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Example 2.14. 

Example 2.14. “The Syllables in the Chant,” mm. 15–18. Mutable progression. 

Unlike the first song, melodic phrases in “Pro slepogo” shift between mutable centers. 

Measure 6 begins with an arpeggiated G major triad, implying C centricity but ends the phrase 

with a stepwise descent to E, shifting back to A (see Example 2.15). 

 

Example 2.15. “About the Blind.” Melodic mutability in the vocal line. 

From a Western tonal point of view relating A minor and C major to a melody in Phrygian would 

be an unusual relationship however, Ogolevets’s view of Phrygian as a “doubly intense minor 

mode” reveals a connectivity with the mutable areas.82 Furthermore, “About the Blind” is com-

                                                
82 Bazayev, “The Expansion of the Concept of Mode in Twentieth Century Music Theory.” 
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pletely diatonic and contains no cadences, which allows the music to fluctuate between mutable 

centers. However, the accompaniment in the piece does not always follow the mutable shifts in 

the vocal line, although the harmony avoids tonal closure in either key center. Example 2.16 

shows the avoidance of tonal closure in mm.5-6 via the omission of the leading tone of A minor 

and the shift from the secondary G major to triad to E minor at the beginning. Although the mel-

ody and harmony in the piano imply both modal and tonal aspects, the piece as a whole falls into 

lady modal’nogo type mutability. According to Kholopov, modality-type modes are centered 

around a register-specific pitch, instead of a triad.83 “About the Blind” coincides with Kholo-

pov’s idea, since the entire piece centers around E, specifically in the treble register. Example 

2.17 highlights the prominence of E throughout the piece, as it appears in every measure, some-

times as a pedal tone. The pitch centricity around E explains the presence of certain dissonant 

harmonies, such as the opening and closing F major seventh chords in mm. 3–4 and m. 13. Alt-

hough these harmonies stand as outliers in the modal scheme, they all contain E, which unifies 

them with “center” of the piece.  

Lourié’s early vocal works draw from a rich Russian folk and theoretical tradition in both 

their subject matter and compositional make-up. Corona Carminum Sacrorum features influ-

ences from both Russian and Western Catholic tradition, while Azbuka echoes the Russian folk 

tradition of chastushki. Despite their different subject matter and influences, Lourié’s use of 

peremennost’ unities the two pieces and shows a continuity with past Russian compositional 

practices. All four songs utilize Yavorskiy’s Mutable Mode One and have identical harmonic 

areas gravitating around A minor, C major, E minor, and G major. In spite of their similar har-

monic composition, each song highlights different aspects and ideas behind the mutability pre-

sent in the piece. “Ave Maria” aligns with Mazel and Berkov’s ideas of triadic function in 
                                                
83 Bakulina. 
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peremennost’, “Salve Regina” contains aspects of Kholopov’s lady modal’nogo and Mi-

asoedov’s pra-garmoniia, “Po slogam na raspev” highlights Yavorksy and Protopopov’s idea of 

melody creating mutability, and “Pro slepogo” features the importance of pitch centricity in 

Kholopov’s theory of modality-type peremennost’. Analyzing Corona Carminum Sacrorum and 

Azbuka through a Russian lens reveals a complex theoretical tradition underneath the simple sur-

face of the songs. 

 

Example 2.16. “About the Blind,” mm. 5–6. Mutable progression. 
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Example 2.17. “About the Blind.” E centricity shown in circled notes. 
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CHAPTER 3: ROSLAVETS’S EARLY SYNTHETIC STYLE IN 
FOUR COMPOSITIONS FOR VOICE AND PIANO 

 

This chapter examines Roslavets’s compositional techniques and use of orthography in 

his early years writing with synthetic chords. Roslavets composed Four Compositions for Voice 

and Piano between the years 1913–1914, beginning with “Volkovo kladbišče” (“Volkovo Ceme-

tery”) in November 1913, followed by “Vï nosite lyubov’ v izïskannon flakone” (“You Carry 

Love in an Elegant Bottle”) in December 1913, and ending with “Margaritki” (“Daisies”) and 

“Kuk” in February 1914. My analysis combines voice-leading analysis and set-theoretical ap-

proaches to reveal linear harmonic and voice-leading organization that help shape the ortho-

graphical landscape in Roslavets’s early synthetic compositions. Voice-leading analysis high-

lights the importance of orthography in the songs and reveals Roslavets’s use of enharmonic piv-

ots and horizontal voice leading to transition between orthographic extremes. In order to describe 

the organization of the sets within a given musical passages, my three voice-leading patterns—

varied, derivative, and cyclic—show specific transpositional distances between chords. (These 

will be explained below.) I will first discuss Roslavets’s “New System of Tonal Organization,” 

which will give an insight into his compositional method, as well as Roslavets’s definition of 

synthetic chords.84 I will then provide voice-leading graphs of passages from the songs stated 

above to show specific patterns, which I define as varied, derivative, and cyclic, and methods of 

orthographical transition within the progressions. 

