
in F# Major (1908) Sonata No.6 in G Major (l911-1912),Sonata No.7 in F# 
Major, ("White Mass) (1911), Sonata No.8 in A Major (1913), Sonata No.9 in F 
Major ("Black Mass") (1913) and Sonata No. 10 in C Major (1913). 



Scriabin and the innovative direction of the modernists. Shifts in 

mood, created principally by tempo changes, mark the sectional 

divisions in Miaskovsky's sonata-allegro form (see Appendix B). 

6 1 

The piece opens with a twenty measure slow introduction in b 

minor that delays the identification of the home key.I 0 I The 

subdominant to the tonic is a significant harmonic theme in the 

entire composition: the recapitulation is in the subdominant key, the 

fugue's answer is a fourth higher instead of a fifth lower, and the 

sonata ends on a plagal cadence. The first two notes of the 

introduction, B-F#, imply an unresolved melodic statement in 

subdominant tonality. If the last two melodic notes from the end of 

the piece, E#-C#, are placed next to the Band F#. the opening 

statement resolves. The E#-C# are also harmonized in the tonic 

tonality, f# minor, which creates a subdominant to tonic harmonic 

movement within the four note motive. This juxtaposition 

demonstrates a telescopic view of the composition's significant 

harmonic theme--the subdominant to tonic relationship (Figure 1). 

101 Scriabin's fourth sonata (1903) also begins on the subdominant. The 
tonic arrives thirty-five measures later. 
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The four note motive is also subtly hidden within the first theme of 

the exposition (See Figure 3): C#-D-A-G#-E# closely resembles the 

inversion of B-F#-E#-C# (with contracted intervallic steps). 

Miaskovsky also uses the introduction to place melodic "seeds" 

that germinate and mature in the work (see Figure 2). He uses 

inversion, imitation, sequences, augmentation and diminution, 

motivic transformation, and register changes as the main 

developmental processes. Miaskovsky was a superb constructionist 

and a master craftsman. With careful intent and very few musical 

ideas, he ingeniously structures the whole sonata. 

The exposition introduces two principal themes that are 

dissimilar in character. The first theme is constructed from 

chromatic expansion of motivic fragments. In contrast, the second 

theme is broad, lyrical and diatonic (see Figure 13). Miaskovsky 

develops and extends the second theme section with two variations-

an example of his experimental approach to sonata form (see Figure 

15 and Figure 17). 

For the closing theme, Miaskovsky borrows from the medieval 

plainsong, "Dies Irae" which was part of the Requiem Mass as early 
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as the fourteenth century. The chant's text is a poem by Thomas a 

Celano 102 which graphically portrays the Day of Judgment. The first 

few lines of "Dies Irae" were a popular motif among Romantic 

composers, e.g. the finale of Berlioz's Symphonie Jantastique. 

Tchaikovsky quotes it in his Suite No.3, Opus 55 (1884) and in the 

song "In dark hell," Opus 16 (1872). The theme is also used in many 

of Rachmaninoff's compositions (however, the Second Symphony and 

The Isle oj the Dead, Op. 29 (1909) are the only two works written 

before Miaskovsky's second sonata).103 The possible influence of 

other composers and the symbolist philosophy, which focused on the 

end of the world, could be the reason Miaskovsky incorporated the 

fateful chant into the sonata. 

The development section is extensive with three divisions, all 

variations on previous material. Expanded developments are a 

characteristic of Miaskovsky's early style. Prokofiev records, in his 

journal, a conversation with Miaskovsky in which the older composer 

suggested revisions to Prokofiev's fourth piano sonata: 

He advised me to write a contrapuntal development section 
and to develop the themes a little more. 
"What do you mean by 'develop the themes'?" [Prokofiev 
asked] 

I02Thomas a Celano (d. ca.1250) 

103Malcolm Boyd, '''Dies Irae': Some Recent Manifestations, It Music and 
Letters 49.4 1968: 347 
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"When you introduce the theme into the development section , 
you don't leave it unchanged. Instead, you lengthen it, 
shorten it, add things to it, change the intervals, and thus it 
comes out the same but not the same. In a word, it is 
developed into something very like but different."[Miaskovsky 
replied].lo4 

With the exception of a few minor alterations, the 

recapitulation is a reiteration of the introduction and exposition. This 

second "introduction," however, is in a faster tempo. A restatement 

in the introduction for the recapitulation section is unusual and 

demonstrates Miaskovsky's experimentation with traditional sonata 

form. 

The coda is in two sections: the first, a fugal treatment of 

varied thematic material and the second, an explosive finale that 

restates the exposition's transition material and modified themes. 

Miaskovsky's key relationships are logical, with a preference 

for thirds, semitones and fifths: 

Introduction/First theme: f#m, bm, cm, c#m, f#m 

Second theme/Var. I and 2: A major, d minor 

Closing theme: Db major 

Development 

Variation 1 c#m 

Variation 2 D major 

I04The conversation took place in September, 1907. (Prokofiev, 
~[QkQfi~v 214-215.) 



Variation 3 

Recapitulation 

Introduction/First theme 

Eb major 

bm, em, fm, f#m, bm 

Second theme/ Var. 1 and 2 D major, g minor 

Closing theme 

Coda 

F# major 

f#m 

The majority of Miaskovsky's modulations are achieved through 

diatonic and chromatic pivot chords, and linear motion. 
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Interestingly, the keys of the first three principal sections outline an 

f# minor triad. Likewise, the keys of the recapitulation's principal 

sections form a b minor triad. The relational design of the keys is a 

structural harmonic brace of the composition's larger concept, the 

subdominant and tonic motif. Again, this sonata exemplifies 

Miaskovsky's intelligent and deliberate compositional writing skill. 

In his harmonic language, Miaskovsky uses altered dominant 

chords, harmonies derived from octatonic, whole-tone and chromatic 

scales, 105 chords based on the intervals of fourths and fifths, and 

chordal progressions governed by chromatic and ternary movement, 

and the interval of the tri-tone (previously mentioned on page 54). 

105 Peter Roberts, specialist in Russian modernist music, suggests that 
the octatonic scale originated from Russian folk songs as well as Russian 
Hebrew music. The melodic inflections inherent in folk music include minor 
2nd, diminished 5th, minor 7th and minor/major 3rd. He also notes that "in 
the early years of the twentieth century there was a fascination with the 
subject of symmetry" (62). Late nineteenth-century Russian composers, such 
as Rimsky-Korsakov and Musorgsky, employed symmetrical scales, such as the 
whole tone and octatonic, in their compositions. 
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Contrapuntal technique distinguishes much of Miaskovsky's writing 

and harmonically complex chords are often the result of voice 

leading. He uses accented passing tones and appogiaturas to 

highlight dissonance in his chords. In addition, the non-harmonic 

tones often resolve on the weaker beats and into ambiguous 

harmonic sonorities disguised by added notes and inverted root 

placement. Diatonic chords and the dominant seventh chord are 

altered by a lowered or raised fifth and rarely in root position. 1 06 

When the chords are in root position, they are diminished or 

augmented sonorities. Nevertheless, despite the dense chromaticism, 

the altered chords are identifiable and maintain their functional 

character. 

In summary, the Sonata No. 2 is a hybrid of late nineteenth

century Romanticism and early modernism. The sonata is 

reminiscent of Scriabin with its extended harmonies, discordant 

dominants and dense chromaticsm. However, Miaskovsky's brilliant 

ability to construct and shape thematic material is his unique and 

outstanding characteristic. 

106Russian Nationalist. most notably Mikhail Glinka. criticized the 
"excessive use of the dominant 7th in the root position" (Roberts fn 136). 



6. Sonata No. 2 in 1# minor, Ope 13: An Analysis 

The sonata begins with a slow and compelling introduction 

based on the subdominant harmonies in f# minor (Figure 2). The 

subdominant opening delays the identification of the home key. 

