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ABSTRACT - .

The purpése of this thesis is to compile an annotatgd catalogue
| of thgmegvof Prokofiev's works of his .early pefiod (19"08-191.8.)..' The \
aﬁnotations are expanded to brief melodic anal%es of gasp theme.
| The method of analysis is.gxplained in the preface.
-4 A hiographical sketch of Prokofiev's early period is ‘given 1in 0
" the- f1rst :hapter i N
]’he music material to be analyzed is d1v1ded into four chapters
a.ccordmg to medium, and arranged in .th‘ropplogical-.qrdgr:; ¢
In the conc]uding. chapter, both a co;nparison of therne.s“ of )

d1fferent media and a summary of the overa]] style of Prokoffyv 3 C :

early themes are presented. ’ , -

™~
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1. - The Area of Study and the Method of Analysds \

it is not possible for any compose} to foretell his becoming
a classic af & particular epoch in the history of mysic. Only the test
of ‘time will reyegal real quality ig any art. . _ 4 \\ ’

The following two quotations show some of the.-difficulties which
e ..

Prokofiev, like many other artists, had to face on ﬁis way towards

universal recognition:
. v .Y

. ‘ K Y . .
“This energetic, rhythmic, harsh, coarse,«primitive cacophony -~

hardly deservgs Io be called music.“]- "fLrude, leaping, and -absurdly
;artificialt it gives a true picture of the modern *'football' generation.
There is>something:about igifhat is stupid, inane, and b]ockheaded.\”2

. - Prokofiev aﬁswered by the followfng: '

" A classical composer is a madman who composes music that is . -
incomprehensible to his own generation. He has succeeded in dis- -
covering a certain logic that is still unknown to others and hence

. these others cannot follow his rea3oning. Only after some time
the paths he has charted, provided they are genuine, will become
~¢lear to everyone else. To write -only according to the rules ld‘i'
down by classical composers of the past means to be only a pupil
and not a master. Such a composer is easily understood by his
contemporaries, but he has no chance of outliving his generation.
’ 4 <

[y

_ ]From Leonid Sabaneyev's review of Prokofiev's First'Pidno Concerto,
Op. 10 in Golos Moskvy, No. 175, 1912. Quoted from Israel Nestyev,
Prokofiev, 2nd ed. (Stanford, Calif.: Stanford University Press, 1960),

p. 63. .

2Erom L. Sébaneyev's review of Prokofiev's Second Piano Sonata, Op.
14 in Golos Moskgx,/19l4. ~Quoted from Nestyew, Prokofiev, p. 82.

3Proko£iev's "answer" to music eritics, who misunderstood his music,
is eitracted from his Autobiography: Semyon Shlifstein, S. .Prokofiev:
Autobiography, Articles, Reminiscences {Moscow: Foreign Languages  -.
Publishing House, 1960), p. 69. . .
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Tﬁe music of Prokofiev has already proved to be of lasttng value
-and he himself ha§ become a classic of twentieth-centdry mu§ic.

Statementsylike those‘bf L. ‘Sabaneyev belong to an extreme line
of criticism which accompanied Prokofiev during the young-yejrs of his-
life. However, even then he had his friends,uwho found bleaéure jn
listening to his music (among them éomppsers N. Myasko?sky and B.

Asafyev, music critic . Karatygin and poet V. Mayakovsky). But it is

also true that much later, even at presant, the music of Prokofigv!s

early period4 has been regarded as infertor to hfs later works in its.
melodic aspect. - : N TN

If melody or melodiousness-mgént the same as Tyrieism, there .

wou 1d perhaps be some foundation/for such a ctriticism, since Prokofﬁev

himself admitted that "for a 1 time I was given no.credit for any

-

lyrical gift whatever, and for want of_encouragement it developed “~

s]pw]y.“s However, it may not be jutt to eduate the meanings of
” . * . X ‘ .
lyricism ard melodiousness. In'Prokofiev's words, "it [the lyrical

line] appears firét.as a thoughtfu] and meditative mood, not alwayé

“associated with the he]ody, or, at any rate with the 1ong me]ody."6
§1¥n‘ce this thesis deals with the melodic aspect of Prokofiev's L=
. . ) . . D \

music, namely thh_his melodic themes, it will prove valuable to

examine first the possible meanings of the word""melody".

'4Prokofiev's music is usually divided into thiree periods:

. 1. Early Russian period (1908-1918); 2. Middle or Foreign period
(1918-1934, the years spent abroad, mostly in America and France);
3. Late Ryssian period (1934<1953, the yedrs after his retdrn to the
Soviet Union). . ‘ .

sshlifstein, S. Prokofiev: Autobiography, p. 37.
-, 6M'a/p- 36 - .
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M. Arandvsky, in his book Melodika §. Prokofieva [Melodies of

S. Prokofiev] 7 devo‘tes one whole chapter to thy prdblem of “the theory*

of melody. He says "The theory of" melody 1s young, - having orig1nated

‘only at the beginning of . this _centuny; consequent’ly. it.has not yet laid

B foundation for ah mdependerh branch of theoretical musicology

. the. word me'lody a]one can" have the following meanings:
1. expressive means of music o

“ 3horizontalness' m\general . . S
3. ~a top voice ,
4. a concrete melody _ -m
5. an embodiment of the melodic source, mélos, melodioesnegs.'

Then the author discusses very thorouglh'ly the nature of melody,

its perceptwn from the physiological as well as psycho]og1cal points

of view, and finally he states several def1mt10ns of the meaning of

“~3

- melody. Among his observationeare the following: - vy
Ty . ]

“The laws of‘;.nusical Togic are the laws of ties among sounds. ..

[}
In the process of historical development these ties organized themselves

.into systems." Scales, harmony, form and in a lesser way rhythm all

create systems of stereo;ypes. but not melody.

"Melody originates as a result of a synthesis of all or a.lmost'

) .
all systems. melody is a synghetic ph;qpmenon » and s1nce "5 .the

style has the role of ynification of the stereotypes .the melodic style

15 an organic unity of stereotypes, systems and intonational complexeés. ,(\

. 7Mark Aranovsky, Melodika S. Prdkofjeva [Melodies of s. Prokofiev]
(Lenlngrad Muzyka, 1969), Z237. .

Ib‘ld. ’ DP. 7-8.
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"Melody- 18 a structure which possesses a unity of content and
which originates on a basis of intonational ties among tones.” Or in

short: "“"Melody is a developed, closed intonational structure."9

In this writer's opinfon, the final definition most closeiy
expresses the meaffing of "a concrete melody" (the fourth,category of
the above-mentioned méanings of me]ody) This 1mp11es that the
material of the themes of compositions should- be studied. since only
in melodic themes are the necessary qua]ities (the development and
completion of 1ntonational structure) present. In other parts of 4
composwtion th' melodiousness simply applies to its other mapifestations,
mainly to the "'horizontalness' in general" (the second category. of the
meanings of melody). ¥
The aim of this thesis is to define and analyze themes of
Prokofiev's early compositions and to draw conclusions about their
overall melodic style. | : - .
Unfortunately, it is impossible to study all themes in all the
modifications they undergo in the course of their development through-
out a composition. This would exceed the scope ef this‘type of prpject.
Therefore, only the original statements of the themes are singled out
ejp analyzed from the following aspects: - 4
| 1. Qitch range
2. Prominent intervals

3. Implied scales ) ¥ /,/” Y

4. Tonality and fmplied harmonies

Ibid., pp, 23-37.
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5. Rhythnic design, meter, tempo _ _ N
6. Phras{ng TS "I"J : o
7. -Use of rests

8. Principles of sequence, variation and repetition

9. Dynamics, accents. touch and other sound effects

The music material se]ected for analysis is divtded into four
chapters atcord}ng to medium: : A{
1. Piano solo (Chapter II) . N
2. Solo 1nstrument wlth an accompaniment (Chapter 111)

3. Voca] music (Chapter IV)

N

4. Orchestra (C%apter vy, ’ C e
l The compos1tions ‘included in each of these chapters are arranged
[ 4 .
in chronolog1ca1 qrder. ° ..

In Chapter {, ggﬂ backgréun; and origin of all works studied are
discussed, and Chapten VI both offers a~comparison of themes for
different media:ahq swWimarizes the characteristic traits gfvaﬂl‘themes
of Prokofiev's early period (]908-1918).

. ‘ft-is‘hoped that the melodic analysis of Prokofiev's themes will

prove to be a useful contribution to the overall knowledge of the

musical style of one of the greatest melodists of the twentieth century.

2. Music Material ) .

" This study deals only with music of Prokoflev s early per1od

(1908-1918) and only with comp051t1ons ass1gned opus numbers; the

~material to be examined covers opera one to th1rty
Ra SN
LT However, the problem arises whether or not to- include works com-

'§ =

posed during the period studied but revised or rearranged in Uter years,

ix
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In mo;t ‘cases, only the later edittons of the works are ayailable.

The broblqn is campounded by the fact that it '{s not alunys possihio

to tell which musical tdeas are new and which have sprVived from the

earlier attempts In order to avoid misleadinq cOnclusipns. 1t ns

decided to exclude" the following compositfons from this _project:
'~ 0p. 5 Sinfonfétta in A majpr for ovchestra (1909 1914, 1929)'°

| ' Op. 8 Autumna] Sketch for. orchestra (1910 1914. 1954)

Op. 16 ‘Second Piano Concerto (1913, $923)'! - )

Ob. 21 The Buffoon, ballet (1915, 1920, suite from the ballét 1922) -
‘\. . . ' .
Op. 24 The GambTer, opera (1915-16, 1927)
Op. 26 Third Piano Concdrta (1917-21).'2 . = . :
> The following three compositions were never published and the
manuscripts or copies of the same weie not available for examination:
Op. .6- Dreams, symphonic poem for orchestra (1910) )

Op. 7 Two Poems for women's vo1ces and orchestra (1909-10)

Op 13 Maddalena opera in one—act (1911, 1913)]3

°
-

loThe third and only ava1lab1e version of 1929 was given a new.
‘opus number«-0Op. 48.

1]"'1 have sb comp]ete]y rewritten the Second Concerto that it might
almost be ‘considered the Fourth', Prokofiev informed his Moscow friends in
‘a letter on Detember 4, 1923." Quoted from Nestyev, Prakofiev, p. 202.

IZThe Concerto was begun in Russta but completed during the Fore1gn
period in France.

]3The manuscript of Maddalena is held in London under a curious’
copyright law. For a more detai Med d1scu5510n of thig.matter see the
article by Rita McAllister, “"ProkoTiev's Early Opera Maddalena," )
Proceedings of the Royal Musical Association, XCVI (1§€§ 707, pP. 137-147 .«
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‘0p. 30 Seven They are Seven.-cantata (1917~18) was. publ{shed

only 8nce 1n 1925, but because. of a yery Vimited number of copies, it
’//C;s not possible to obtain one for this resesrch. : . -,
The remaining twenty opera (including some seventy compositions
. and_ovér 150 themes) form a body of mat;rjal‘to be analyzed in the
following chapters of this thesis. ‘ , 3
Most of the music is contained in a Russ;)c edition Sobranie
Sochinenii [Collected Ho‘&s] (H;:;ou: State Music Publishers, 1955.), -
) Compositians studied in Chapter Il can be fqund in volumes 1| and

2 of the Collected Works: those of Chapter III in volumes 4, 5, 18,

19A, and 20A; those of Chapter IV in’vglume 17, and those of Chapter V

s in volumes 3 and 15A, J |
b Numbers 3 and 4 of Op. 3 were omitted from this edition, therefore
the following publication has beeﬁ used:

Prokofiey. Sergei. Selected Works for the Piang. Compiled by

>
Erno Balogh. New York/London: G. Sthirmer [n.d.] Vol. 1766,

.
pp. 22-25. .
r/
Instead of volumes 2, 4, 5 and 15A of the Collected Works, which

are missing from thd University of Alberta's 11brary,‘the‘folfow1ng

scores have been examined: )

©

1. Prokofiev, Sergei. 66mp1ete Piano Sonatas. New York: Leeds

Music Corporation, c 1957. " . .