                                                
84 Nikolay Roslavets, ‘The New System of Tone Organization and New Methods of Teaching the Theory of Compo-
sition: Theses of Lectures’”, 1929. Translated in: Bazayev, “Composing with circles, spirals, and lines of fifths: 
Harmony and Voice Leading in the works of Nicolai Roslavets,”194. 
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In a 1927 lecture given in Moscow, Roslavets described synthetic chords as a “further 

development of the classical system.”85 Synthetic chords evolve from diatonic modes and triads 

used in the “CLASSIC” system and are a growth of the four and five note chords found in the 

music of Scriabin and Debussy.86 Roslavets defines synthetic chords as six to eight note, chord  

that replaces “the ‘basic triad’ of classicism.”87 In Roslavets’s “NEW SYSTEM OF TONAL 

ORGANIZATION,” synthetic chords have the ability to form voice leading paths, “underlying 

harmonies,” and dissonances. Synthetic chords embrace “ultrachromaticism” and  feature ex-

treme spellings such as double flats and double sharps. Roslavets states that he bases his compo-

sitions off the “melodic unfolding” of synthetic chords. This chapter analyzes the voice leading 

and organization of synthetic chords in Roslavets’s early songs using a combination of “associa-

tional” and voice-leading analytical methods.88 Joseph Straus uses the term “associational” to 

describe Forte set-class analysis as it depends on the context of similar set classes to form rela-

tionships.89 I utilize set-classes to label the main synthetic chords in each piece and show the 

transpositional relationship between synthetic chords in each set class. Roslavets’s use of multi-

ple synthetic chords belonging to different set classes within a piece limits the abilities of an “as-

sociational” analytical approach. Voice-leading analysis derives from Straus’s “Voice Leading in 

Atonal Music” and reveals “voices” formed by the relationships between chords unrelated by set 

class.90 Straus defines a “voice” as “a manifestation of an underlying pitch class counterpoint” 

                                                
85 Inessa Bazayev, “Composing with circles, spirals, and lines of fifths: Harmony and Voice Leading in the works of 
Nicolai Roslavets” (PhD diss., City University of New York, 2009), 226.  
86 Roslavets, “The New System of Tone Organization and New Methods of Teaching the Theory of Composition: 
Theses of Lectures,” 1929. Translated in Bazayev, “Composing with circles, spirals, and lines of fifths: Harmony 
and Voice Leading in the works of Nicolai Roslavets”, 192–193. 
87 Ibid, 194. 
88 Joseph N. Straus, “Voice Leading in Atonal Music,” in Music Theory in Concept and Practice, ed. by James M. 
Baker, David W. Beach, and Jonathan W. Bernard (Rochester: University of Rochester Press: 1997), 237–239. 
89 Ibid, 237–239.  
90 Ibid, 241. 
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that forms voice leading between voices in different chords.91 Using voice leading graphs to ana-

lyze progressions formed by synthetic chords in Roslavets’s songs reveals “highly transposition 

like” (chords are not related by set class, but are only offset by one, or two intervals) relation-

ships between different sizes and set classes of synthetic chords.92 Synthetic chords that belong to 

the same set class display “uniform” voice leading in that all voices move at the same transposi-

tional level.93 Examples 3.5 and 3.11 illustrate uniform voice leading. My analysis asserts the 

importance of orthography and uses voice-leading graphs to show the orthography of each chord 

and highlight Roslavets’s use of his standard method of orthographical transition and enharmon-

ic pivots. The transpositional relationships formed between the chords and shown in the trans-

formational voice leading graphs fall into three categories: varied, derivative, or cyclic. Cyclic 

transposition refers to interval cycles. Derivative transposition occurs when the transpositional 

levels derive from the arithmetic difference between the transpositional indexes of two subse-

quent chords and features two types: proportional and nested. Proportional derivative transposi-

tion happens when the same number is added or subtracted between transpositions and nested 

derivative transposition occurs when two transpositional levels share a relationship to a central 

level. Varied transposition occurs in a progression when there is no unifying pattern between 

transpositional levels. Combining a voice-leading analytical approach dealing with orthography 

and an “associational” approach showing transpositional organization highlights the connections 

between Roslavets’s “NEW SYSTEM OF TONAL ORGANIZATION” and the “CLASSIC” 

system from which it stems.  