Figure 2 
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The harmonization of the first two notes of the opening phrase, 

a b minor triad with a minor seventh moving to a b minor - major 

seventh chord further obscures the key center. Miaskovsky's 

harmony, often dissonant and dense with chromatic colorations 

seems to emerge as a result of contrapuntal motion rather than from 

purposeful vertical choices. In the case of the opening. the A to A# 

in the bass functions as a growing chromatic line--A, A#, G, G# and A 

(Figure 3 )--rather than as a seventh of the b minor chord. The 

juxtaposition of the two seventh chords and the position of the chord 

in the third inversion emphasizes the dissonant minor second, Band 

A#. and achieves a mood of instability and tension. 

The chromatic melody ends on a g# half-diminished seventh 

chord in root position, the supertonic of f#minor (measure 3). The 

dominant harmony. temporarily evaded. is prepared in measures 3-6 
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by a g# pedal tone over which the g# half-diminished and e# fully

diminished triads alternate. 

Figure 3 
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A key motive, e-g-e# (motive a) first appears in the fourth 

measure and grows into significant musical material later in the 

piece (See Figure 23). Motive a is an essential generating seed. What 

is important to notice is that the e# remains unresolved. By the end 

of the piece, the significance and meaning of motive a is realized. 
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After the declaration of motive a, a descending arpeggiation of 

an e minor seventh triad follows, similar to the descending b minor 

triad outlined in measure 3. The e minor minor ninth and minor 

seventh triad (in measure 5) may have been constructed from the G 

major and e# diminished chords in measure 3. However, the 

descending line may also be derived from an octatonic scale, 

beginning on c# (Figure 4). 

Figure 4 

Modernism and the Russian Nationalist composers may have 

influenced octatonicism in Miaskovsky's writing (see footnote 106). 

The opening phrase of the introduction concludes on a leading 

tone seventh chord, e#o7. which remains unresolved. The rhythmic 

repetition of the last two eighth notes, g to e# and the fermata gives 

the phrase a sense of rest, or cadence. 

Miaskovsky repeats the first theme in measure 7. This time, 

the b minor seventh chords are in root position and the chromatic 

melody ends on a C# major-minor seventh chord with a minor ninth 

and a perfect eleventh (measure 9). In summary, the introduction's 

harmonic movement is subdominant to dominant. 

In measures 13-20, Miaskovsky quietly foreshadows the main 

theme of the exposition through rhythmic augmentation (Figure 5a). 



This transitional "foreshadowing" is a trait In Miaskovsky's writing 

style (Foreman 149). 

Figure 5a 
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It is possible that Miaskovsky constructed the main theme 

from the Hungarian minor scale or the f# minor scale (Figure 5b). 

Interestingly, the missing pitches in the f# minor scale are the tonic, 

f#, and the sub-dominant, b, which would coincide with the sonata's 

harmonic theme. Both pitches are also essential for tonal 

clarification. In place of the b is b#, the leading tone of C#, which 

confuses the orientation of f# minor.I 07 Thus, the introduction 

avoids a clear key definition. 

The exposition begins in measure 23 in f# minor with a lyrical 

theme in eighth notes and a ominous ostinato accompaniment of 

descending minor thirds in triplets (Figure 6). 

I07The augmented fourth comes from the upper partials of the overtone 
series. Scriabin includes the augmented fourth in his mystic chord and 
Prokofiev often added the augmented fourth to a tonic chord because of its 
strong chromatic pull. 
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The rhythmic instability inherent in the hemiola helps to continue 

the mood of restlessness. The harmonization of the opening theme 

also contributes to the overall turbulent, indistinct sound: in measure 

23, on the first beat, a fourth (b) is added to an f# minor chord which 

colors the clarity of the tonic, a series of diminished sevenths chords 

dominate the harmony, and the C# dominant chord is weakened by 

the added major seventh in the soprano and the minor ninth in the 

bass. In measure 24, which is the second half of the first theme, 

Miaskovsky changes the harmonization of the dominant chord by 

adding a lowered fifth. 

Miaskovsky develops his material mainly through the 

processes of sequencing, augmentation, diminution and rhythmic 

variation. For example, in measures 27-30, the material from 

measures 23-24 (see Figure 6) is developed sequentially, a fourth 

higher (Figure 7). 
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Figure 7 
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He modulates to b minor through a diatonic pivot chord, g# 

dimininished, the supertonic of f#m and the submediant of b m1nor 

(measure 26). 

The final chord 1n measure 6 is an F# maJor chord with a 

diminished fifth and a diminished seventh. The diminished intervals 

are the result of a chromatic melodic line. The discordant dominant 

still functions as V -1 despite the altered notes. In measures 25-26, 

the bass movement from f# to d# to c in measures 25-26 is a senes 

of minor thirds and outlines a diminished chord. The c minor chord 

is achieved by the sequenced bass pattern. Miaskovsky strategically 

places the c minor chord on the strong beat, which highlights a tri

tone relationship and harmony derived from chromatic sm. 

The first theme contains two melodic ideas (See Figure 6). The 

first idea is a half-step and fifth, C#-D-A, and identified as motive x 

in the example. The second part of the theme is a half-step and 

augmented second, G#-A-B# and marked as motive y . Another 
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important figure, marked motive z in measure 29, is a four note 

combination of half-step, whole step and half-step, A#-A-G-F#. 

These small melodic units recur throughout the piece separately or 

together to build larger forms. For instance, in measures 35 and 36, 

Miaskovsky devises an exotic scale from the combination of all the 

motives (Figure 8). 

Figure 8 
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The exposition statement climaxes in measure 41 with the 

insertion of thematic material from the introduction (Figure 9). 
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This time motive a, E-G-E#, is harmonized with a C# seventh chord 

(V) instead of a E major/minor seventh (VII). The presence of the 

dominant indicates a sronger focus on the tonic. The bass movement 

G# to C# from the introduction (measures 4 and 9) is also compressed 

into one measure which hastens the harmonic movement towards 

the tonic. An accelerating descending scale, formed from the 

inversion of motive y, replaces the e minor seventh chord from its 

corresponding section (see measure 6 of Figure 3). The passage 

comes to an abrupt end on the leading tone e#. This is the first 

pause since the opening of the exposition in measure 21, and 

signifies an end of a structural section without a traditional cadential 

formula. 

The transition begins in measure 47. It is essentially a repeat 

of the original main theme treated as invertible counterpoint. The 

right hand now contains the ostinato accompaniment in sixths, and 



the left hand plays the main theme in octaves. A significant 

difference from the main theme's first appearance is that the tonic 

pitch f# is present on the first beat (Figure 10). 

Figure 10 
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The C# dominant seventh with a minor ninth chord in measure 53 is 

the first clear presence of the dominant. It asserts the home key, 

f#m minor, with its presence and movement to the tonic (Figure II). 

Measure 26, which corresponds to measure 52, evades the dominant 

and, in short, measure 53 is the realization of what measure 26 

implied. This example further illustrates Miaskovsky's intention to 

slowly disclose the tonal definition of the home key. 

Figure 11 

ril. 
:> q=> # > 54 H S3 - #. ~q I Fl~; 

1)0 ______ , 

" II ~ nul b. ~. ~ 

) 
~ '!I - - ~ ~ -

#! ff u l""""""" . 
, ; ... 11' i ~ ~ ! 

~ >-

9 ~ 



76 

In measure 54, the harmonic progression of tonic to subdominant to 

dominant is implied despite the chromatic alterations -- the b# in the 

subdominant and the diminished fifth in the dominant seventh. In 

conclusion, Miaskovsky uses the transition to finally establish the 

key of the piece, f# minor. 

A chromatic pivot chord in measure 57 facilitates a modulation 

to A major, the key of the second theme (Figure 12). 