2. ProkofieQ, Sergei. Ala et Lolly; Suite quthé pour;gfande

orchestra, Op. 20. Londom: BooSey & Hawkes, ¢ 1923. (Hawkes
pocket scores, No. 636). ‘ ~

3. Prokofiev, Sergei. Klavierkonzert No. 1, Des-Dur. Piane

x1



into Enghkish has been sumplied.

- : 4—"‘
4 ' ' ’

Concerto in D flat maipr. op. ‘10 Bad Godesberg: Rob. Forberg

-, — ——

[h.d.] (Pub.. pl. No. 6205).

J N *

3. Transiit fteratfon amy Iransldtion of'Russian

. ————— ‘3

\

In this'thes1 + a good number of book titfis‘ names and quotations
from sources written in Russian are cited. The transliteration of a

Cyri‘?lc alphabet-1nto a Roman one follows 4 simplified version of a

-system employed by tho L1brary qf Congress

A taple for sych transliteration can be found in the follow1ng

book : Demar Irvine, Hr)ttng»about Mq;lt A Style Book fo oryReports ang

Theses, 2nd ed. (Seattle/LondonL' Umiversity of Washington Press, 1968),

- !

Common-usaqge modified spelting was preferred for transcribing

pp. 41-42.

well-known names and titles. (Fo?.example: Musbrgsky rather than
Musorgskii; Prokofiev rather than Prokof“Ez, etc.)
A . - . .

In cases where an EngJish:laﬁguaqe edition of the text cited tn

this thesis was nat available, the author's -own translation from Rustian

xi1
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CHAPTER 1

L

The follawing short biographical sketch of Prokofiev's early

PROIROFIEV‘S EARLY PERIOD--A SHORY BI(XERAPNY

period as well as all other biographical information found throughout

this thesis are based on data'given in 1. Nestyev's book, Prokofiev.'?d

Sergei Sergeyevich Prokofiev was born on Apr\l 23, 1891, in the
small Ukrainian v1llage of Sontsovkaﬂ"His father, an agronomist, worked
there as supervisor of the village's economic affairs, and his mother
helped in all adm1nistrqtive matters, even functioning as a doc tor and
tedcher of peasant children. Prokofiev's parents were representative
of the middle-class RuSsian intelligentsia. They were both well educated,
and Mrs. Prokofiev was a good piénist and pedagogue. It was she who first
introduced 1ittle Sergei to music. She taught him the three basic skills,
which proved to become important factors.in Sergei's musical career:

1. to judge and analyze music |

2. to play the piano

3. to write his own music.

Between the ages of six and eight, Sergei composed several piaro

pieces. The next year (after his unforgettabfe visits to opera houses {p

Moscow) he wrote his first opera, The Giant. By|the time he was thirteen

Snd ready to enter St. Petersburg Conservatory, Be had campleted four -

% srael Nestyev, Prokof1ev, 2nd ed. (Stanford, Calif.: Stanford
University Press, 1960), . :

~



operas, a symphony, two sonatas, songs and many -piano compositions.
The later works of this childhood period were writtes under the super-
vfsion of Reinhold Gliere. who had become Prokofiev's first private

Of the early: piano coMbositions. the llttle pieces ca]léd it ies

composition teacher,

deserve special attention. They were "cOnposed for and dedicated to
Sergei's relatives and friends. From 1902 to 1906 five series of Ditties
were written, each consisting of twelve pieces conposed within one year,
Manuscripts of these.sixty miniatures have been preserved\in the Prokofiev
archives in the U.S.S.R. They present chalienging material for scholarly
study; Not only do they show a developmepx of Prokofiev's ¢Feative
thinking but they are also direct links f; all the musical output which
has 1"ollowed.]5 ' |
During the Con;ervatory years (1904-1914), in spite of his conflicts

with teachers, whose teaching methods Prokofiev dis]fked, he acquiréd
necessary - skills in a]l music-theory subjects. He completed a course in
conducting and under the guidance of his piano téachef, Anna Yésipova,
grew into one of the great and individua) pianists of his time.

At the Conservatory, Prokofiev made lifelong friends with musicians

®
Boris Asafyev and Nikolai Myaskovsky, and the musical discussions with the

latter were of especially great benefit to his artistic development.

(" ]51. Nestyev mentions that hints of one of the future themes of
Sarcasm No.

1 are contained in Ditty No. 8 of the 1903 series, and that
the Ditties of 1904 precede the Etudes, Op. 2 and themes of the First .
Piano Concerto, Op. 10. The best of the last Ditties of 1905 and 1906

contain germ ideas of themes of such late works as Romeo and Juliet and
War and Peace. See Nestyev, Prokofiev, pp. 13, 15 and 27, respéctively.
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In 1907, Prokofiev became involved in the activitigs of a modernist
" musical society._Eveninﬁs of Modern Music,.where he got‘acquaintod with
the latest Russian and West European music, and where his own c0mpo§1tions
were firgt berformed. (In 1910, at one qf those gatherings, he.fifst met
Igor Strav1nsky., ‘ '
Prokofiev's compositions, writteﬁ duriﬁg the first half of his
studies at the Conservatpry. include six piano sonatas, a Gbmphony in E

16

minor, two. new versions of his childhood opera Undine, a new version of

another early opera, A Feast in Time of Plague, songs and piano pieces.

A revised first movement of the Second Piano Sonata, composed 1in
1907, was the first of Prokofiev's works to be assigned an opus number--

;]7 Some of the separate piano com-

First Piano Sonata in F minpr, Op. 1
po§1t1ons written ddring {;e Conservatory years remained unpublished,
while others were included in Opgl 3 and 4. The Four é&gigg,for plano,
Op. 2 and the Sinfonietta, Op. 5 were written in'Sontsovka during the
sumer holidays of 1909. In the course of the 1909-1910 season, Péokofiev
added three orchestral pieces to the list of his works: Dreams, symphonic

poem for orchestra, Op. 6, Two Poems for women's voices and orchestra,

Op. 7 and Autumnal Sketch for orchestra, Op. 8.' Next followed Two Songs
w |
for voice and piano, Op. 9, composed to words by A. Apukhtin and K. Bal-

mont (1910-1911).
"

Up to this point, the music of young Prokofiev was strongly rooted

¢

in the romantic past and partly imitative of his idols of that day.

e

<7 | r

]GThe Andante movement of this symphony was later reworked and
included in the Fourth Piano Sonata, Op. 29.

Materials of the Third Piano Somata (1907) and the Fifth Piamo
Sonata (1908) served as a basis for the later Third Piano Sonata, Op. 28
“4nd Fourth Piano Sonata Op. 29, respectively:



Influences on Pfo}ofiev by Medtner, Rakhma:,:Lv. Rubinstein, Skriabin
and Schumann have been pointed out by severs) musicologists. Among - °
the compositionsg shoying.a path to the -future are the Piano pieces of
Op. 2, 3 and 4. | ' |
During the following years of great changes of fashions in art.le
and a very tense political situation in Russia, Prokoffev's artistic
style crystallized. - ‘ .,
In 1911, he wrote the First Pia&o Concerto, Op. 10, which was Rer - -
formed at a public symphony concert, and in the same year his music was .
published for the first time. He obviously.started to gain fame, even
though mostjy through extremely unfavogurable criticisms df his music.
Prokofiev‘s firsg more-or-less mature opera, Maddalena, 06. 13
(1911, revised in 1913), on the.text by M. Lieven, was considered very
farsh, vocally difficu]i and u;melodious. It was never performedf -The
operatic style of Prokofiev's early period was very dramatic, consisting
mostly of recitatives, and there.c;n be found some similarities with the
operatic achievements of M. Musorgsky.
The style of Prokofiev's piano compositions also be;ame more
dramatic and energetig; percussiveness, rhythmic drive and original
harmonic treatment were among the characteristic features. These
'quaiities can be found in the Toccata, Op. 11 (1912), in some of the /)

Ten Pieces for piano, Op. 12 (1906-13), in the firsf. second and four&h\\ \

]8The prominent trends in arts were futurism, cubism, idealism and
mysticism. In music, principles of constructivism and primitivism stood
side by side with a tendency to imitate French impressionism. Igor
Stravinsky was a leading exponent of modernism in Russian music, and his
influence on Prokofiev cannot be denied in works like the Scythian Suite
and The Buffoon.




movements of the Second Piano Sonata, Op. 14 (1912}, in most of the
music of the Second Piano Concerto, Op. 16 (1913) and in the Sagéasms,
Op. 17 (1912-14). ' - : -
The one-movement Ballade for cello and piano, Op. 15 (1912) is of
?fsg'similar‘nature. The main theme of the Ballade was Pquofiev's‘
earliest melody to become ﬁabiished, written in Sontsovka in 1903 for
an eér]y violin sonata. The main theme of the Ballade is not, however,
the only lyrical melody represented in Prokofiev's early compositions.
Many simple, "classical", and emotional themes are heard in the Ten
. Pieces, Op. 12, and more often in the later works, such as the Séng

cycles of Opp. 18 and 27, the First Violin Concerto, Op. 19, the Visions

Fugitives, Op. 25, the Th1rd and Fourth Piano Sonatas, Opp. 28 and 29

and in the Classical Symphony (No. 1), Op. 25. - )

» It does not seem strange that many different and soﬁetimes quite
contradictory trends are found in the music of this very young composer,
whose talent and individuality were as great as was his desire to find
his place in the musical life of the day. J. Kremlev makes the following
observations:

The aesthetic aspirations of Prokofiev in 1914 thus were #&i-

verse and in many aspects controversial. He valued clear sim-

- plicity of old classics but at the same time he strove for extreme

v audacity of innovation... He was attracted towards the Russian
national element, but did not advance consistent and conscious
bearing on folklore. MHe vaquely sensed that one ought to write
for a wide audience but at the same time rejoiced at any oppor-
tunity to astound and to shock by employing the unusual. He
repeatedly felt the need for lyricism but demonstratively supres-
sed -‘these feeble impulses impelled by the pathos of iconoclasm.l19

193u17 Krewlev, Esteticheskie vzqliady S. S. Prokofieva”
[The Aesthetics of S. S. Prokofiev] [Moscow: Huzyka, 1966}, p. 45. ,




'] ’ 6
In 1913 Prokofiev went abroad for the first timjif-Hg'snpnt.hTs
vacations in England and France. He was excited by t é muiical 1ife in
r : f ’ .
foreign countries and acquired a real passion for travelling. His-

o .
creative horizon-broadened.. , .

b} - - »- - DS

In the spring of 1914 he graduated from the Conservatory with
highest honours, and 'in the same yegr the doors of important concert
organi}ations started to open for performances of his works.,

The promising beginning og\Prokofiei's career was, however,
-darkened by the outbreak of the First World War. Prokofiev was an
artist; he did not care for politics. He tried n6¥ to think about war
and instead became immer:-d in other activities--nahe]y in the gatherings
of a St. Petersburg's literary-philosophical cir-We, :nd more composfhg.
This attitude does not seem so very unnatural tc «nyss® but Soviet ]
authorities. “When after the end of the war Prokofiev--wanting "to
breathe fresh air"--left the country for America, his movée was judged
as follows: ’ / \ .

