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Ex. 1.12: Paganini Caprice No. 1
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Chapter 2: Sciarrino Caprice No. 2
Analysis of Caprice No. 2
While Caprice No. 1 unfolds rhapsodically with a familiar motive from Paganini’s
Caprices, Sciarrino’s second caprice uses gestures to echo a form deeply embedded in the
traditions of classical music. Caprice No. 2’s opening phrases (P/ and P2) are hypnotic and
calming, with the volume starting and returning to nothing, recalling meditative breathing or

ocean tides.

Ex. 2.1: Sciarrino Caprice No. 2, opening phrases

To add to the serenity of the opening, Sciarrino uses groups of natural harmonics to form
diatonic intervals of major seconds, major and minor thirds, and perfect fourths.

A detailed look at the first section of Caprice No. 2 shows a clear division into three
phrases, as shown in Example 2.15. Sciarrino uses the opening gestures repeatedly in the first
section of this caprice, even as short extraneous figures become increasingly disruptive to the
meditative movement of the swells. One can clearly see, in Figure 2.2, that the phrases create a

nearly symmetrical arc for Section A.
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Ex. 2.2: Sciarrino Caprice No. 2, phrase structure for Section A

The first period evokes familiar musical language by using a parallel structure common in the

baroque and classical eras.
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Ex. 2.3: Sciarrino Caprice No. 2, first period

As the music progresses, Sciarrino’s expession marks are particularly helpful for comprehending
and conveying the phrase structure. A breath mark (*) printed in the score communicates a need
for time before the second period. The reappearance of the opening gesture in the third line is
paired with rinforzando, thus marking the third period of section A. This is almost an exact
repetition of the first period except for an extra flutter of motivic material in the second gesture.
At the end of the third phrase, Sciarrino writes out a ritardando by lengthening P1. (Example

2.4).
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Ex. 2.4: Sciarrino Caprice No. 2, end of Section A (p. 1, line 4)

Quite quickly, one can surmise that the caprice follows a ternary ABA form (Example 2.15), one
of the oldest musical forms. It is interesting that Sciarrino uses the same form for this caprice,
which has the longest melodic content of the six caprices, as used in baroque da capo arias. This
enforces the expressive elements of the caprice, which differ from the technically brilliant
characteristics of the other caprices.

The second section (Section B) veers away from the plaintive character with more
interruptions of animated figures: short tremolos of artificial harmonics and passages of fast
moving double-stop trills. The tremolos here appear at the beginning of Section B and mark a
rare instance in this caprice where Sciarrino writes pitches that are impossible to perform with a

clear tone.

tmp@[quasi ocol = BEL

Ex. 2.5: Sciarrino Caprice No. 2, tremolo harmonic (p. 1, line 4)

A major-third harmonic, which results in a pitch two octaves and a major third above the

fundamental, is extremely difficult to produce because the upper finger must be placed slightly
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