Figure 12 
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In contrast to the first theme, the second theme is lyrical and 

diatonic with harmonic progressions that clearly define the key 

(Figure 13). 

Figure 13 
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The transition to the first variation, in measure 32, is an excellent 

example of Miaskovsky's contrapuntal skill. Four independent voices 

move contrapuntally which when combined together, produce an 

intricate and cohesive passage: the soprano line is a rhythmic 

variation of motive a, the tenor line enters in imitation with a 

variation on motive a, the alto line is a rhythmic and melodic 

variation of a fragment from the second theme, and the bass climbs 

chromatically (Figure 14). 

Figure 14 
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Variation one begins in measure 65 with the melody now in 

the right hand. The melody is ornamented and contracted by the use 

of faster rhythmic units (Figure 15). 

Figure 15 
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The bridge between variations one and two is an ornamented version 

of measure 32 and is expanded through chromatic sequencing 

(Figure 16). 

Figure 16 
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After the final sequence, a French Sixth chord (measure 73) 

modulates to d minor, the key of the second variation (Figure 17). 

The intervallic relationship between d minor and A major is an 

interval of a fourth, a significant association that concurs with the 

composition's larger concept of subdominant to tonic. 

Figure 17 
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The second variation places the theme on the primary beats of an 

arpeggiated bass. The arpeggiations outline triadic harmonies as well 

as chords built with fourths, (measure 76) and modified fifths 

(measure 290). A scintillating embellishment in the right hand, 

similar to the pianistic style of Liszt and Rachmaninov, accompanies 

the left hand in a cross rhythm of triplets with thirty-second notes. 

Both hands in the upper register create an ethereal, transparent 

quality. 

Again, a transition follows the variation and employs 

sequencing, augmentation and imitative counterpoint. In measure 

85, a reshaped motive a is in stretto imitation, one of Miaskovsky's 

preferred countrapuntal devices. The end of the second theme 

section is in the key of A major, and through linear modulation, 

moves to Ab major (measure 86-87), the dominant of the closing 

theme tonality, Db major. 

The chant for the dead, "Dies Irae," is the closing theme; 

Miaskovsky harmonizes the melody with parallel major chords in 

root position. The major sonority is an extreme contrast to the 

exposition's concentrated chromaticsm (Figure 18). 

Figure 18a 
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Figure 18b 

Miaskovsky underscores the closing theme with a dark, foreboding 

pedal point on the minor second, Ab and G. The use of the minor 

second may be a reference to the minor second, A to A#, in the 

opening of the introduction. The predominant tonality of the ostinato 

is a Db major triad in second inversion, which further indicates a 

closing section. The ostinato unwinds with a written ritardando, a 

compositional technique exploited by Brahms, and shows 

Miaskovsky's to be partial to Romantic traditions. 

The extensive development begins in c# minor, the enharmonic 

parallel minor of Db major, and consists of three sections. The first 

section begins with a juxtaposition of the "Dies Irae" melody and the 

first theme. Miaskovsky extends the end of the phrase with 

repetitions of motive z in measures 101 and 102 (Figure 19). 
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Figure 19 
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This opening developmental material sequences through the keys of 

c# minor, A major, Bb major and f# minor. As mentioned before in 

the summary of the second sonata, Miaskovsky economized by using 

very few ideas to develop his material. Here, the roots of these keys 

suggest the· ending melody of the "Dies Irae." The first section of the 

development climaxes in an explosive bravura passage of exposition 

fragments in stretto imitation (measure 135-137) and Miaskovsky 

uses linear modulation to change the key from Bb major to D major, 

the key of the next section. 

The second section of the development is a variation of the 

"Dies Irae" theme with major chords arpeggiated (Figure 20). 

Figure 20 
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Miaskovksy repeats the variation one half-step higher (measure153) 

and finishes the section with a linear modulation to Eb major, the key 

of the third section. A transformed second theme dominates the 

melodic material of the third section. Miaskovsky reshapes the 

thematic material through rhythmic augmentation, stretto imitation 

and transposition (Figure 21). 

Figure 21 
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Miaskovsky repeats the third section material a third higher to 

G major in measure 171. The retransition begins on measure 177 

with a broad sweeping C major-minor seventh chord which changes 

enharmonically to the German sixth chord of em. 

The recapitulation arrives in bm with an unexpected return of 

the introduction (Figure 22). 



Figure 22 

182 

:> 

,., I': ti-6 
"' ( 

~ I I 

-hJ I I r "' J I I 
( . 

~ 

.b~~ 

T 

• 

183 
(All n tempo 

"' • 
I 

ff 

~ 

83 

egro ' ~ 

I 

J #J 

( t r 

Miaskovsky makes a few changes in the recapitulation of the 

introduction and exposition in order to hasten and intensify the 

movement towards the home key. The most obvious difference tn 

the recapitulation · is the faster tempo of the introduction. The 

foreshadowing section of the first theme is also abbreviated 

(measures 203-205) and the exposition material begins immediately, 

excluding two measures of basso ostinato (measure 209). The 

material remains essentially the same with a few elaborations of 

virtuosity, such as in measure 234, that intensify the climaxes. 

The restatement of the second theme begins in the relative 

major, D major, followed by exact citations of the two variations 

(measure 239) and the closing theme (measure 269) which concludes 

on f# minor. 

The basso ostinato on c#, from the closing theme, seamlessly 

blends into the subject of a four voice fugue, initiating the first part 

of the coda (Figure 23).108 

10 8 See chart in Appendix B. 
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Figure 23 

216 277 218 279 280 

o I e poco a poco pi~ agitato 
answer 

281 282 28J 284 

Traditionally, fugal subjects begin with the tonic. Here, Miaskovsky 

again avoids a definite arrival of the home key at an exposed and 

crucial section. 

The fugue incorporates thematic fragments from all principal 

sections and develops the episodes through the processes indicated 

earlier. In measure 136, the texture thins out, resuming the fugal 

section with two voices in D major. Lightening the textural quality 

extends the fugal section and allows Miaskovsky to rebuild towards a 

climax, which occurs on an A augmented chord in second inversion. 

The first theme is hardly recognizable because of the manipulation of 

the rhythm and pitch order, which gives it a frenzied quality (Figure 

24 ) . 
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Figure 24a Figure 24b 
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A strong statement of the dominant begins at measure 347 with the 

root and fifth in the left hand climbing in octaves to a peak 

transformation of motive a. It is here that motive a, abbreviated to 

G-E#, is fully realised and its significance uncovered. The diminished 

third, G-E#, resolves to a final explosion of f# minor, the entrance 

into a bravura finale and the second part of the coda (Figure 25). 

Figure 25 
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The onata concludes with a last statement of the ominous "Dies Irae" 

and cadences with a discordant subdominant to pure tonic chord in 

root position (Figure 26). 

Figure 26 
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7. Background and Overview of Miaskovsky's Piano Sonatas 

Miaskovsky's nine piano sonatas can be divided into three 

groups: those in the early period (1908-1924), those resulting from 

revision of earlier works (1944), and those precipitated and shaped 

by the Purge of 1948. 

Four sonatas emerged from his early period, two of which were 

written during his studies at the St. Petersburg Conservatory. The 

third sonata was composed after World War I, and the fourth during 

his tenure at the Moscow Conservatory. In contrast to the first 

sonata which reflects a youthful optimism, the other three sonatas of 

the early period are introspective and pessimistic in character. 

Sonata no. 1 in d minor, op. 6 (1907 -1909) 

In his journal, Prokofiev refers to the Sonata no. 1 in d minor 

as Miaskovsky's third sonata. Miaskovsky's inexperience as a 

composer for piano is apparent in the sonata's thin texture, sparing 

use of dissonance and awkward technical passage work. The overall 

character of this student piece demonstrates Miaskovsky's attempt to 

match the pianistic bravura style of the late Romantic tradition. 