Prokofiev, failing to ¢omprehend the grandeur of what was taking
place in his motherland, set 6ut to win world fame and remained for
a long time cut off from-the soil that had nourished him. Only on
returning to his native land in the early thirties did he see open
before him the path to a great realistic art imbued with progressive
ideals.20 ‘
Between the years 1914-1918, before Prokofiev left Russia, he com-.

pleted some of his most interesting compositions, among them his important

llarge—scale'works-—the Scythian Suite, Op. 20, the ballet The Buffoon,

Op. 21, fhe opera The Gambler, Op. 24, the C]assicai.Smehdny, 6b.'25 and

the cantata Seven, They are Seven, Op. 30.

2ONestyev, Prokofiev, p. 166.
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With some exceptions, the zusic of "this period is very dissonant

and bold in-its treatment of Har y, tonality, rhythm and orchestral

texture.Z]

At the close of this chapter, let us cite some of I. Nestyev's
very sharp observations of the'stx]istic features of Prokofiev's early
music:: - K | o o : h v/ .

) Prokofiev's music is an unusual combination of the simple and
the complex--simple, well-defined rhythms combined with fresh,
pungent harmonies, impeccable classical form and texture with
daring invention... He created his own distinctive melodic design,
in which simplicity of line is combined with unusual twists and

- angularities, and.his own harmonic idiom, in which transparently

-diatonic "harmonies (much like old folk harmonies) alternate with
sharp polytonality....The acute contradictions of the.times nour-
ished an undéniable dualism in Prokofiev's stylistic tendencies.

Prokqofiev's lyricism--restrained and chaste; free of exagger-

ated sentiment and superficial pathos--séunded strange and -un-

familiar to many people... In addition to this lyricism, Prokofiev's
best works sparkle with wholesome and infectious humor, which
ranges from good-natured smiles to biting sarcasms... It is some-

what surprising that.the majority of the critics failed to recog-
nize Prokofiev's 1yrical gifts, noting in his music only crude
impulsiveness or bitter mockery.

2}‘dithout a doubt, Prokofiev's acquaintance with Serget Diaghilev,
an impresario of a famous Russian ballet company operating in Western
Europe, had some influence on nis tastes and musical ideas. Out of the
collaboration with Diaghilev arose the Scythian Suite, Op. 20, based on
rejected music for a ballet Ala and LolTi and the ballet The Buffoon,
Op. 21. These two works, together with the cantata Seven, They are Seven;
Op. 30, represent a trend towards primitivism in Prokofiev's music.

22

Nestyev, Prokofiev, pp. 160-164.



i CHAPTER 11
9

THEMES OF WORKS FOR PIANO SOLO

First Piano Sonata, Opus 1 (1907-71909)

The First Piano Sonata consists of a single allegro movement taken

‘from an éarly Second Sonata of 1907. This movement was revised in 1909

v

and assigned the first opus number.
The style of this sonata is post-romantic; the form is a tradi-

tiona],sonata-a]]ggrp. The movement contaiﬁs three themes which are
somewhat similar in-;on3£¢a§(;;n. They all consist of sevéra] four-
measure phrases, and rgéai;:a coﬁmon meter of 12/8. Th; rhythm/is quit;’
regular, the dotted qu;rggrﬁestablishing 8 basic beat. The melodic move-
ment is predominantly stepwise. The tonality of the first théme is F
minor, while the second and éhir& themes ére in the relative A-f]ét ma-
jor. A sequentié] treatment is common to all three themes, serviﬁg
‘main]y'as a EOdulatbry device.

Theme 1 is shortest of the three. It consists of eight- measures. .

’ . ¢
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Example 1. First Piano Sonata, Ob. 1,-Theme I, ms. 5-12.
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An opening. two-measure phrase (a]) is repeated sequent1a1]y (with
modifications) a m1nor sixth higher (az) The sequential technique is -
also. employed in the inner construction of thas short phrase (The
sequential pattern is marked by the brackets above the stiff ) Then
fo]lows a one-measure motive (b ) repeated a second higher with a changed
ending (b ). A modif1ed version of the opening phrase (a ) conc Tudes
the. theme.

The meﬁodic movement is mostly stepwise and diatonic. the seconds

being the prominent 1ntervals A range of almost two octaves is cqv.red

o

< Thegmodu]atory sequences are respon51b1e for changes of a tonal
center throughout the theme: ms. 5-6: F (based on an Aeol1an form of
‘the scale), ms. 7-87 D-flat, m. 9: E-flat, m. 10: C, ms. 11-12: F or
A-flat (ambiguous). ' .
| Tr1ads are 1mp11ed not by soccessive tones,of_the me]ody-butf%}' .
the tones of .the main beats. For example, the outer tonesdof the seL\\“R”J'
quence in the open1ng‘phrase (ms;'5=6, see circled notes) encompass the
tonic triad. | | | . B
Besides the establIShed basic beat of dotted quarters, a f1gure J.P
is the most conspicuous rhythmic pattern. ' ) \
Comparing the sequences ay and 3y, and b] and . b2' the rhythmic
mod1f1cat1ons in the 1atter phrases are definiteTy- more s1gn1f1cant
~than the melodic ones. '
The phrasing-creates a 2+2+2+2 (or 4+2+2) pattern rather than the
traditional d1v1s1on into two four-measure phrases (4+44).
Soft dynam1cs, a lack of accents, and legato touch complement '

the lyricism of this melody.
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Theme 11 is contrapuntal. It consists of four fourfqiisure phrases..

£ P
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_ Example 2. First Piano Sonata, Op. 1, Theme II, ms. 41-55. '

The top voice is prominent in the first half of the theme, the

Tower voice in the third phrase, and finally, both me]odieé.merge into

one line that brings a climax of the whole.
The me]ody‘covets a wiqg range of three fu]] 6otaVes.

The first half of the opening phyase'(aj).presents two-part coun-

terpoint in oblique and contrary motions. Imitation is used between'

voices:'
Jol 8 4 Jv~ 1
e —— ’
T TYT FE T 7

Example 3. First Piano Sonqta, Oﬁ. 1, Theme fI. ms. 41-42;



);

‘material in the lower.voice (a kind of a short interlude) that intro-

P - . rJ

Regarding the rhythmic p]acament of the tones within meaSures,

. ! one can also find "a sequential imitation":

. .
[

A, . s

Example 4. First Piano Sonata,. Op." 1, Theme IT, ms. 41-42,

.The second half of phrase a, is a continuation of the secondary

duces a rhythmic figure of fhree conseeutive eight notes.

Phrase a, brings an'exacg sequential repetition of a; a semi tone
higher. . ' * )

‘Phrase ay starts as another sequence a whole-step higher but its
continuatidn is modified. It ConSIStS of two 1dent1ca1 ha]ves The
sca]e progress1on in the 1ower voice gains a super1or1ty over the re-
peated syncopated tones in the upper part.

Phrase a4 contains another scale’ passage, th1s t1me in wnison and

.ornamented by ne1ghbour1ng tones

- The” overall tonal center of this theme is.A-flat. The chromatic .

tones do not obscure the tonality as they always function as.nophars .

monic tones.-

Seconds. more of ten minor than magor, are the promlnent 1nterva1s
Rhythmically. two patterns become prom1nent a group of three
t
ewghth notes and a syncopated pattegn”bf } cJ J l 'CJ . etc., wh1ch

underlies the whole theme ¢

-

1]
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"The regular pﬁrasjng'of Theme II s shown in the follawing scheme:
2+2 242 242 242 '
el i -
4 + 4

-»_)

4 + 4

[—

8 + 8

_.Accented syncopations, louder dynamics (mezzo-forte. followed by
a crescendo in a4);'and a steady pu]salion/bf dot;ed quarters make ﬁhe
second theme sound heavier than the first one. This is a somewhat unusual

relationship between the first and second themes in sonata form.
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Example 5. First Piano Sonata, Op. 1, Theme IIl, ms. 72-9

Theme III can be subdivided into thrée parts. There arer 'a *..
‘tinct thematic ideas (a and b), each eight measures long, a

measure extension (c) that forms a conclusion to the exposit




" The phrasing schéme follows: 4+4 4+4
_ 8 +8+4
v .
The first phrase (a]) is foupgmeasures long and it appears trans- -
.posed an occave upwards in the & jacent phrase (az) There is an inner
sequence formed 1n the third anq\fourth theasures of these phrases.
Part b consists also of two phrases. This time._the b2 brings -

a sequence a minor thipd below the original (b])

Extension ¢ consists of one’ phrase on]y.‘iﬁTth*endsethe whole thene

t

-by a firm cadence in A-flat major.

The éverall tonality of Theme 111 oscx]lates between F minor and |
A-flat major. ‘ )
| Severa] features, common to both the $econd and third themes, are
apparent. a stepwise melody-1ine which includes a good number of -chro-
natic pass{ng tones, a'great range (Thene'II--thirty—six semitones,
Theme IiI--thirty—five semitones):‘and two common rhythmic ideas--
‘the dotted quarter res}vat the beginning of each phrase and the group of
three eighth notes which provide "a secpndary contrapyntaI’voice“vor
a kind of "filling" between the more important melody-notes.

However, part b of the third theme 1ntroduces a new conspicuous
* rhythmic group: f ' .P lJ
- Still greater contrast between phrases a and b of Theme IIl is
. provided by the subito'change of dynamics (from piano to'forte). This*
effect is supported by.a change of touch from 1eoato to nonlegato.

The accents help to establish a gradation in the three themes:
. Theme I—ino'accents, Theme II--accents of the first degree (-), Theme

Ill-~accents of the second degree (»).
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Four Etudes for Piano, Opus 2 (1909)

The Four Etudes “cledrly reflect his [Prokofiev's] predilection

for a brilliant and powerful virtuoso siy]e."z3

1. Allegro
The first étude in D minor is a study in broken chords. If fea-

tures a single theme consisting of two regular four-measure phrases.

In the .0ourse of the composition, the theme appears in five modified

versions.
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Example 6. _ Four Etudes for Piano, Op. 2, No. 1, Theme, ms. 6-14. -

The first phrase brings a broken tonic triad followed by a D

The answering phrase consists of a minor-major
The

harmonic minor scale.

seventh chord on the dominant' (A), and an A melodic minor scale.

second phrase sounds almost like a sequence. The rhythm of the two

phrases is identical. The prominent rhythmic pattern isf?].Rests add

a pungent staccato quality. Even the scale passages are marked non-
leqato.

The melodic range is nineteen semitones. The tonal center of the

23Nestyev, Prokofiev, p. 37.



first phrase is D, that of the second phrase is A. The loud dynamics

(forte) of the first phrase are followed by a subito piqno in the

second phrase.
(The Subsequent variations of the main theme bring several new

features The melodic range is extended up to twenty-six semitones.

The interval of the tritone becomes prominent whgn the theme appears in-

a whole-tone setting. A broken augmented triad is featured'in the

melod1c‘line New scale formations occur, namely the Aeolian mode,

who]e -tone scale, and a scale alternating minor seconds with minor

4
N

t)ﬂ"ds. ) M. "

2. Moderato
The second etude in E minor is a study in scales and crosélrhythns.

Imnten in 18/16 meter, while

Themes II and II! (and also all the accompaniment of Theme I!) are in

4/4 time.

Theme 1 qonsi!fk’entire]y of scales. It is four measures long.
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'Example 7. Four Eludes for Piano, Op. 2, No. 2, Theme 1, ms. 1-4.