                                                
91 Straus, “Voice Leading in Atonal Music,” 241–242. 
92 Joseph N. Straus, “Uniformity, Balance, and Smoothness in Atonal Voice Leading,” Music Theory Spectrum 25 
(2003), 318. 
93 Ibid, 314. 
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In Four Compositions for Voice and Piano, cyclic transposition functions to move in be-

tween different pitch class sets of the same synthetic harmony and orthographical areas. Example 

3.1 shows a T3 cycle in mm. 46–47 of “You Carry Love” that shifts the orthography of the piece 

from all-sharp spellings to all flat. The orthographical change between the voices in each subse-

quent chord exemplifies Roslavets method of standard orthographical transition. Notes with 

sharp or flat orthography lead to notes with the same, or natural, orthography in the following 

chord. On a larger scale, Example 3.1 contains an enharmonic pivot. Enharmonic pivots are a 

pitch or chord that appears enharmonically either adjacently or at the start and finish of a pro-

gression that shifts the harmony to different orthographical areas. These enharmonic pivots un-

cover the importance and function of orthography in Roslavets’s “NEW SYSTEM.” Here, the 

enharmonic pivot is the opening [5,6,8,t,e,1,3] pitch-class set (chord 1) that starts the progression 

and the same pitch class set that ends it (chord 5). The pitch-class set [5,6,8,t,e,1,3]  at start of the 

T3 cycle contains all-sharp orthography and then the cycle carries the chords to natural orthogra-

phy in chord 3 and concludes with the enharmonically re-notated chord 5 with all-flat orthogra-

phy. The use of an enharmonic pivot in mm. 46–47 reveals harmonic continuity between differ-

ent orthographical areas and presents a function of cyclic transposition in Roslavets’s “NEW 

SYSTEM.” Measures 10–11 of “Kuk” feature a similar method of using cyclic transposition in 

conjunction with an enharmonic pivot. Example 3.2 shows that the [0,1,3,4,6,8,9] harmony in 

chord 1 appears enharmonically re-notated in chord 6 and transitions the music from sharp and 

double-sharp orthography to natural and flat orthography. Similar to Example 3.1, the voices be-

tween the chords follow Roslavets’s standard method of orthographical transition with the addi-

tion of double sharps moving to natural spellings. Example 3.2 does not contain perfect cyclic 
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transposition since the pattern breaks between chords 5 and 6, but it does emphasize the relation-

ship between cyclic transposition and orthographical transition. 

 

 
Example 3.1. Enharmonic pivot that begins and ends a progression in mm. 46–47 of “You Carry 

Love.” 
 

The T7 cycle begins to shift the spelling from sharps to flats and naturals using the standard 

method organization, which the enharmonic pivot strengthens. “Daisies” features cyclic transpo-
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sition on a large scale in that it uses a T5 cycle throughout, with the exception of two places. The 

song uses one synthetic chord (013568t); the same rhythmic 

 

 
Example 3.2. Enharmonic pivot that begins and ends a progression in mm. 10–11 of “Kuk.” 
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pattern in the accompaniment never changes. The song is in a through-composed form, since no 

melodic material repeats, with the only repetition of harmony occurring at the end. Roslavets or-

ganizes the spelling and transpositional levels of the synthetic harmony based of perfect fifths 

and use of cyclic transposition.  

Table 1. Synthetic chords in “Daisies.” 

Normal Form Set Class  Spelling Measure(s) 
[5,6,8,10,11,1,3] (013568t) B-F♯-C♯-G♯-D♯-A♯-E♯ 1–3 
[10,11,1,3,4,6,8] (013568t) E-B-F♯-C♯-G♯-D♯-A♯ 3–5 
[3,4,6,8,9,11,1] (013568t) A-E-B-F♯-C♯-G♯-D♯ 5–6 
[1,2,4,6,7,9,11] (013568t) D-A-E-B-F♯-C♯-G♯ 7–9 
[6,7,9,11,0,2,4] (013568t) C-G-D-A-E-B-F♯  9–10 
[11,0,2,4,5,7,9] (013568t) F-C-G-D-A-E-B 10 
[4,5,7,9,10,0,2] (013568t) B�-F-C-G-D-A-E  11–12 
[2,3,5,7,8,10,0] (013568t) A♭-E♭-B♭-F-C-G-D 13 
[0,1,3,5,6,8,10] (013568t) G♭-D♭-A♭-E♭-B♭-F-C   14–16 
[5,6,8,10,11,1,3] (013568t) C♭-G♭-D♭-A♭-E♭-B♭-F  17–24 

 

 

Example 3.3. Perfect fifths formed by chromatic alteration in “Daisies.” 
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As shown in Table 1, each synthetic chord can be ordered into a  series of stacked perfect 

fifths.94 The first chord in mm. 1–3 features all sharp notes, aside from B-natural. As the harmo-

ny changes another natural note appears until the harmony becomes all natural spellings. This 

process switches in m. 11, as flat notes appear in appear the same order.  