Miaskovsky remarks that his first compositions emulate Chopin. 

Indeed, in the first sonata there are two passages that reflect the 

work of Chopin. The first is in measure 58 of the last movement, 
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which is reminiscent of Chopin's virtuosic section in Etude, Op. 10 No. 

3. (Figure 27). 

Figure 27 
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The second example is an allusion to the theme of the fourth 

movement in the Bb minor sonata and appears in measure 144 of the 

second movement (Figure 27). 

Figure 28 
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Brahms's pianistic style is also evident in the technical passage of 

measure 159 (Figure 29). 

• 



Figure 29a Figure 29b 
Brahms, Piano Concerto No.2 in B-flat, 
movement four 
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The attacca between the first two movements of the Sonata no. J in 

d minor, is a further example of the Romantic tradition. 

The first sonata demonstrates Miaskovsky's experimentation 

with traditional forms. In the third movement, the coda ends slowly 

with the insertion of the introduction and a deceleration of an altered 

first theme. The fourth movement alternates between two meters, 

3/4 and 4/4, a conservative attempt at the modern technique of 

shifting meters. The first movement with a fugue with the chromatic 

subject of a fugue in d minor with further entrances on the tonic. 

Miaskovsky explores the sonata form by using the fugue's subject as 

an idee fixe. It reappears in all four movements which gives the 

sonata a cyclic structure. 

Recognizable diatonic chords, cautiously inflected with sevenths 

and ninths, and a few thirteenths, are the basis for the first sonata's 

harmonic language. Miaskovsky purposefully places harmonic tones 

on strong beats and resolves dissonances in a traditional way. 

Additionally, alternative harmonies derived from octatonicism and 



tertiary extensions dominate the sonority of the second sonata, 

contrary to the romantic inclination of the first sonata. 
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If the first sonata was a stepping stone in which Miaskovsky 

developed his ideas, the second sonata represents a more evolved 

and perceptive expression. They do, however, share similar stylistic 

traits,- the developmental process of sequencing and the extending of 

thematic material into larger forms, such as the development of the 

second theme with variations. An introduction before the exposition 

is another characteristic. In the first sonata, a slow, ponderous 

introduction of seven measures begins the third movement, and an 

emphatic and dramatic short introduction precedes the fourth 

movement. Miaskovsky includes this feature in all the sonatas from 

the early period. Miaskovsky was ingenious in reshaping and 

reconstructing thematic material. The brilliant treatment of the 

fugue subject, which reappears in all four movements of the first 

sonata, is an early indication of the composer's transformational skill. 

This skill is cultivated and expanded upon in the motivic 

development of his second sonata. Similar melodic fragments also 

appear between the two sonatas. The chromatic section in measure 

76 intimates the passage in measure 148 in the coda of the second 

sonata (Figure 30). 
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Figure 30b 
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A varied treatment of the second theme in measure 65 of the fourth 

movement in Sonata No. 1 resembles the first variation of the second 

theme in the second movement (See Figure 31 and Figure 5 of 

analysis). 

Figure 31 

In the first sonata, Miaskovsky establishes general 

compositional techniques that recur in all of his sonatas, such as 

contrasting primary and secondary themes. The first theme is 

usually motivic, non-vocal and utilizes smaller rhythmic values, 

whereas, the second theme is more expressive, broad and lyrical. In 

the early sonatas, Miaskovsky also distinguishes the two themes with 

chromaticism and diatonicism. Another recurring mark of 



Miaskovsky's style is a fast and exciting finale which follows the 

coda. 

The first sonata demonstrates Miaskovsky's emergence as a 

talented and skillful composer. The sonata's unpolished and 

unsophisticated writing, free from the textural density of the 

succeeding sonatas, shows the composer's early tendencies and 

preferences. It also demonstrates a core characteristic of 

Miaskovsky's compositional style --the merging of traditional 

techniques with the composer's own originality. 

Sonata no. 3 in c minor, Op. 19 (1920) 

Sonata no. 3 in c minor was written during the time 
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Miaskovsky was discovering a new direction in his compositional 

style, namely the objective style. Yet, this sonata does not reflect the 

same objective trends that are apparent in the Fourth Symphony and 

Fifth Symphony of the same period. 1 09 In the Sonata no. 3, 

Miaskovsky reverts to the subjective and introspective style. The 

dark and dismal mood of the sonata. may be a response to the 

horrendous experience of World War I, and the death of two close 

family members, his father in 1918, and his aunt in 1920. 1 10 

109See "Biographical Background." page 38-39. 

1 IOMiaskovsky revised the third sonata in 1939. and according to PianIst 
Heinrich Neuhaus. who premiered the second version in 1949. Miaskovsky 
later brightened the somber mood. 
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Like Sonata No. 2 in j#m, it is a single movement sonata with a 

passionate and compelling introduction. The sonata represents a 

significant growth towards compositional maturity, both in harmonic 

content and form. The altered chords and discordant harmonies 

from the second sonata are emphasized, and common twentieth 

century features, such as parallel quartal chords, appear more 

frequently (Figure 32). 

Figure 32 
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The extremes of chromaticism suggest bichords (Figure 33) and 

chord clusters (Figure 34). 
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Figure 34b 

II 

The highly chromatic harmony of the third sonata places the 

composition's sonority at the borderline of atonality. Still, despite 

Miaskovsky's harmonic expansion, the sonata's structure is sonata

allegro form and resembles Beethoven's Pathetique Sonata, Op. 13 

with its improvisational introduction that reoccurs between the main 

sections of the work. 

Characteristics from the first two sonatas prevail in the third 

sonata. The frequent tempo changes and the extensive coda 

resemble the second sonata. Miaskovsky also continues his 

preference for ternary and half-step harmonic progressions, which is 

illustrated by the first four entrances of the third sonata's first 

theme: em, Ab, G, bbm. In addition, the key of the recapitulation is 

Ab major, the submediant of cm. 
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Sonata no. 4 in c minor, Op. 27 (1924) 

Sonata no. 4 is Miaskovsky's most monumental piano work. 

The first movement is constructed from drafts he originally wrote in 

1907, and is the most dissonant of all the sonatas. Symphony No. 8 

was written at the same time as the fourth sonata and represents 

Miaskovsky's decisive change to the objective style. In his journal, 

he wrote: "Only in the design of the Eighth Symphony did I receive a 

true stimulus toward the objective frame of mind which I had begun 

to seek." III Despite his declaration of a shift in compositional style, 

this fourth sonata is still a product of the early expressive style 

instead of the new objective direction. This sonata is a culmination 

of all the idioms Miaskovsky developed in his earlier period with its 

jarring discordant harmonies, thick chromatic textures and 

symphonic fullness. Curiously, Miaskovsky continues with the 

sonata-allegro form, which suggests either an inability to break out 

of traditional paradigms or an attachment to convention. 

The immense harmonic scope of the chordal section in the 

introduction has a strong atonal resonance (Figure 35). 

III Foreman, "Autobiographical Notes" 429. 
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Figure 35 

By 1924, Miaskovsky was an active member of the Association 

of Contemporary Music, which performed many concerts of modern 

West European music. The first movement of the fourth sonata 

suggests the influence of Schoenberg and his contemporaries. Similar 

to the third sonata, the introduction of the fourth sonata is inserted 

between main sections, giving the movement a rhapsodic quality. 