This rhythmically shapeless idea is rich in its melodic and
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)

harmonic content. It begins in F minor (ms. 1-2; an Aeolian form of

. the scale fs used, the A-sharp representing the leading tone of the

dominant), then passes through a Mixolydian mode on A-flat (m. 3)2‘ and
a C major scale (m. 4), returning back to £ minor at the beginning of

the ‘bﬂ]owing méasure. The 1mp13ed roots of this progression are as

. Q. .
. fol)ow : The relationship of major thirds between

— S b . .
_implied roots of the adjoining harmonies is prominent in the whole

study.. . p
’ The range of Theme 1 is thirty-three sem{égnes. The dynamics are

soft (piano) with a slight crescendo in the middie. Nonlegato touch is

P
.

Theme II is six measures long. It consists of a two-measure

used.

phrase and two sequences, the second sequence being modified. The

sequences are based again on Ehe relationship of major thirds:
B, D-sharp (E-flat), G
frerertnd heeeee—cnand

M3 . M3
> > - -4
L ———— S——— Sy S—e
a3e Yt S, o o - []
I Ls 1l YT v 7T . A
Eﬁtir:-,” S S S— o &
P ) g —
e O B Rty
Y P B o 1 1
T 1 7~ D P . O —- 2R T
I+t p+—F- % >
y
S — CIesSC., 3

Example 8. Four études for Piano, Op. 2, No. 2, Theme II, ms. 17-22.

24The Mixolydian form of the scale on A-flat is used because it
contains all the members of a dominantic seventh chord on A-flat. This
eventh chord resolves in the manner of an augmented sixth chord (A-flat,
C, E-flat=D-sharp, G-flat=F-sharp) into the following implied harmony of
C major. ) '
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» 1n contrast to Theme |, i§ strongly rhythmic but very

repetitive. It features dotted patterns interspersed with many rests.
The rhythm of the first measure is repeated exactly in all subsequent
measures. The placing of accents alternately on the sixteenth notes -

and the following quarters is noteworthy. l

7’

The range of Theme Il is fiuch narrower than that of Theme [--
sixteen semitones. A tonic tfi@d is Qutliined in the first measure
{ of the /theme. ' The dynami¢s are soft, and nonlegato touch is used.

N heme III is four measures 1ongl
\ , .

\
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Example 9. Four Etudes for Piano; Op. 2, No. 2, Theme III,
ms. 3/-40. .
This theme keeps the detted patterns of Tbeme Il but new group§
of four even eighth notes smoothen the overall rhythmic pu]satiOn
A1 four measures of Theme IIl are rhythm1ca11y identical. _
Melodically, the second measure brings an exact repetition of
the first One, and the subsequent' two measures are variations ?n this
one-measure idea. The range is twenty semitones and an octave leap

Iy . -

becomes the prominent interval. The tonat“center fluctuatés between

E, G and B. ’

-’

This theme contains a subito change of dynamics (forte to piano) ‘t>
in ite middle. Accents stress both the strong beats of the measure

and the following syncopated weak beats.
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3. _Andante semplice

. The third etude in C minor is the longest and weightiest of the
f0ur.. This highly contrapupta] composition in rubato styie features
three distinct themesl ﬁ]l\the themes are chromatic and they ire
often combined together, so that a very thick palyphonic texture re-
suits. The time signature is a cqpstant 4/4 meter but many changes
of speed, both sudden and gradual, occur frequently.

A1l three themes begin on weak beats and consist of irreqular

phrases:
.
Theme I -- four measures plus one incomplete measure
Theme [l -- seven measures plus one incomplete measure
Theme II1 -- four complete measures, but not coinciding with the
bar-lines.

Nonlegato touch is another common trait of all three themes.

" A slow, broad Theme I opens the composition.

y L —3 S a— — =
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Example 10. Four Etudes for Pigwo, Op. 2, No. 3, Theme I, ms. 1-5.

Th1§ theme contains four motives, in all of which a stepwise °
chromatic movement predominates. A resemblance to sequéntia? treatment
can be found in t;e construction of these.ﬁotiVES. The chromatic tones
do not obscure the matn tonality of C minor, however. The underlying
scale may be either the harmonic or melodic form of C minor, since the

.Sixth degree is missing. The range is twenty-three semitones. The

dynamics are soft (piano). -

TN

The leggiero second theme is marked accelerando assai al presto,
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the presto being reached at the beginning of the theme's successive

restatement. The dynamics . increase accordingly.
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Example 11. Four Etudes for Piano, Op. 2, No. 3, Theme II,
: ms. 14 21.
Theme Ii consists of a first descending and then ascending chromatic -
scale which is doubled in thirds below. The Lonal center of this theme
is C. The rhythm brings a repetitive pattern of J Ij The rhythmic
scheme of the lower contrapuntal voice is reversed, so that a steady
pulsat1on of eighth notes results: éf gj g{ gj etc. . ’ .
The range of theme II is identical with that of Theme I (twenty-
three sem1tones) but a higher register of the piano is used.

Theme III is a robust accented melody, reminiscent of baroque

fugal themes.
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Example 12. Four Etudes for Piano, Op. 2, No. 3, Theme I,
ms. 54-58,
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fi (The theme is fo]]owed by a "real answer a perfect fourth hlgher
and later comb1ned with the other® two themes in a lengthy section which
resembles a fugal development.) ' ‘ Y )

e The range of Theme IIT is fifteen®Sémitones. Repetition of the

'same pitch is a fundamental brinciple of construction of this theme.

The tonal center is F-- the subdominant of the main tonality of C minor.

Besides the repeated pitches, a stepwige chromatic movement and 1eap§

qtﬁfﬁe perfect intervals occur in the melodic line. The rhythm brings a

.&teady pulsation of .quarter notes. Theme III uses-two kinds of 'cents

(- and > ) and builds a continuous’ crescendo

Fd

4. Presto energico

The fourth etude in C m1nor is an exercise in various p1an1st1q

sk11]s The staccato touch, dotted rhythms and accented skipping 11Aes

suggest the style of Prokofiev's Marches which were to follow. The

speed is fast and invariableL The 4/4‘meter and regular phrases con-
structed of an even rnumber of measures_emphasize the typtca] quality

of “squareness" in Prokofiev's music.

The composition contains two eight-measure themes. The chordal

" Theme I outlines the foilowing melody in the top voice:

e
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Example 13. Four ftudes for Piano, Op. 2, No. 4, Theme I, ms. 3{1].

A
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This theme is obviously in C minor. It starts with a recurrent
tritone féap, C to F—sharp. The F-sharp c5nibe viewed in two per-
Spectives: as a leading tone of the ddﬁinant (fo whicﬁ it finally re-
solves in the third full measure)~Qr as.a part of a Hungarian scale
on C (C, D, E-flat, F-sharp, G, A-flat, B-natural, C) which could be -
~avbasis of the wholg theme. A C minor triad is outlined in the two
middle measures of fhé‘theme. The range is eighteen semitones.

The many rests in this theme §eem to be as important as the -
notes. They_;ebarate the notes into small motives. -

The loud dynamics (forte) decrease towérds the end.of the theme.

A1l notes of the loud portion are accented. Staccato touch prevails.

Theme II enters in E minor.

“,1>27¥.—2_
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Example 14. Four études for Piéno, Op. 2, No. 4, Theme 11,
ms. 28-35,
The relationship between the roots of Theme I and Theme II is
that of a major third. Several simi]arftieé between the two themes are
app-arent. Their opening prses consist of leaps which 'i?clude a tritone,
while the subsequent phrases bring descending steps. The rhythmic'motive
J & of Theme I is augmented into >Jd  in Theme 11, and the rhythm of

o 4 $ J becomes a characteristic pattern of both themes. Howev;', the
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second half of Theme II establishes a new rhythm1c pulsation consisting
of reqular quarter notes The f1rst two measures of th1s phrase con-
.tain a stepwise descending progression based on the Aeolian mode on E.
The subsequent pair of measures is a ‘sequence a whole step lower. The
Teaping first phrase features 1ntervals of the tritone and octave.

‘The overall range of Theme 11 is thirty semitones The dynamics are
medium lToud (mezzo- forte) and a strong accent, sforzato, is used twice

in the second phrase of the theme. Staccato touch is so]ely used

Four Pieces for Piano, Opus 3 (1907-T908)

(Thé Four Pieces were revised in 1911.) ~N - .

1. Fairy Tale

A yar1colored succession of fantastic p1ctures forms the content
of Fa1rx Tale. The pr1nc1pa] theme of th1s p1ece is in the typical
diatonic harmony--'on the white keys'--that later became Prokofiev's
favorite harmonic idiom."zs‘

The.piece starts and:nds in the ke)'c major but there is
much tonal fluctuation and moq'igwrfting which border on atonality.

- The t1me s1gnature is a constant 4/4 time and a slow tempo is used

The compos1t1on contains two short themes.

- st T 1 1 1 i ﬁ
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Example 15a. Four Pieces for Piano, Op. 3, No. 1, Theme I,
ms. 1-2.

25Nestyev, Prokofiev,' pp. 32-33.
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Example 15b. Four pieces, for P1ano Op. 3 No 1, Theme II,
. . ms. 4- 7 . .

¢

A tendency,tn obscure tona]ity can be seen .in the constructiqn_of
both of these melodies. Their common implied root is C but reither of
them begins or ends wﬁtn this‘tone. ' n

Theme | consists of a single two-measure phrase" A sequent1al
progre5510n ‘of descend1ng fifths opens this exclusively d1aton1c melody.
The pltch range is fourteen semitones. With the except1on of the open-
ing quarter note fol]owed by'a dotted pattern; the rhythm‘cnnta{ns re~.
gular merment‘of e}ghth notes. Soft dynamics (piano) andllegato touch -
are used. ’ . i

Theme 1] is four measures 1ong. It also consists of a‘sjngle*
phrese-which contains sequential progressions. Two independent sequences:
(marked a and b in Examp]e 15b) interlock in the melodic movement. The
range of this 2p pletely stepwise melody is on]ynsix semitones. The
rhythm presents an alternation of quarter notes with patrs ofxeighths.

Tenutd signs emphas ize the opening three tones, while the general

dynamics remain soft (piano) for the whole theme.

2. Badinage

N . . N
Badinage is a little humarous piece of regular phrases and rhythm,
dissonant harmonies and angular melodic lines. The piece contains two

themes, both four measures long. The speed 15 v1vo, the meter a regu]ar
]v ‘A-. -

~
I
- T
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4/4 time. The tonality-of C major ¥s confirmed by all cadences.
Thé first leaping theme contains a smoother melodic idea within it.
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Exmnple 16.  Four Pieces for P1ano Op. 3, No. 2, Theme-I,
: ms. V- 4 .. )
The theme cohsists'bf two two-measure phrases. - Its range is wide
(twenty-nine semitones) and the Jump1ng character is emphasized by
staccato touch. The tona] centér is C. A pulsatwon of e1ghth notes
prevails. The dynamics are soft in the.f1rst phrase, while the second

phrase contains a crescendo followed by a decrescendo.

~Theme II is built on the subdom1nant harmony, using a part1a]1y

chromat1c form of the F minor scale. /‘\\\\\

1 - : :
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Example 17. F0ur Pieces for Piano, Op. 3, No. 2, Theme II,
~ ms. 11-14, -

In contrast to the first theme, this melody uses, legato touéh and
a stepwise movement'predominates. In fhe sphere of rhythm, an uninter-

rupted pulsation of quarter notes is established. But again, a certaig

4
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unevenness of mus1ca1 thought is purposely brought out by the a1ternat-
ion of dynamics in the two. mtddle measures. The basic dynamics are
soft, forte marks being used instead of accents. .
The range of Theme- Il is Just one octave. The only interya}s used’

are seconds and perfect fourths » ) - -

3. March. o B

" This is the first of Prokofiev's published Marches and it contains
" all the basic cga,racteristics of his individual composit%oﬁu style.
'ﬁrokofiev*siMarchee.are heaey with many agcented beats, they abound in
.dotted rhythms and their“phrases-are very regular and equare.

