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The Sonata Form between Dodecaphonic Variation and Themtic
Development in the first Movement of Ernst Krenek Piano Sonata
No. 3

Iyad Abdelhafeez Mohammad, Department of Music, Faculty of Fine Arts, Yarmouk
University, Irbid, Jordan
Abstract

The Research aims at analyzing the
dialectic relation between the melodic
structure of the sonata form and the
dodecaphonic procedures used in the first
movement of Ernst Krenek’s Third Piano
Sonata, and the influence of the principle
of dodecaphonic variation on maintaining
the wunity of form in an atonal
environment. The study applies both
melodic and dodecaphonic analyses in a
way that allows to compare and
determine the role of each factor in
molding the sonata form.

The study shows the interaction of the
principles of melodic development and
dodecaphonic variation in forming the
melodic material of the sonata. On the
one hand, there are melodic and rhythmic
patterns specific to each theme, with the
time signature playing a significant role.
On the other hand, we see the action of
dodecaphonic variation based on constant
variation in the use of a row and the
continuous change of rows and
transpositions used.

Keyword: Krenek, Sonata form,
Dodecaphonic  matrix, Dodecaphonic
variation, Melodic
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