The second movement, Sarabande, was originally written in Frolics , 

a collection of short piano pieces ( 1917 -1919). Both the fourth and 

third sonatas were listed as condemned formalist compositions by 

the Central Communist Committee in 1948. At the conference of 

Soviet musicians in Moscow, Tikhon Khrennikov, a Party member 

who was involved with the government's reforms as early as 1936, 

declared: 

The music of Soviet composers of the 1920's and 1930's offers 
numerous instances of formalistic tendencies in Soviet music: 
Shostakovitch: opera The Nose, Second Symphony, Third 
Symphony; Prokofiev: the ballets The Prodigal Son, On the 
Boristhenes, Pas d'acier, the opera The Flaming Angel, Third 
Symphony, Fourth Symphon Fifth Piano Concerto, Fifth Piano 
Sonata; Mossolov: Iron F undry, Newspaper Advertisements; 



Knipper: the opera North Wind, Tales of a Porcelain Buddha; 
Deshevov: the opera Ice and Steel; Miaskovsky: Tenth 
Symphony, Thirteenth Symphony, Third Piano Sonata, Fourth 
Piano Sonata. II:! 

The fourth sonata is one of Miaskovsky's most complex and 

most sophisticated piano works. It is unique in its modernistic 

tonality and is an expression of Miaskovsky's flirtation with the 

avant-garde. 
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Sonata no. 5 in B major, Op. 64 no.} and Sonata no. 6 in A major. Op. 

64 no. 2 (1907-1944) 

Miaskovsky lived in Nalchik and Tblisi, the southern 

mountainous region of Russia, to escape the war in early 1940s. It 

was during this time that he revised Sonata no. 5 and Sonata no. 6. 

During his refuge in N alchik, the Department of Arts offered 

Miaskovsky access to their recordings of Karbardinian folk songs. 

Prokofiev vividly describes the exchange in his journal: 

The local Department of Arts people were delighted to have a 
group of composers like Myaskovsky, Anatoly, Alexandrov, 
Shaporin and others staying in Nalchik, the capital of Kabarda. 
The Department of Arts had in its files recordings of 
Kabardinian folk songs, one folio of which had been recorded 
by S. I. Taneyev. "Look here," the chairman of the Arts 
Committee said to us, "you have a gold mine of musical 
material here that has practically been untapped. If you take 

112Nicoias Sionimsky, "Resolution of the Central Committee of the AII
Union Communist Party (Bolsheviks) of 10 February 1948" Musjc Sjnce J 9QQ 
(New York: Scribner. 1971) 696-697. 
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advantage of your stay here to work up this material you will 
be laying the foundation of a Kabardinian music." And indeed 
the material proved to be very fresh and original and before 
long we all set to work. 1 13 

His encounter with folk music may have had some influence on the 

sonatas. 

The fifth sonata is a revision of an unfinished earlier work. In 

a letter to Prokofiev dated July 17, 1907, Miaskovsky confided: 

I am desperate because I'm not managing to write anything 
worthy of my descendants. I have again tried a sonata, but 
this time in smaller form; that is, if you will allow me to say so, 
it is a sonatina, but -- as if in mockery of my earlier quasi
sonatas -- it is in four movements, of which I have already 
knocked out three. It has a profoundly passionate Largo and a 
wildly bold Scherzo -- in a word, just what is needed for a 
sonata. Now I'm worried about the Finale. And it looks as 
though, like you, I will not finish it --at any rate judging from 
the fact that I have started it five times with no results. Only 
today did I come up with something, and I stopped there. But 
I get the feeling that the rest of it will be such trash that I'll 
probably discard it again.114 

Miaskovsky published the "sonatina" forty years later as the Fifth 

Sonata in B major, Opus 64, no. 1 with four movements. The first 

movement of the fifth sonata begins with a tranquil melody in B 

major (Figure 36). 

1 13 Prokofiev, "Autobiography" 126. 

114Prokofiev. Prokofiev 206. 
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Figure 36 

The diatonic and lyrical quality is startling compared to the earlier 

dense, chromatic openings of his earlier sonatas. The music is free 

from the exploitation of extended harmonies, altered triads, complex 

rhythms and symphonic breadth. Miaskovsky also uses conventional 

key relationships between main sections, either to the relative 

major/minor or to the dominant. However, the third movement 

begins with scintillating scherzo in the key of Ab major, an unusual 

key choice and reflects remnants of modernist influence. The 

somber trio is in c#, the minor subdominant, which shows 

Miaskovsky's tendency towards subdominant relationships in his 

earlier works. The fifth sonata marks Miaskovsky's departure from 

his earlier exploratory style and his return to a diatonic, traditional 

musical language. 

The sixth sonata begins with the character of a folk dance 

(Figure 37). 

Figure 37 
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Similar to the fifth sonata, Sonata no. 6 is In sonata-allegro form and 

uses the intervals of thirds and fifths for key relationships. Both 

sonatas also have expanded codas. In the coda of the sixth sonata's 

third movement, a drastic tempo change from Molto vivo to Pi u 

largamente, and then back to Vivo is unusual and hints at dance 

characteristics. The development sections in both sonatas are also 

shorter and less intricate than the earlier sonatas, an indication of 

Miaskovsky move towards simplicity. 
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Sonata no. 7 in C major. Op. 82 (l949),Sonata no. 8 in d minor, Op. 83 

(1949), and Sonata no. 9 in F major, Op. 84 (1949) 

The much more drastic change in Miaskovsky's style occurs in 

the last three sonatas which may represent his attempt to comply 

with the aesthetic established by the Central Committee of the 

Communist Party Resolution of 1948. The Committee accused several 

Soviet composers for writing music that was inaccessible to the 

people for the following reasons: 

1. The preachment of atonality, dissonances and disharmony, 

2. The rejection of such all-important concepts of musical 

composition as melody, 

3. The infatuation with the confused, neuropathological 

combinations which transform music into cacophony, into a 

chaotic agglomeration of sounds, 

4. The rejection of polyphonic music and polyphonic singing, 

5. A one-sided cultivation of complex forms of instrumental 

wordless symphonic music, and 

6. A supercilious attitude towards such musical gl res as 

opera, choral music, popular music for small orchestras, 

national instruments, vocal ensembles, etc. I 15 

115 Slonimsky "Resolution of the Central Committee" 1360. 
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The resolution's most outstanding mandates that may have shaped 

these sonatas are the demand for more polyphony, simplicity and 

melodic line. Moreover, in these sonatas, Miaskovsky titles the 

movements with descriptive charaeter names. For example, the 

movements in Sonata No.8 are "Barcarolle-Sonatina," ,"Song-Idyll" 
,<'lx. f1 tU) -~ {i{ , .... i..'J~ r- ',j ,. i.\ i ... • 

and "Chorale-Rondo." This is a change from' his earlier sonatas
J 

and 

perhaps further demonstrates Miaskovsky's complianc~ with the 

resolution's demand for "people's music." After reviewing his earlier 

works, one wonders whether these sonatas were written by the same 

composer. The earlier chromaticism and thick harmonies have been 

distilled into the thinnest textures where unisons and two or three 

voice counterpoint prevail. The thunderous developments and the 

immense sonorous range have disappeared. 

In all three sonatas, Miaskovsky used simpler structures where 

possible, such as the binary, ternary, rondo and arch form. The first 

movement of the seventh and ninth sonatas, however, depart from 

this schemata in that they maintain a shortened sonata-allegro form. 

The style is monothematic, rhythmically homogenous (almost 

monotonous) and mostly stays within the confines of major tonality. 

The style is classical with lucid diatonic harmony (Figure 38). 
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Despite the remarkable shift in style that Miaskovsky's work 

underwent, two of his stylistic characteristics continue in all three 

sonatas. He maintains superb contrapuntal style and the 

developmental trait of sequencing his thematic material. Gone from 

these sonatas are extensive developments, the innovative and 

ingenious motivic transformation, the adventuresome tonality and 

experimentation with traditional structures. 
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8. Conclusion 

The purpose of this study has been to introduce Nicholas 

Miaskovsky's piano sonatas and to highlight their unique 

compositional qualities. Miaskovsky's works are exceptional in that 

they represent an artistic connection between a Tsarist Russia and 

the Union of Soviet Socialist Republic. Important socio-cultural and 

historical events such as the turn-of-the-century Modernist 

movement, World War I, the emergence of a Soviet regime and the 

government's censorship of artist's works affected Miaskovsky's 

compositional style and the content of his piano sonatas. The 

sonata's stylistic evolution gradually moved from darker to lighter 

moods, from harmonically complex structures to simple diatonic two 

voice counterpoint, from brooding introspection to the portrayal of 

socialist ideology and Russian folk music. 