This pattﬁcufat'ﬁgggﬁ,is a_shert piece which‘contains two tour-
measure themes. The time S1gnature is 4/4, the key is F major and the
' speed is allegro energ1co ‘Both themes are cliordal, the top voices
being prom1nent; fThe tona] centers of the two themes are a tritone
abart (F and B-hatura],-respectively) Both themes are based on the
. same me]od1c 1dea of a descending chromatic scale embe111shed by occa-

510na1 sk1ps of nonharmonic tones. (The tones of the chromatic scales

arg c1rc1ed in’ the fo]]ow1ng example.)
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Example 18. Four Pieces for Plang, Op 3, No. 3,
s a) Theme I, ms. 1-8, -
’ b) Theme I1, ms. 9-16.

Each theme consists of two equal phrases. The second phrase of
Theme 1 repeats the melody of “the first phrase an octave higher, and
:only the‘closing éadence i§ modffied.v The seconq phrase of Theme 11
. 1s a sequence 5 perfect fourth above the fifsf phrase. The range of
Theme I is twenty-nine semitones, that of Theme Il twenty-four semi-
tonesS Nonlegato touch is used in both melod1es The rhythm alter-
nates dotted patterns (&3) with quarter notes. The dotted figures
are p]aced m§1nly on the strong beats in Theme I,-and.on éhe-weék
beats jn_Theﬁe I4. The contrasting dynamics (?or;e in Theme I and

piano in Theme }I) provide an adqit{onal differentiat%on between the

two themes.

4. Fantame" ) " ' -t
Fantome, a subtle presto 'tenebroso piece in 5/8 meter, does not
contain real themes. ~ The thematic material, if any, consists of one

two-measure unit and several variations on the same.

26
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, Example 19.  Four Pieces for Piano, Op. 3., No. 4, ms. 3-4.

Th "~ “theme” brings out the lowered seventh degree of the Aeolian
mode on D. (The oot D wai_se]ected on the basvs of the key signature;.
otherwise this éhort phrase.cduld be easily analyzed in O{Ler ténalities.
for example in ¢ major or F majér.) .

‘ The only intervals used are the second and third. The range is
five semitones. The rhythm brings a repetitive pattern of J ;I]_.

The dynamics aré soft (pianissimo).

Four Pieces for Piano, Opus 4 {1908-1912)

The Four Pieces of Op. 4 were written as separate piano composi-
tions during 1908. Al the music was revised in 1912, prior to its

publication in the present collection.

1. Keminiscéngg

"L1steners are st111 charmed by the 1ntrospect1ve quality (so un--
common for a-young composer) of Rem1nlscencc..‘there is a feeling of

tranquillity -in the tuneful theme of Reminlscence. w1th its br1ghtly
w26 -

. colored chain of.a]tered chords

Reminiscence is a very chromatic, contrapuntal composition. It

contains two themes.

261bid., p. 32
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Exémp1e 20. Four Pieces for Piano, Op. 4, No. 1,
a) Theme ‘I, ms. 3-6,
b) Theme II, ms. 10-13.

Each theme is four mgasurés long but-the actual lengths differ
because of the different time signatures, 3/4 an& 4/4 respectively.
Theme I is divided into three short irredular units, while Theme 11
consists of two equal phréses. The second phrase of Theme 11 1s.a se-
quence constructed a major s1xth above the first ph?ase.
The tonal center of ..ﬁh themes is F, and a chromatic scale under-
“lies the entire mg]od1c’movement. Consequently, the prominent 1nterya1
s the minor second. The range of‘Theme I is e\even‘ﬁemitones. tha?.“
of Theme I1 seventeen semitones. The eighth»notes estaﬁiish a regular
pulsation in Theme II, -but the rhythmic design of Theme I is quite ir-

regular. Both themes consist of legato phrases and use only soft

dynamics.
-

Ve ’
2. 'Elan )

. Elan is a molto allegro, toccata-11ike piece: It is written in
.steady56/8 meter and consists of absolutely regu]qr, four-méagure
phrases. » |

Two eight-measure themes are imtroduced in fhe.main tonality of.

E minor.
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Example 21. Four Pxeces for Piano, Op. 4, No 2,
a) Themg I, ms. 1-8,

. b) Theme II, ms. 9-16,

Some similarities between the two themes are noticeable. First of
all, the likeness of thé rhythmic structuré is apparent. Thellast two
measures of Theme I create a pattern of J 4 & which is further exploited
in Theme 11. Melodicaliy, both fhemes consist of two four-measure
i phrases, the second phrases representing variations on the first ones.
Both themes use nonlegato touch.

" Differences ére seen in the intervallic make-up of thé\me]odies -

aﬁd in the area of dynamics. Theme I covers a greater range than Theme
11 (twenty-seven semitones as épposed.to fourteen) and its leaping -
chafacter confrasts with the stepwise grogression of the secona Me]ody.- \
However, on a detailed examination one discovers that by removing>the

decorative octave leaps, the melody of Theme I covers only.a range of

- the perfect fifth: ﬁtﬁ315t53§::§:¥1q . This fact does not obscure
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.- the proTinence of the octave leaps in this moypf’; however. 'Ihe other .
important interval of Theme I is the prime. The tonal center of the |
first phrase is E, that of ‘the second phrase G. An E mihor triad is
outlined in the last measure of the_first phrase. .The dynamies are
loud. | | 2 | |

Theme I1 contains repeated tohes and stepwise.motion, so that bath
the prime and second become important intervals. The tonal centers of
.the two phrases of Theme 11 are B and E.'regpectively. It is interest;
ing to note that all.the tenal centers of ;;j’two themes correspond to
the tones of'the tonic triad of the overgj. tonaiity (,G,B,E). The
second phrase of Themé Il brings a-Sequence a berfect fourth above the

theme's first phr&ie. The dynamics range from pvanlss1mo to forte, and

. Subito changes of volume occur in the mlddle of each phrase.

3. Despair

Desoair is written in 6/8 meter, as in the preyious compasition,
but its characteris entirely'different.: The speed indication,andante
con agitazione e dolore,and the name itself give the“best clues to under-
standing the mood of this piece. Many changes of dynamics, tonal-un-
certa1nty and abundant chromat1c1sm bring a continuous tension 1nto this
camposition. Another factor wh1ch supports the tense atmosphere is an
uneeasing ostinato pattern of three chromatically descending tones
(D, C—sharp,-c-naturai)'Whiph onderlies the whole piece. Since the
tore D is repeated_oh the'strong beat‘of~every measure,ﬁand sinee the
conc]uding ghord‘of the piece cohsists of three D's and one A, the D
can be named the overall tonal center. (There are no accidentals in
the key signature') However, there are other temporary ceriters estab-

lished in the course of the comp051t10n, and it was 1nd1sputab1y the
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aim of the composer to obscuré the tonality as much as possible.

An example of tonal instability is the first appearance of a short

melody which serves as a recurrihg leitmotiv in thg'whole composition.

¥ oatantl #:1;%::%%. |
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Example 22. Four Pieces for Piano, Op. 4, No. 3,
leitmotiv, ms. 3-5,

This leitmotiv starts on A-flat (a tritone }elationship to D)
under the ostinato pattern. The D on top.beCOmeé an appoggiatura
because the A-flat forms a stronger interval (the thjrd) with the
last note of the‘ostinato (C) and thus occupies the position of a tem-
porary tonal center. This ambiguityvlasts for two méasu%es only and
then the D emerges again as the root.

Despair is written in an ABA form. Each section features its own
. theme. The above-mentioned leitmotiv provides an fnfroduction, éonneét-
ing passagés between sections and a coda. Except for its first appear-
énce, 1t always -occurs in two simultaneous voices in the manner of a
short canon.

Theme 1 is ten measures long, and of an irregular inner structure.

! ~
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Example 23. Four Pieces for Pfano; Op. 4, No. 3,
Theme 1, ms. 7-16. ‘

This theme is made up of several smaller phrases. The fjrst astend-
ing phrase is the longest one of all--three measures. The second phrase °
consists of two measures. Its first measure contains the most charac-.

teristic motive of th

ole tqsme (an ascending semitone followed by

so reaches its Highest point, C3.

1Y

ediately repeated on lower pitches, then

a downward leap) a

The second phr
the one-measure charact®1stic motive is used sequentially three times,
descending finally to the pitch-level of the opening.

The tritone occurs twice ameng the leaps. The tonal basis of this
theme is a chromatic scale, and the tonal center is E. The range is
twenty semitones. Duplets of eighth notes establish the rh&“c pul-
sation. The characteristic rhythm is {} J. . The dynamics are soft,

<
. ST
and nonlegato touch is used. -

L
Theme I1 is Qf/étandard length (eight measurés) and divides into

two halves and further into four two-measure phrases.

-

o 14 i et [

Example 24. Four Pieces for Piano, Op. 4, No. 3, Theme I,
ms. 43-50.
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A1l phrases repeat the same rhythmic pattern (6/8 J.J.IJ. l IR \
and their intervallic structure is also similar. The a]ternation.of
leaps anq half steps is reminiscent of Themell. A]though.the tritone
leap is also present here, the intervé] of the perfect fourth is used |
more often. The range of Theme iI is only eight semitones. Theitonal

center fluctuates between C, A \and D. An underlying scale contains
. - i
half steps and two thirds: m .. Both the soft dynam-
—_— Sy

ics and nonlegato touch from Theme I are retained.

4. ‘Diabolic Suggestions

Diabolic Suggéstiqr§??§'fﬁ€>most popular piece of this opuse Its o

name and speed indication, prestissimo fantastico, tell enough about

its character. The thematic material consists of a single short motive
which is developed in a series of va}iations. *

The piece opens with a tritone pedal, F-sharp to C. ("This piece
accentuates the tritone more £han many. Perhaps it is a musical pun on

the diabolus in musica. "27) .The tonal amb1gu1ty created by the tritone

is reinforced by the chromatlc make-up of the main motive which appears

above it.

[H:2 v
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Example 25. Four Pieces for Piano, Op. 4, No. 4 ma1ngnot1ve,
ms. 1-3. ‘

N

27Patricia Ashley, "Prokofiev's Piano Music: Line, Chord, Key"
(Ph.D. dissertation, University of Rochester, tmadkSchool of Music,
1963), p. 61. . ﬁ )

P
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o It is very difficult to find a tonal center here. There are many (b -
possibi1jt;es but they contradict each qther. From the way the tones
of the motive are spelled, the center ‘on D can be deduced. The tona]i
ma%eria] is based on a chromatic scale, and consequently, the prominent
interval is the minor second. The range is only four semitones. Rhyth-
'mica]]&, the motiwe consists of seven even quarter notes. (Bofh augmen -

tation and diminution of the motive are found later in the composition.)

The dynamics are soft (piano). Staccato touch is used.