Example 3.3 reveals that the altered notes from chord to chord form a series of perfect 

fifths that structure the harmonic progression. The harmony therefore changes in such a way as 

to preserve the series of stacked perfect fifths in every chord while creating a new series of fifths 

through the harmonic change. Example 3.4 shows the cyclic transposition between the first three 

synthetic harmonies in mm. 1–6. The transformational voice leading graphs in “Daisies” are 

based off of the first appearance of the chord stacked lowest to highest and are indicated by 

brackets in the score. “Daisies” does not contain clear, horizontal voice leading between chords 

due to both the length and the rhythmic shape of the harmonies. Roslavets uses the introduction 

of natural notes along with T5 cyclic transposition to indicate a clear change in harmony. Ro-

slavets’s standard method of orthographical transition paired with cyclic moves the harmonies 

to different orthography. Measures 1–6 of Example 3.4 illustrate this as the harmony becomes 

increasingly spelled with more flats. Example 3.5 shows the persistence of cyclic transposition 

and the same method of orthographical transition that occurs in the shift to flat-harmony in mm. 

9–11. As in Example 3.4, the use of Roslavets’s standard method of orthographical transition 

combined with cyclic transposition and the introduction of different chromatic tones dictates the 

harmony. The C-natural in m. 9 leads to the F-natural in m. 10, which leads to the B-flat in m. 

11. Roslavets utilizes enharmonic pivots on a larger level in “Daisies” in the form of the 

                                                
94 Perfect fifths and T5 / T7 transpositions play an important role in many of Roslavets’s works. For more infor-
mation see: Bazayev, “Composing with circles, spirals, and lines of fifths: Harmony and Voice Leading in the works 
of Nicolai Roslavets” (PhD diss., City University of New York, 2009).   
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[5,6,8,t,e,1,3] opening pitch class set. This set class opens and closes the piece and has a respec-

tive dominant pitch class set, [0,1,3,5,6,8,t], which appears in m. 15 before the closing harmony. 

 

 
Example 3.4. Voice leading in mm. 1–6 of “Daisies.” 
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Example 3.5. Voice leading in mm. 10–11 of “Daisies.” 

The opening chord functions as an enharmonic pivot that begins the piece with predominantly 

sharp orthography and concludes the piece with flat orthography. Roslavets essentially augments 

the enharmonic pivot progression found in Examples 3.1 and 3.2. Cyclic transposition plays an 

important role in orthographical transition in Four Compositions for Voice and Piano. This 
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method operates on its own to shift the spellings between harmonies and, on a larger level, to 

move to new orthographical areas within a piece.   

Derivative transposition appears the least in Four Compositions for Voice and Piano and 

functions to generate transpositional change, rather than orthographical change. Example 3.6 ex-

hibits nested derivative transposition between members of set class (0124578t) in mm. 1–4 of 

“Volkovo Cemetery.” This graph maps the notes of the chord in ascending order as they appear 

in the song and aims to show clear (i.e., horizontal) voice-leading paths between the chords.  

The graph of mm. 1–4 reveals the presence of at least one clear path between notes of the 

(0124578t) chord and a near horizontal relationship between the inner three voices. This near 

horizontal path accentuates the nested derivative transposition between the chords. The distance 

of +3 between the transpositional indexes of chords 1 and 3 manifests in the graph as a shift up-

wards in the middle three voices, while the distance of −2 between chords 2 and 4 show a shift 

down in the same voices. Nested derivative transposition occurs in mm. 1–4 because the distance 

between the outer transpositional levels add to the central transposition level (2 + 3 = 5). Unlike 

cyclic transposition, this nested derivative transposition does not create gradual orthographic 

change. Here, nested derivative transposition generates the transpositional levels of the synthetic 

chords and solidifies the harmonic structure of the piano introduction. Measures 10–11 of 

“Volkovo Cemetery” features proportional derivative transposition created by swapping the ac-

cidentals of the chords. Example 3.7 shows the presence of proportional derivative transposition 

as the difference between the transpositional levels of the outer chords is ±5. Swapping the acci-

dentals causes fuzzy voice leading between mm. 10 and 11 with a displacement of one semi-

tone. Despite belonging to a different set class, (013579), the parallel motion in the inner voices, 
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Example 3.6. Derivative transposition in mm. 1–4 of “Volkovo Cemetery.” 

displacement level of one semitone, and identical voice leading do not denote chord 3 as a dif-

ferent type of synthetic chord. Roslavets uses proportional derivative transposition in “You Car-
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