Although Miaskovsky chose to stay within the confines of 

established techniques, hi~ earlier sonatas demonstrate a highly 

developed compositional style. They are technically challenging, 

extensive in dynamic range and color, utilize the piano as a 

symphonic medium, and deserve a place in the standard twentieth

century piano repertoire. The Sonata No. 2 in 1# minor exemplifies 

Miaskovsky's exploration of modernism with a strong tendency 

toward late romantic traditions. The sonata's succinct musical 

content displays Miaskovsky's remarkable craftsmanship. 
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While the middle sonatas demonstrate Miaskovsky's turn to a 

more objective style, the last sonatas are sparse in extreme, 

revealing the composer's apparent intention to conform to the 

ideological demands of the Soviet government. They are 

monothematic, rhythmically homogenous, and diatonic. The 

compositional character of these sonatas pales next to the 

thunderous, independent rhetoric of his earlier works. One wonders 

how Miaskovsky's unique voice would have fared under different 

circumstances, uninfluenced by opposing camps of compositional 

style and government edicts. Still, Miaskovsky's lifetime dedication 

to music left an impressive legacy of twenty-seven symphonies, 

numerous songs, string quartets and instrumental music, and 

encouraged the musical genius of Prokofiev and a new generation of 

Russian composers. 
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A chart giving the form and information on Miaskovsky's Sonata No. 2 in f# minor, Opus 13 

((ntrod uction] 1-20 

(Part I/Theme of Intro.) 1-12 
(PI. 21FT of Expo) 13-20 

Sonata Form- One Movement 

[Exposition] 21-98 
[First Theme] 23-46 

(pI. I)=(a) 23-32&(b) 21-32 
(pI. 2)=(c) 33-41 
(pt.3)=42-46 

[Transition! 47-58 
(a)&(b) inverted 

f# : «c) fragments 42-44 (a) frag. 44-46) 
f#: 47-56 
A: 57-58 

(Second Theme] 59-87 

(pI. I) Theme 59-64 
(pI. 2) Var.1 65-73 
(pI. 3) Var. 2 74-86 

A: 59-72 
d: 73-86 

f#: c: 33 
b:27 f#: 37 

(Closing Theme: "Dies Irae"] 87-98 

Db: 87 
c#: 94 

[Development] 99-182 
(Var. I) 99-140 

(pt I/FT(a) & "Dics Irae") 99-134 
(pt.2/FT(a) & (b)fragments) 135-137 
(pt.3/" Dies lrae") 138-140 
(pt.4/ST fragments) 161-164 

c#: 99 f#: 123 
a: \05 Bb: 135 
bb: 117 a: 138 

(Var. 2) 138-164 (Var. 3) 165-176 
"Dies Irae" & ST 

(Trans. to Recap.] 177-182 [Recapitulation I 183-272 
(Introduction) 183-208 (pI. II"Dics lrac" & ST frag.)141-149 

(pI. 21ST fragments) 150-152 
(pI.3/"Dies Irae") 153-161 

D: 141 
Eb: 153 
A: 140 

Eb: 165 
G: 171 
F: 175 

em: 182 (PI. Iffheme of Intro.) 183-203 
(Pt. 21FT of Expo.) 204-208 

b: 183 

o 
1.0 



A charl giving the form and information on Miaskovsky's Sonata No. 2 in j# millor, Opus J 3 -
continued 

[FTI 209-228 
(pI. I)=(a)+(b) 209-218 
(pI. 2)=(c) 219-223 
(pt.3)=224-228 

[Trans.] 229-238 
(a)&(b) inverted 

b: 229 

[ST] 239-266 
(pI. I) 239-247 (pI.2) Var.1 248-253 
(pt. 3) Var. 2 254-266 

(c) frag. 224-226 (a) frag. 227-228 D: 237-238 D: 239 

b: 209 
e: 213 

f: 217 
b: 219 

[eT: "Dies frac"] 267-276 

F#: 267 
f#: 274 

g: 253-266 

[Coda] 277-368 
(pI. I) Fugue 277-354 

Subject 277-278 Episode 306-311 
Subject &CS 279-281 SEntry &augmentation of S 310-311 
Subject & CS 283-288 Episode 312-317 
Subject &CS 289-293 Subject Entry &"Dies Irae" 318-321 
Episode-294-296 Subject Entry & Dies Irae" 322-325 
Entry &aug S 297 -300 Episode (Subjecl frag. & ··Dies Irae" ) 

Episode 301-302 Coda 336-354 
SEntry &aug S 303-305 

f#m: 277 

bb: 303 
dm: 310 
f#m: 318 

dm: 322 
bb m: 326 
A: 328 
f#m: 330 

(pt.2) 355-368 
Trans. T 355-359 

(1-1 (a) &(11) inverlcd) 

"Dies lrae" 359-368 

326-330 

o 
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ADDITIONAL INFORMATION TO SLONIMSKY'S 
LIST OF PIANO SONATAS 

III 



Based on the correspondence, Sionimsky charted the sonatas, as illustrated below, and included the table in his article 
"Miaskovsky: Man of Eighteen Symphonies." Additional information from the research is presented in italics. 

Title Number of Movements Date 
composed 

Sonata no. 1 in d minor, Op. 6 Four movements 1907-1909 
Moderato assai ed espressivo 
Allegro affanato 
Largo espressivo 
Non allegro - allegro 

Sonata no. 2 in f# minor, Op. One movement Winter 1912 
13 Lento, ma deciso - Allegro affanato 

Sonata no. 3 in c minor, Op. One movement Winter 1920 
27 Can desiderio, improvisato - Moderato 

can mota, stenato, ma sempre agitato 

Sonata no. 4 in c minor, Op. Three movements Jan. 4, 1925 
27 Allegro moderato 

Andante non troppo quasi Sarabanda 
Allegro con brio 

First 
performance 
May 19,1922 
Moscow 
First perf. - M. MifZoeva 

December 29, 1916 
St. Petersburg 
First perf. - S. Feinberg 

April 13, 1926 
Moscow 
First perf. - S. Feinberg 

January 13, 1926 
Moscow 
First perf. S. lumberg 

Sonata no. 5 in B major, Op. 
64 no. 1 

Four movements 
Allegretto 

1907, rev.1944 May 30 , 1947 
Moscow 

Largo espressivo 
Vivo 
Allegro energico 

A. Goldenveizer 

Published 

Jurgenson, 1910 

Jurgenson, 1914 
State Publishing 
House, 1921 

S.P. H., 1921 

Universal 1926 

S.P. H., 1946 

N 



Title 

Sonata no. 6 in Ab major, Op. 
64 no. 1 

Sonata no. 7 in C major, Op. 
82 

Sonata no. 8 in d minor, Op. 
83 

Sonata no. 9 in F major, Op. 
84 

Table of Miaskovsky's Piano Sonatas Continued 

Number of Movements Date First 
composed performance 

Three movements 1907, rev.1944 February 6, 1948 
Allegro rna non troppo 
Andante con sentimento 
Molto vivo - Allegro affanato 

Three movements 1949 
Sonata (Allegro moderato) 
Elegy (Andante pensireoso) 
Dance - Rondo (Allegro giocoso) 

Three movements 1949 
Barcarolle-Sonatina (Allegretto) 
Song - Idyll (Andante cantabile) 
Chorale - Rondo (Vivo) 

Three movements 1949 
Sonatina in the light manner (Allegro 
non troppo) 
Narrative (Andante sostenuto) 
Unrestrained Aspiration (Vivo) 

Moscow 
G. Edelman 

Published 

S.P. H., 1946 

S.P. H., 1950 

S.P. H., 1950 

S.P. H., 1950 

w 
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APPENDIX 0 

TRANSLATION OF KUNIN'S "DATES IN THE LIFE AND WORKS OF 
NIKOLAI Y AKOVLEVICH MIASKOVSKY" 



Translation of Kunin's "Dates in the Life and Work of Nikolai 

Yakovlevich. Miaskovsky" 

1881- April 8 -Born in a family of a military engineer at Fort 

Novogeorgievsk in Modlin near Warsaw. 116 

1 15 

1888- Moved to Orenburg, then to Kazan Then, in 1893, he moved to 

Nizhny- Novgorod. 