Toccata, Opus 11 (1912)

. It is-the opinion of many that:

in verve and intensity this [Toccata] a direct continuation
of the most brilliant piece in Op. 4, Diabolic Suggestions...The
essence of a ceaseless rhythmic race is set forth in strangely :
fantastic tones through the use of pungent and percussive timbres,
harsh suspensions, and contrapuntal devices...This predaninance of
motor images, of pure rhythm over melos, we shall a]sg encounter
many times in Prokofiev's later toccdta-like works...<8

Strangely enough, fhe Toccata is very linear in its construction, but
the thematic material simply lacks the‘qua]ificéfions to be‘ca]ied fa
tuné.“ "It consists mainly of repea@ed‘notgs, broken chords and passages
of.chrdmatfc sca]es.'.However, these structbres-dovcreate conspicuous -

and cohérent themes that presént much more material for melodic analysis

than tHE;Diapoiic Suggestipns; _
- foccafa cdnfains“four'melodic ideas. The first one is asspciated
.with én‘%ﬁtroduction and cdhnecting passages or interludes. This idea
can be called a leitmotiv, 1i;e that in Op. 4, No. 3. It consists of

repeated notes.

28Nestyev, Prokofiev, pp. 66-67. : ' m:
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‘Example 26. Toccata, Op.11 , leitmotiv, ms. ‘1-12.

ThlS twelve- -measure melody dtv1des into three four mgasure phrases
rather thaw into two qua] halves. The purpose of th1s ‘introduction is
to establish the basic rhythmic pulsation of sixteenth notes‘and a tonal
center which is clearly a D. The range of the me]ody is thirteen semi-
: tones, and the prominent 1nterva1 is the prime. The most often repeated
tone is the tonic,vD.

Theme I is four measures 1ong and its qpﬂodic line consists of
repeated broken tonic ;hords in root position. Conseqbently,bthe prime,

‘third and perfect fifth are the only intervals used, and the range covers

Just a perfect fifth«rseven semitones. by

‘ 1
ol AP & P o AP P ) AP PN ) o P
p* marcalo . cresc

Examp}e 27. Toccata, ”pp 1, Theme I, ms. 24-28.
— "
fﬁhythm’brmgs a contmuous movement of sixteenth notes. The
«cro§54¥hythm is not of great tmportance here, since none of the tenes

4are accented. and therefore this particular rhythmic grouping is not
. L 1 : ) h .
* R ' - {
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heard- in performance any bﬂter than would be t«he groupiQQ in OOnnect-
ion w1th the regular d1v1s1ons w1th1n the measure. (The accompaniment
supports neither the regular pulsation nor cross-rhythn because it.is

" written pantly in the first and partly in the seconé manner.)
Theme 11 features a chromatic scale, first ascending and then de- -
scending. The scale movement is embellished by auxiliary and’repeated

tones.

Sn g

Example -28. Toccata, Op. 11, Theme II, ms. 32-36.

%

. those of Theme I. However, no crpss-rhythms'are employed here. The

\mtﬂo\d_ycovefs a' range of one octave. Tts tonal center is G, tl‘b-

dominant'harmony, of the overall tonality of D minor.

The length and the rhythmic design of Theme 11 are identical to

- Theme IIl is also four measures long, and it consists of two two-
measure phrases. The second phrase is an octave transposition of the

first phrase.

g- -~ - —----=-- - 4
> & | : "
. E 3 ‘jg. -,g{ - - = \‘g ->-£ ‘
" da 1T—7 —1 = - T
P = '
f , | o
Example 29. Toccata, Op. 11, Theme IfI, ms. 77-80. = <

The rhythmic pulsation consists of eighth notes. The tona] center
is .B. Besides ‘the 1nterva1 of the second both the perfect fOurth and

tr‘itone are used. Owing to the octave transposition of one phrase, the

¢
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range of this thqe is much wider than 1n any of the previous ﬂlemes of

the Toccata--twenty -seven s@anes |

} Comparmg all four melodfes of the Toccata. a cur1ous fact emerges:.
Prokofiev chooses for his themes either all tones of a chromatic scale
(Theme IT) on confmes hlmself only to the “wh1te keys" (Themes 1, III‘
and }ewtmot1v)

Ten Pieces for Piano, Opus 12 (1906-1913) o

- ’ -

The dwersvty of genres and styles represented here further .
confirms .the dualism in the young Prokofiev's creative tendencies. -
Althaugh strongly attracted: to ‘modernist innovations, he was still
fimly. t1eg to the cla»ss1cal tradations instilled in him since.

- childhood. . - . o
1. March >

March cons1sts of regular phrases (4+4), its t:me s1gnature is 2/4
,- and the speed is a'l’legro It contams avo -eight-measuyre themes The
*main tonahty of - the phce is F minor but the first theme appears twice
in F- sharp minor, the key of the ha]f-step re]ationshm The changes of
tonality are ach1ew¥d‘ by means of abrupt shifts rather than by gradual

.modulations. .:' .
R .
Theme I consists of two four-measure phrases. <€ o
~ T )Y
R ] o
" g Il ,;i ’ I MR 4
i 1
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" Example 30. Ten Pieces for Piano, Op. 12, No. 1, Theme 1,
N . ms. 1-8.° i . . .

.« . - ¢

’ '29Nestyev,_Prokof1ev, p. 78.
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The rhy;hmié,movement qonsists‘bf dOited‘ﬁafterns'(Iii) and .
eighth no@és fOfloQéngy eighth rests. The tonal center is F. Step-
:wise péssages ;re aite;nated witﬁ repeated tones andnsma11 leapé. The
range is thjrteen séw{tdﬂgg. Tthe dynami§§ are soft (pianissiMé) and

o

staccatd‘}ouch~is implied.

i f f;rfooo ' .>__3' _ sf  sf sf- of

Eiannle 31." Ten Pieces for Piano, Op. 12, No. ], Theme II,
ms. 32-40. . ' ' S

.. Theme II_js Toud (forte) and it 1; markeg fastoso. It uses non-
legato touch. Although it starts with an anacrusis of a dotted figure.
'its main bdqy cgﬂsist; ?f a succéssion of regular quarter ﬁotes. The -
overall ascenéiéé melodic mowémenf contains both 1enﬁs_(the perfect
fourth is repeated most often) and séépwise qovemeﬁt: The rangé is
*twice as wide as that of THeme Ie-nyenty#six.semitones. _Theme II is

found in the area of the submediant, D%flat.

2. Gavotte

Considering the qvera]l melodic style of Prokofiev's early period,
the Gavotte can be classified as an old-fashioned piece. Its melodfe;'_
revea]rthatAProkofiéy was still finnly‘tied to the romantic past.

An ABA form is used and the dance character of ihe gavotte stxl;>\

is preserved. The outer sections are Writgen in the key of G minor,

-

the middle one in G major. Each section contains one theme which is

constructed in a small aba form.

VEach part of Theme I is eight measures long.
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. Example Sé. Ten P1eces for Piano. Op. 12, No. 2,
T ) .. a) Theme la, ms. 1-8, . ’
b) Theme Ib, ms. 8-16. :

_Both melbd}es stem fkom the same .idea--alternation of groups of

smopth eaghth notes w1th staccato qparter notes. Part Ib 1s lightened

' by additional dotted-note patterns (J’i ). Each part consists of two
equal phrases whvch are 1dentica] rhythm1cally In Ia, even the mél-
odies 1t; two phrases are similar. ‘A G mino¥ tonality is well estab-.
]jshed. The: endings of the phrases d1ffer in order to estab11sh a tonic-
to-dominant cadence in the first half, and a dom1nant to- ton1c cadence

~;;_E;;'answermg half. - Part Ib modulates from G minor to the relative
B-flat major. The modulatwn .15 prepared by the sequent1a1 progression -
of its second phrase. (Grace notes are added at the point of ;limax in

measure: 14.)

A stepwise, descending t, interrupted by occasionql upward
leaps, is characteristicpof e t of Theme 1.
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The two parts of Theme II differ fran the two of Theme I as well

as from eiEB other. The f\rst modu1ating part 1s very smooth and flow-
1ng. while the second ohe 1s the most robust and also shortest (four

measures) of all four.

~ *
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Example 33. Ten Pieces for Piano, Op. 12, No. 2,
a) Theme Ila, ms. 24-32, S
b) Theme LIb,-ms. 32-36.

o

The second. ,p&rlse of IIa is a sequence.. In part IIb, small units

of two beats each are treated §equentially. The real melodip progress-

~ion is fepresented by the strong beats of.the‘meqsyre (see the arrows

~

in Examp]e 33b), while. the eighth notes "(the weak beats) serve as an

ornamentat-ion.
. @

Stepwise movement prevails in both parts of Theme 1I. The overallﬂ

" wtonal center is G.

Ih‘all'themgtic material of the Gavotte, the intervals of. the
second,énd third predominate. A1l the rahges are.quiﬁe similar:
Ia--seventeen semitones

Ib--sixteen semitones



~lla--seuehteer semitones .

IIb--thirteen semituﬁes.l

The.tonality of the tndividual sections is weil established, and
the modulatory changes invoive only close{: related keys. Triads are

-boutlined in Theme Ila (the f1rst full measures of both phrases).’

A1l four me]odies begin with an incomplete measure of four eighth
notes. Th1s group pf eighths is a rhythmic germ of the whole composit-
fon. The rhythm1c structure w1th1n these measures is regular and so 1s
the meter (4/4) and the speed (al]egretto)

‘The dynamic¢s are soft’ in Ia. Ib and Ila, and loud in IIb. A bal- .

anced ccmbvnat1on of legato and staccato touch is presented in. all

sections of the themes

3. Rigaudon . o "

This composition contains two themes. The first one creates a

small'aba forh, the second”one consists of one part only.
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Example 34. Ten Pieces for Pjano, Op. 12, No. 3,
"~ . a) Theme Ia, ms. 1-8,
b) Theme Ib, ms. 8-12,
c) Theme 11, ms. 17-24.

Part a of Theme I and Theme II are based on similar principles of
--construction tach melody consists of two four—measure phrases which
are identical rhythmfcally The common rhythmic pattern is that of
J J] » but Anfferent beats are stressed in each theme:
IIzJDJJ'J -

The rhythmic patterns of the opening measures of each theme seem

17}

to be reversed:

la: J|.J' IJJ' Ij

v iRl i

The schemes of the dynamics show a similar tendency:

Ia: f==—p f——p .

IT pp-—-mp p-<mf _

The sécond phrases of both themes form sequences with mod1fied end-
* ings. Both themes combine leaps with.stepwise passages. The leaps
consist of various intervals, soéthat ﬁeiiher leap becomes prominent;

Tt is difficult to establish the tonal centers of theée themes.

First, they modulate, énq'second, they change their'charécter entirely
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when analyzed.  as pqrts of the Ghder]ying harmonies%? Only in the har-
monic context is the real tonal center, C, displayed.

The range of la is twenty semitodas, while that.of Theme II is .
two full oetaves (twenty—four~sa{1tones). Triads a;g outlined in the
opening measures of both bhrases of la.

‘Part Ib_conSists of two two-measure phrases which aré almost. iden-
tical. The toha].center G is established by virtue of. constant repeti-
tion of that tone. {Note that the G represents ﬁore.than'fifty peréenf
of all tones used in this'mé]ody.) The operiing oétave-]eap suggests
common ofigin with part fa. The -range of 'Ib is twenty-four semitones.

.The rhythm consists of regular quarter notes and eighth notes. The ‘
dynamics are soft (mezzo-piano). | .
A detached, sdnetimes staccato touch predominates in 511 fhématic

material. - : . : .

4; Mazurka

Mazurka is an‘experimental study. in parallel fourths. Two-part -
counterpoint forms the basis of the entire éompbsition. Each of the
‘tWo voices is doubled at the foufth; so that the résu]tiqg texture
consists of %our parts. (The fouf Qoices form very functional harmonies.)
Iq;erestingly, the leaps of fourfhs are avdided.in the: horizontal line.

The horizontal prégressions.consist of fifths, thirds and seconds. The

overall tonality is Banajor. The time signature is 3/4 which is the
[y T
characteristic meter of a mazurka. *

The composition feature?'tho eight-measure themes.

.t
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Example 35. Ten Pieces for Piano, Op. 12, No. 4,
a) Theme I, ms. 1-8, :
b} Theme LI, ms. 18-25.

The movement of both melodies is most]y disjunct, the 1eaps
f1fths being part1cu]ar1y praninent. The two themes are bound tog
*by a cdmmon rhythmic idea of Ij J- I\ ThlS slightly syncopated pat-

tern passes through severa] mod1f1cat1ons -

a) PR
b) 4P 4. I
c) Syl i
d)“ﬂ Srv
e) §9J | J

f)dd 4.
(The dotted versions (J:a ) are associated with the second theme only.)
The soft Theme I cons1sts of two four-measure phrases. The materi-

al of the two phrases is non-repetitive. Sma]] groups of notes (marked

» 4
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a ay and b]\b2 in Example 35a) sho& a sequential‘relationship. The

range of this themq is twenty semitones. The tonal center is B.
Theme II is loud in its first hadf, and soft in ihe second half,

the whole being marked brillante. It cons‘sts of two four-measure

S )
phrases, the second phrase being a sequence $*ﬂ$rfect fifth below the
first phrase The tonal center of the first phrase is C-sharp, that‘of.
the second phrase, F-sharp. The movement of‘these implied centers: can
be analyzed as a progressionagrom the area of the supertonic to the area
of the dominant of the origihal tonality of B major.
The range of Theme 11 15 séventeen semi tones.
The alternation of legato phrases with occasional staccato notes,
and the use of accents mainly on the weak beats represent impgrtant
means of expression in both themes.
5. Capriccio
Capriccio #s one of the longest.pieces in this volume. Its speed
is lively, agdbzhe me is 4/4. 'The key signature uses alternately
one sharp and no ace<dental . The tona} center f]uctuazes.
Cagricc%o.contains'three themes. i ; 2 ~ ,;€;:~ - "gih
Theme I is eight measures long. Its me]edy is aoq—repeﬁ;x& *x ":,
the rhythmic structure is irreqular. L f ~ ﬁ 5 ;:qkfi" &5 ﬁiﬁ
iit;_ﬂ =Tt » : Lo
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Example 36. Ten Pieces for P1ano Op
ms. 1-8. .
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Leaps of different sizes alternate with stepwise passages. O0Of the
L}

various rhythmic patterns, the groups of four eighth notes are most prom-
inent. The melodic range is twenty-four semitones. The tonal center
oscillates between G andef. The dynamics are soft (piano) and a non-

legato touch is used, ' ’ b

o
The second theme consists of:two parts, Ila and IIb. Part lla is
eight measures long, while IIb is only half of this length.
Both parts make use of a dotted pattern of J J’ which was also

use\fj in Theme 1.
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Example 37. Ten Pieces for Piano, Op. 12, No. 5,
a) Theme Ila, ms. 22-29,
b) Theme Ilb, ms. 30-33.

Each of these melodies can be divided into two halves. The second
half of Ila is a sequente a major second higher; the second half of IIb
is a variation on the opening half an octave lower, The leaping meladic

line of Ila emphasizes octave and double-octave jumps, while IIb consists

mostly of stepwise metion. The range of part Ila is thirty-four semi-

&



47.:
tones, while that of IIb ‘is only e1ghteen semitones. "The tonal center
of the whole theme is D . ' '

The dynamics are. soft in.IIa and‘lgud in 115. A siﬁi]qr contrast
is seen in the area of. p1an1st1c touch The staccato of(part Ila op-
poses the smoothness of IIb

Theme III is constructed of tno.four-measure phrases. It intro- -

. dueces a new agitated rhythm»of trjp}ets and ootted patterns. 'Again.'it

consists of two sequential halves a perfect fourth apart.
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Example 38. Ten Pieces for Piano, Op. 12, No. 5, Theme III,
ms. 48-56.

The modulating character of this theme is made obvious by the
cancelletion of, the sharp in the key signature, and subsequent intro-
duction of flats into the music. The melody moves through centers on
D, F-sharpsand B-flat., (Notice the augmented-triad relationship be-
"tween the latter.)

The melodic movemept contains stepwise motion as well as leaps
(perfect fifths and octaves) and repeated tones. The range is twenty

semitones. The dynamics are soft (piano), and legato touch predominates.

6. Legend

This narrative piece consists of several sections separated fram

each other by fermatas. The tempo within the section fluctuates. No
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accents are used, and the dyramics range from pianississimo to pwano
The tona11ty is unstable.

egend contains Just one theme made up of two contrasting parts.
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Example 39. Ten Pieces for Piano, Op. 12, No. 6,
' a) Theme a, ms. 1-4,
b) Theme b, ms. 5-9.

- dPart a is f0ur measures 1ong 1t cons1sts of three short . phrases,
and 1s rooted in the main tona11ty of F maJor » D-flat and B-patural can
be analyzed as the upper and Tower 1ead1ng tones of the dominant C.

Two triads, one on the dominant (m: 2), the other oﬁ the tonic (m. 3).1
are fohned'within.the melodic line. The range s fourteen semitones.

A character1st1c rhythm1c pattern of this melody is a group of
three eighth notes followed by either a quarter or a‘dotted quarter
note. . '

The éxtrehe]y sof t (pianississtmo) part b is of an irregular length
(five measures) and unstable speed. Even its tonality is uncertain,
the tonal center sliding freely from one tone to another as the melodic
.Iine descends. In the end,! the center on F-sharp is brought out. The

range is extremely wide--forty-seven semitones (almost four octaves).

. .

a . .
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L]

The rhythm is fairly free, including several syncopations. Legato

»

and nonlegato touch is alternated,

@ o<

7. Prelude - N
. Prelude was originélly conceived‘?ar a harb. Owing ié thébharp's K\

tetiﬁica] resources, this compo§ition cdncentrates more on broken-chord

formations, arbeggi and glisyandi than on the melodic elément. However,

’

from within the chordal texture two themes’emerge which combine linear
character with chordal f1gurat1ons The tonality of Prglude is a bright ,
C maJor, the time signature 4/4, and the speed a v1vo e de]1cato The

“de11cate" may also be app]wed to dynamics.

Theme 1 is six measures long and it divides into three two-measure

phrases rather than into two equal halves.

o rrrrteLt TER A r,p, srre ey
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Example 40. Ten P1eces for Piano, Op. 12, No. 7, Theme I, .
-ms. 2-7. . : : (:
This melody, consisting of\ a continuous quarter-note movement, is. .
. : o ® ., & ’ ¢

derived from sifteenth-note figurgtiﬁz :
Repea;ed~ioﬁes are prominent in this theme. iThe movement of

. ascending seconds followed by deséending thi?ds (in the mid&lé\two

measures) becomes an important feature of Theme I~ The }ange of this

simple melody is six semitones. The tonal center is a c}eér C.

Theme Il is eight measures 1ong.'.It consists of two.four-measdre

phrases. ¢
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Example 41. Ten Pieces for Piano, Op. 12, No. 7,
" Theme II, nfs:. 30-37. N

The second phrase creates a sequence a major third lower. Its end--
ing differs from that of - the first phrase. Sequences inQofying pétterns
of both two and four adjacent notes are formed within a]mbst ail méaﬁ-
ures of the theme. . '

The tonaf center appears tv be C when the'ﬁelody is analyzed with-
out its accompénimgnt.. Houever; the hafmonization indicates the tonal
center is E,‘:hgs 1gndiﬁg a modal character (Phrygian mode) to this‘
particular section of the piece. The range of Theme II is nineteen

~ semitones. The prominent intervals are the second, th1rd and octave.

Tﬁe rhytﬁm a1tornates‘groups-of»regular eighth notes and Sixteenth

notes.. Accented syncopatiofs appear in the second.halves of both

phrases. -"Staccato and legafb'touch is alternated. . ~ Loy

8. Allemande - o
7 - ) . . :
The robyst sound of this piece, squareness of its phrases, tpe

rhythm and the fast speed are all reminiscent of the Maych, No. l_

T . o ,
QThé tonal plan contains some unusual modulations, including changes
yy¥?bm the original Fe?héﬁp T‘poﬁﬂ!%to the area of five flats and also

jnto'Prokofiev's\?avouritévsphere of the "white keys.") The Allemande
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features two themes. . S 9’ .

.51

"The f1rst theme consists of two parts, Ia and Ib. Both parts are

so'similar that the second one could almost be cons1dered a var1at1on'

on the first one.

1+
e+~

. Example 42. Ten Pieces for Piano, Op. 12, No. 8, .
o . a) Theme la,.ms. 1-8, :

b) Theme Ib, ms. 8-16.

¥y

<

Each part of Theie I is eight measures long. Both melodies open
“ with ap identical M6tive of an upward octave ledp fo]loﬁed by a falling
fifth. This progres%ion out{inés tonjc harmony in F-sharp minor. But
after this tonal‘obening, each melody, in its own way, abandons the

original tonality. Part la wanders through a]i twelve tones of the

chromatic sca]e and only in ﬁhe end returns to the center F-sharpl

Part Ib keeps the center F sharp in its f1rst ha]f but then passes

through E minor and ( maJor tr1ads into a temporary tonallty of F mqnor

(Notice the half~step relat1onsh1p between the two tonalities.)
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In both Ia and Ib, sectlons cons1st1ng of leaps alternate with
stepw1se passages The range is twenty~f1ve and thlrtx~two sem1tones,
A - v.
respect1ve1y. .
~ The rhythm of Theme I cofgists of a contﬁnuous movement of quarter
notes embe111shed by dotted patterns and groups of eighth notes. The

dynam1cs are lToud in part Ia, and soft in part Ib Nonlegato touch .

w
4 Fl

predominates i L N
‘ Theme I1 is more'pfominent rhythmically than'melodical]y., It has
the'character ot an interlude. It consists of two separate ostinato
patterns occurring simultaneously in two d1fferent voices. | This combi-
nation br1ngs\a cont1nuous~movement of. eighth notes. The theme forms

two regular four-measure phrases.

[ —_— J .}
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Example 43. Ten Pieces for Piano, Op. 12, No. 8, Theme II.~
ms. 29 36. ‘

This persistent, percuss1ve theme is made of sequentlal stepw1se

progress1ons whose ascend1ng ‘movement is emphas1zed by r1sing dynam1cs-

Its range is seventeen semitones. The tonal center shifts from B- flat

to G-f]at. Nonlegato touch is used

9. Scherzo ﬁumoristiqye
>

Scherzo Humoristique was “composed for four bassoons or d'iﬂb. In

this four-part contrapunta)l composition, usually tne'top vofce or twoA
-4

-
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upper voices in cambination perform the thsnatic material. The ABA
z

form of the piece contains a lively scherzoso theme in the A part, and- °

a siow chorale type of themé in the'B part. The original t_ona'H';y bf

C maJor changes int.o D maJor in the middle section. 4/4 }:xeter 1s Gsed
" for eﬁhole cofnposition. T ‘

ane [ is a small aba form Each part 1s eight measures long. ]

‘ tohsuting of ‘two regular fwr-n.asure phrlses The melodies of both
parts of the theme are created by an mterplgy ‘of two upper contra-

puntal vqices.