1890- Death of his mother, Vera Nikolaevna (Petrakova- maiden 

name). His father's sister, Elikonida Konstantinovna 

Myaskovskaya, took over the task of raising the children. 

1895- A. Nikish's performance of Tchaikovsky's Sixth Symphony 

which "deeply impressed" Miaskovsky (his words). In the 

same year, he worked on his first independent musical 

composition, Preludes for the piano. The collection was 

completed in 1898. 

1899- Entered the military engineering school. Associated with a 

group of students who occupied themselves with the "Mighty 

Five." Beginning of his interest in literature. Studied piano 

with F. K Petersen. 

1902- Finished school and began service in the military Corps of 

Engineers (Zaraisk, Moscow). In November, he became 

acquainted with V. V. Yakovlev, a future historian of Russian 

musical culture. On December 12, Miaskovsky heard a first 

performance "Kashchei Bessmertny," a negative figure in 

116AII dates until 1918 are shown according to the old calendar; the composer's birthday is April 
20 in the new (modem) calendar. 
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Russian folklore. This made the "strongest impression" on 

Miaskovsky to pursue music. He wrote a letter to Rimsky

Korsakov asking him to recommend a composition teacher. He 
was advised to study with S.J. Taneev. 

1903- January through May, studied harmony with R. M. Gliere upon 

the advice of S. 1. Taneev. In the fall, he transferred to service 
in St. Petersburg, returning to the first circle of acquaintances 

with the newest trends in art. Beginning of his study of 

counterpoint and fugue with I. I. Kryzhanovskii until 1906, 

who was one of the founders of "Evenings of Modern Music." 

1904-05- Meetings with poets Vacheslav Ivanov, S. Gorodetskii and 

M. Kuzmin. The first romances with the first of Zinaida Gippius. 
The collection is called "On the Edge" which was finished in 

1908. Acquaintance with the participants of the "Evenings of 

Modern Music" and with the compositions of Debussy, Reger, 

Schoenberg, Richard Strauss which were performed in 

"Evenings." 

1906- Entered St. Petersburg Conservatory. Studied harmony and 
counterpoint with Lyadov, and orchestration with Rimsky
Korsakov. At the same time, he was in the military service. In 

a publication of U. G. Zimmerman appears the first collection of 

romances with the words of Z. Gippius. 

1907- The end of required military service and beginning of private 
life. Composed four sonatas for the piano, a string quartet, 
seven Romances with the words of Bartynsky (Op. 1) and other 

plays. Beginning of the close friendship and years-long 
correspondence with his friends from the Conservatory, B. V. 

Asafiev and S. S. Prokofieff. 
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1908- His first symphony is written, bringing him half of scholarship 

by A. K. Glazunov. Beginning of his teaching work was private 

lessons and music theory. December 18 was his first 

performance, in the capacity of a composer, in the "Evenings of 

Modern Music" together with Prokofieff. S. Demidov and V. 

Karatygin performed Miaskovsky's Three Songs. 

1909-1910- First symphonic "Pritcha" written ("Pritcha" is a Russian 

word relating to fairy tales, legends, fables from folklore) and 
the symphonic poem "Silence" taken from a story by Edgar 

Allen Poe. 

1911- Graduated from A. K. Lyadov's composition class at the 
conservatory. For his final exam, he performed the piano 

sonata in d minor, Opus 6, which was published a year earlier. 

May 31: first performance of the Symphonic Poem "Pritcha" 

and ."Silence" under the direction of K. S. Saradzhev, at the 

Sokolnichesky Circle summer concerts in Moscow. August 20: 

first small article under the signature "N. Y." in the Moscow 

weekly "Music", which opened a series of articles, 

correspondences, notographic articles for Miaskovsky. They 

appeared in magazines until December 1914. Gradually 
growing friendship with K. S. Saradzhev, editor-publisher of 

"Music" and V. V. Derzhanosky and his wife, chamber singer E. 

V. Koposovaya-Derhanovskaya. Beginning of intensive 

correspondence with Derzhanovsky. New Moscow friends 
became active propagandists of the music by Prokofieff and 

Miaskovsky. 

1912-1913- Wrote the Symphonic poem "Alastor," by Shelley. 

1913-1914- Composed Third Symphony. 
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1914- January 23: first performance of the Sonata for Violoncello 
and Piano, performed by E. Belousov and P. Lamm, and 

Romances in the words of Vych. Ivanov and Z. Gippius, 
performed by E. Koposovaya-Derhanovskaya and P. Lamm in 

the fourth chamber concert of the "Evenings of Modern Music" 

in Moscow. July: recalled into military service as a lieutenant 

in the Corps of Engineers; August-October: studied in the rear 

echelon; November 2: transfer of his entire unit into active 
service, to the southwestern front (Galitsysky). November 5: 

first performance of the symphonic poem "Alas tor" under the 

direction of S. Kusevitsky in Moscow. Beginning of friendship 

with army doctor A. M. Revidtsev. Writing down of national 
folk songs. 

1915- January: engineer work in the front-line area. February 

14:first performance of the Third symphony under the 

direction of E. Cooper in Moscow. March: participated in the 

taking of Peremyshl. April-June: a deep impression was made 
when he participated in the difficult retreat from the 

Carpathian mountains, through Galicia and Polese. In the 

second half of the year: service under Dvinsky Daugavpils; 
illness after aconcussion. November: transferred to the 

construction of the sea fortress in Revel (Tallinn). 

1916- Service in Revel, with short trips to Petrograd. Partial return 

to artistic interests and plans. Thoughts about an opera on the 

subject of the novel "The Idiot" by Dostoevsky occupied 
Miaskovsky beginning in 1908 and especially in 1914. 

1917 - Growth of social-political interests; hatred of narrow
mindedness and moderation in all aspects of Russian life. 



December: transferred to service at the main naval 

headquarters in Petrograd. 
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1917 -1918- A rapid surge of artistic work. Eighteen plays for the 

piano, still in Revel, Fourth and Fifth Symphonies, intensive 

work on the libretto opera "Idiot" (together with P.P. 

Suvchinsky). 

1918- Fall: moved to V.V. and E.V. Derzhanovsky house. Death of the 

composer's father, Y. K. Miaskovsky. Death of A. M. Revidtsev. 

1919- January: beginning of life by himself in a separate apartment. 
Service at naval headquarters. Work at the State Music 
Publishing House (one of the judges). Participation in an 

artistic organization, collective of Moscow composers, chosen by 

a member of the bureau. Beginning of friendship with P. A. 

Lamm, an active organizer of home music-making in four and 

eight hands. Miaskovsky became a continuing participant of 
such musical gatherings, and later, became an constant 

companion of the Lamm family during summer break. 

1920- Composed his Third Piano sonata and songs to the words of A. 
Biok. Arrival of his sister, Valentina Yakovlevna Menshikova, 

who moved in with the composer and took care of his 

household tasks. July 18: first performance of the Fifth 

Symphony, under the direction of N. MaIko, in Moscow. 

1921- Demobilization. Invitation to become a professor of 

composition at the Moscow Conservatory. Worked as Deputy 
Director of the music department of Narkompros (National 

Commissariat of Enlightenment). 
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1921-1923- Sixth Symphony written. 

1922- Chosen as a member of the Board of Directors of the All

Russian Associaiton of Composers. "Alastor", the Third Piano 

Sonata and Six Poems of A. Blok for voice and piano were 

published by State Music Publishing House. Summer: together 

with P. A. Lamm family, lived as guests at the home of N. F. 

Zhegin, director of the home/museum of Tchaikovsky in Klin. 

1923- First small article in the magazine "To New Shores" (under the 

signature of A. Verilov). Participation in the formation of the 
Association of Contempoary Music. A score of the Fifth 
Symphony was published in the music section of the 

government publishing house. 

1924- May 4: first performance of the Sixth Symphony under the 

direction of N. Golovanov in Moscow. Beginning of the 
publishing of the magazine "Contemporary Music"; B. V. Asafiev 

actively worked in it; Miaskovsky's participation was basically 

of a organizational or consulting nature. 

1924-1925- Eighth Symphony written. 

1925- Universal Publishing House (Vienna) published his Sixth 

Symphony. December-January 1926: Prokofiev and singer, L. I. 

Lyabera-Prokofiev perform Miaskovsky's small piano pieces 
and romances on their concert tour of the United States. 

1926- Plans for the symphonies "Evrika," "The Bronze Horseman," 
"Russian Folktales"; beginning of work on the Ninth and Tenth 

Symphonies. January 2,4, 5: performance of the Fifth 
Symphony under the direction of Leopold Stokowski in 
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Philadelphia and New York. "Alastor" and the Fifth Symphony 

was performed earlier in 1923-24, under the direction of G. 

Bud in London. January 24: performance of the Sixth and 

Seventh Symphonies under the direction of K. Saradzhev in 
Prague. In February, the Sixth Symphony was performed 

under direction of Saradzhev again, in Vienna. May 23: first 

performance of the Eighth Symphony under the direction of 

Saradshev in Moscow. November: Miaskovsky's trip abroad to 
Warsaw for the dedication of a monument to Chopin, and then 

to Vienna in connection with the publishing of his Seventh, 

Eighth and Ninth Symphonies, at the Universal Publishing 

House. This was Miaskovsky's only trip abroad. 

1926-1927- Completed his Ninth and Tenth Symphonies. 

1927- 1928- Reworked his piano plays which were written, but not 

published, in 1906, 1907 and 1917; formed two collections, 

"Reminiscences" and "Yellowed Pages" (that is, pages which 

have turned yellow due to age). 

1928- April 7: first performance of the Tenth Symphony by the First 
Symphonic Ensemble in Moscow (no conductor). 

1928-1929- Composed Serenade for a small orchestra, Sinfonette for 

String Orchestra and Lyrical concert for a small orchestra. 
Arrangements for piano four-hands of Prokofiev's Third 

Symphony and Steinberg's Third Symphony. 

1930- Two String Quartets werewritten and a violoncello Sonata 

from 1911 wasrepublished. Two marches for a brass band 
were written. Miaskovsky's work as editor of the Department 
of Artistic Music in the Government Publishing House ended. 
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1931- He left the Association of Contemporary Music, along with a 

group of composers. Summer: together with the Lamm family, 

he was in Nikolina Gora for the first time, close to the station 
Perkhushkovo on the Belo-Russian railroad. Nikolina Gora 

became his favorite place for summer work and rest until the 
end of his life. 

1931- 1932- Eleventh and Twelfth Symphonies were written. 

1932- June 1: first performance of his Twelfth Symphony under the 

direction of A. Kouts in Moscow. Summer: elected to the board 
of the Moscow Union of Soviet Composers. Arranged 
Moussorgsky's "Ivan's Night on Bald Mountain" for piano four

hands. 

1933- Thirteenth and Fourteenth Symphonies were written. 

1933-1934- Fifteenth Symphony written. 

1934- Five popular songs by the words of A. Surkov, S. Kirsanov and 

others were written. 

1935- October 28: first performance of the Fifteenth Symphony 

under the direction of L. Ginzburg in Moscow. 

1935-1936- . Sixteenth Symphony and Twelve romances in the words 
of M. Lermontov were written. 

1936-1937- Seventeenth Symphony written. 

1937- Eighteenth Symphony written. October 1: first performance of 
theEighteenth Symphony under the direction of A. Gauk in 



Moscow. December 17: first performance of the Seventh 

Symphony under his direction in Moscow. 

1938- Concerto for Violin and Orchestra written. 
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1939-- Nineteenth Symphony, "Welcoming" Overture. Fifth String 

Quartet werewritten. November 28: first performance of the 

Fifth String Quartet by the Komitas Quartet in Moscow. 

1939-1941- Participation in the editing the magazine "Soviet Music" 

as a member of the editorial board. 

1940- Twenty-first Symphony written. Miaskovsky was awarded a 

Doctorate of Fine Arts without defending his dissertation. 

November 16th: first performance of the Twenty-first 

Symphony under the direction of A. Gauk in Moscow. 

1941- March 15: awarded a State prize for the Twenty-first 

Symphony. July: two popular songs and two Marches for brass 

band are written. August: Miaskovsky evacuated to the city of 

Nal'chik together with a group of other artisans. September 
through December: wrote the Twenty-third Symphony-using 

themes of Kabardino-Balkarsky songs. November: moved to 

Tbilisi. 

1942- January 12: first performance of the Twenty-second 
Symphony under the direction of A. Stasevich, in Tbilisi. July: 

first performance of the Twenty-third Symphony, under the 
direction of N. Golovanov, in Moscow. September: difficult 

transfer to Frunze. December 16: return to Moscow. October
December: completed the cantata "Kirov is with us", which he 

began in Tbilisi. 
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1943- April- June: wrote String Quartet No.9. July 23: received the 
Lenin award, by the presidium of the Supreme Soviet of the 

USSR, for outstanding service in the development of Soviet 
musical culture. 

1944- Teaching, consulting and organizational work; chairman of the 

committee for the hundredth anniversary of the Rimsky

Korsakov birthday; participation in the preparation of the 

jubilee dedicated to B. V. Asafiev's sixtieth birthday. October
December: composed Concerto for violoncello with orchestra 

and revised Fifth and Sixth Sonatas from old drafts. 

1945- String Quartet No. 10 (reworking of a quartet which was 
written in 1907) and String Quartet No. 11 ("Reminiscences") 

written. In the summer, he suffered from illness. 

1946- Miaskovsky named National Artist of the USSR. Composed 

Slavic Rhapsody for Symphonic Orchestra, "Notebook of Lyrics" 

(Romances in verses and translations from R. Berns and M. 

Mendelsohn), "Stylization" (Nine pieces in the form of old dances 

for piano), "From the Past" (six improvisations for piano on 
material for pieces written in 1906-1907). 

1947- "Kremlin at Night", cantata-nocturne is written. November 

15: first performance of the cantata, under the direction of A. 
Anosov, in Moscow. 

1948- February: Miaskovsky dismissed from the organizing 

committee of the Union of Soviet Composers. May-October: 

Twenty-sixth Symphony written (on Russian themes). 
September: return to teaching at the Moscow Conservatory. 
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December 28: first performance of the Twenty-sixth Symphony 

under the direction of A. Gauk, in Moscow. 

1949- January 27: death of B. V. Asafiev. July-November: Twenty

seventh Symphony and String Quartet No. 13 written. 

1949-1950- Personal archives put in order. 

1950- Drafts of a new symphony, left unfinished, are destroyed by 

the composer. Illness. August 8: death of Miaskovsky. 

December 9: first performance of the Twenty-seventh 

Symphony under the direction of A. Gauk in Moscow. 
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