9
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Example 44. Ten Pieces for Piano, Op. 12, No. 9,
a) Theme Ia, ms. 2-10, = ..~

R ‘ " . b) Theme Ib, ms. 10- 18
'ﬂ*re are some simllar\tles in the construction of the two mé]odies.
Both of them a1tev:* quarter notes with eighth notes, and s

Yopg no_;es. ScaTte passages are mterrupted by leaps. The t

'A. & g . S

cato \vith )
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| ambiguous The tdnal‘center'of'the first nelody oscillates betneen E |
and C, that of the second melody modulates from C to D. The range of
(elch\of these is ninet‘ sem'itones Besides the. second, the intervals
of the perfect and d1m1n1shed fifth are prominent in part Ia " The tones
D-sharp and A-sharp of la act as 1ead1ng tones of the tonic .and dominant
f- respectively. if a Phrygian mode on E is considered a tonal basis‘. - The
strong beats of the measure are enphasized by-accents. .

g}& o Theme Il briQ?S contrast with its new’ key and slow’ speed It is

Ve

3
. :: ‘
5-5
|
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Example 45.° Ten Pieces for Piano, Op. 12, No. 9, Theme II,
, \ms. 30-46. :

This'theme a]ternates']egato passages nith Tong tenoto nbtes.' It
sounds like a parody on‘a funeral march. It is more stepwiseé than the'
f1rst theme, and it c]early centers on D. |

’ s The first and third phrases repeat the same materiaT, while the
second and fourth phrases are. different" The third phrase estapl{fhes

. a half- cadence on the dominant, the last phrase brings’ a closing
domwnant to-ton1c ‘cadence.” The 1ead1ng tone “of the dqm1nant, G-sharp, -
appears several times in this me1ody The pitch range is narrower than

that of Theme I--thirteen sem1tones The basic rhythmic value is.theb

quarter note. The dynamics/are_1oud and additional interpretative



- ’ . . . ’ ) ) ) 55 .
indications, gravemente and espressivo, are used.

v

10. Scherzo

The ]ast piece in this opus is the 1ongest and liveliest one of all.
It is a Qerpetuum mobile of s1xteenth notes that bu11d a Tong gradual ‘

_climax from an opening planississimo to the sforzatissimo in the final

~'measureA The melodic conteht consists of wavy scale lines and broken

‘chords, and of repeated tones. .The style of the piece is very much

reminiscent of that of piano études of Chopin. L
‘ The Scherzo contawns two themes wh1ch pass through a chain of
var1at1ons in the course of the compositwon The tjme signature is 3/8\“
and -the tonality fluctuates between A m1nor and 1ts relative c major
Theme I consists of two parts. Eech part.and alio Theng-ll are

. ’ . ; .
sixteen measures 1ong and they all divide regularly into four-measure

- phrases. The f1rst and third phrases of each melody are 1deht4cal

' whwle the 1ast phrases are always van1at1ons or transpos1t1ons of the

second ones. . _ ’ u,
. .o
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+  Example 46. Ten Pieces.for Piano, Op. 12,.No. 10,
. ' - a) Theme Ia, ms. 5-20, ’ :
b) Theme Ib, ms. 21-36,
c) Theme @I, ms. 63-78.

The common feature of all this melodic material is an unceasing’

4°movemeht of sixteenth notes.. (The cross-rhythm in part Ib is note-

worthy ) However. each of the three melodies has also a character1stic
tra1t of 1ts own. Part ;a,cons1sts mostly of stepwise motement. part Ib
of broken chords, and Theme II combines repeated notes with broken chords.
Theme FI also contains its own characteristic. rhythm of J Ij ]
The’tonai_cgntgrs of the three melodies are A, E-flat and C,

respectively. Some alteted harmonies, consisting of ordinary tertian

structures, such as méjor,‘minof, augmented and diminished triads and

similar seventh chords, are found in the melodic lines 6f each theme.
The range of part la is twenty- ‘three sem1tones, that of part Ib forty-

four semitones, and that of Theme I1I th1rty -eight semwtones Non]egato

touch is featured in both parts of Theme I, while staccato notes are

alternated with legato passages in Theme II.

'

.
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Second Piano SqnaQa, Opus 11_1191?) \'

" The Second Piano Sonata ié;neo-classical in concept. It consists

of fQur maovemen ts : A]iegro.'Scherzo, Andante and Vivace.

1. Allegro2 ha_non_troppo

The first movément is in sonéia-allegfo form. It features’twov:!b
. themes, the first lije]y and plgyfu], the!second traditionall} lyric.

“Théﬁe I consists of a single indivisible phrase of irregular -
) length (seveﬁ measures). It ijs firm]y rooted in p hinor~~

the’ overal).
tonality of the sonata--and covers a r

ange of two octaves.
- ,

Example 47,

Second Piano Sonata,

Op. 14, 15t movement, -
Theme I, ms. 1.8, ~ ’

An Aeolian mode, rather than one of the modern minor scales, s
implied b} the melodig pregression. The tonic harmony is outlined at

the beginning of the theme, the-dominant hanﬂony_at its end. The

transition form tonic to dominant s achieved through a sequent

ial
. . . L | .
movement of a One-measure motive. ~The ascending third, which opens
the sequential motive, is ga prominent interval, while a stepwise
movement is a pasis of the'sequential progression.
. . I

The syncopated rhythm and a nonlegato touch su

quality of this theme. The meter and tempo remain

The dynamiés,

67
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Theme II is ‘also modal but uses different scale-formations than

‘Theme 1.
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Example 48._ Second Piano Sonata, Op. 14, 1st movement
Theme 11, ms. 64-71.

) The tonal center oscillates between A and £, while the pcale-
- patterns involved oscillate between the Aeolian ahd Phrygian modes,
respectively. If is iﬁteresting to note that the three chromatic tones

used within this melody all represent ]éading tones to the three maih

functions of either modalify:

. : . I X £ T ® X
The melodic movement is predominantly stepwise. The melody slowly

descends and then returns ubwards to reach the original pitch-level.
'The}range,is»exactly one octave. ‘

The theme can be divided into two halves (4+4). The second half
starts as'a'sequence’a perfect fifth lower but its ending is modified.
Rhythmically, however, the two-phrases are identical. While the tempo
1s»kept the samé in poth thehes, the meter changes‘froﬁ 2/4 to 3/4.

The dynamics afe generally‘soft but additional gradation is ‘P
speci%ied in every measure of the theme. The .ame romantic approach
to fnterpretatiod is also seen in the retardation of the endin§ of the

melody.

2. Scherzo (Allegro marcato) _ .

The Scherzo originated inm Prokofiev's composition classes at thet*

-
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Example 49. Second Piano Sonata, Op. 14, 2nd movement,
Theme I, ms. 1-8.

. fThe thirds of both tonic and dominant triads are avoided in the
melody-line but they are supplied by other voices. (AlthOugh both
poss1b111t7es, C- nttural and C- sharp, and G-natural and G-sharp occur,
the emphasis is rdther on the tones C-natural and G-sharp which are
members of the harmonic forg of the A minor scale.) )

The theme consists of two four-measure'phrases.-‘The second pﬁrase )
is an exact repetition of the first one, excepting a slight modification
in the very last me;iyre.

The leeping character of this melody provides a welcome contrast
to the predominantly stepwise themes of the first movemgat. All perfect
intervals become proﬁinent. A fange of twenty-one semitones is covered.

The rhythmic pattern is very repetitive, based on a one-measure

A

idea: 474 } vl ) d . The eighth rest supports the staccato
R

.

30Nest P i
yev, Prokofiev, p. 27.
e
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quality of the music, while thg accents iairasize its robustmess. The

subito change of volume (first phrase--fofte, second phrase--piano) 1is

a stylistic dgvice that fits well the neo-classical concept of this
., e ,

work.

Thene Il consists of two regular phrases (4+4). There are no

traced‘gf_the usyal sequential treatment found here. The tonal center
(%]

moves to D--the area of the subdaminant (also the key qf the opening .*

movement ).

Example 50. Second Piano Sonata, Op. 14, 2nd movement,
. Theme II, ms. 30-38.

A repeated octave leap on A functions as a dominant pedd1. The

remaining tones form the’following melodic progression:

A moda]_intefchange of thirds is found in this melody: F-natural

inom. 34, ﬁ-sharp in m. 37. The concluding tone B-flat belongs to a

different voice-but it is definitely heard as a part of the theme,

- This minor sixth degree of the key prepares for the.modulatory shift

that folVlows. ’ '
The primary melody of Theme Il contains stepwiseim0vement but the

interpolation of the broken octaves affects its character. The octave ‘

leap itself becomes the most conspicuous interval Qf the whole. This

i
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octave alsg represénts the limits of the melodic range.
The’ rhythm features a repet1t1ve pattern of Ij J that espabljShes
'a motor- rhythm : . ' .‘ ‘ -~
The use of" very soft dynam1cs (pianissimo) adds tq the lightness

and p]ayfulness of this melody.

3. Andante . K .
— . 1
This movement contains one long theme and a short contrasting idea.

The short idea connects the open1ng presentat1on ;ﬁh subsequent variat-
ions of Theme I, ‘and later forms a coda to the whole movement.

Theme I consists of e1ghteen.measures wh1ch split into two-meaj?re

phréses: 2+2+2+2;2 2+é+2+2

10 + 8
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Example 51. Second Piano Sonata, Op. 14, 3rd movement,
Theme I, ms., 4-22. :

The opening phrase (a) is vooted in the given tonality of G-sharp
minor but the following (b and c¢) phrases mﬁgy}ate_to B Aeolijan, and

phrases d and e shift further into D Aeolian. The last eight measures
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(phrases f,g, h and i) form an extensvlon t.hat acccnlnodates the return
‘to the or1g1na'| tonality of G- sharp minor. The modulatory-~me‘lod1c line
and ambiguous chords in the accompaniment contribute to the .general
feeh’ng of tohal f]petuafion."g; .

The _mosf:’J promir;ent invterv'a'-l 1s a perfect fifth.

| Both melodic sequence and repetition are empfoyed m 'this theme‘

An exact sequence is- found within phrases d and e, a mod1f1ed sequence -
'1n phrases f and g, and an exact repetition takes - place in phrases h
and i. - .

Rhythmcaﬂy. only the two pairs of 1nner phmeses (?n&e. and
f and g) are repeated exactly. Dotted patterns afwﬁrom(&t‘ﬁr‘oughout
the whole theme, occurring in the four forms o’ J J I' ﬁ m
Rests serve as marks of punctuation between the individual phrases.

The tempo is.slow and unchanging. N

.

‘The dynami¢cs create their own arch form m‘th the point of eulmi'- .
ﬂation' delayed unt.il phrase g (pid forte). The climax 1is magmfwd by
strong accents found on every note of that particular phrase '

The centrasting ;deas ‘Theme I1) is on]y one méasufe lo i It,is
*epeate’secﬁ:mttaﬂ)‘f‘gh times. . *’

L 4 . \"’!

Example 52. Second Piano Sonata, Op. ‘14, 3rd mov\ement'. g
Theme 11, ms. 22-23. . ' ' '

Th1s legg1ero mteHude temporarﬂy reheves the ten51on/u4.sed'
by the gloomy Theme I. It brings changes of key s1gnature »(no acciden-'

t.als) and time signature £7/8). The or1gmal phrase centqrs ,on«O. ihe ,.
o . , : A 4
. - ¢ .

. "‘ - LY
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C minor triad oeing outlined in the melody-line. ‘(See'circ1ed tones. of @
Exmmple 52.) Accentg provide a rhythmic punctuation, while the overall

dynamics maintain an extremely soft level (pianissimo).

4. Vivace

The last movement resembles _the fxrst one in many ways The- common .

features inc lude sonata form, tonality of D minor, dup]e meter. fast

-
[}

tanpO‘and preva1]1ng nonlegato.touch Furthermore, an unexpected quotat-
ion of Thene 11 of the first movement appears at the begwnnlng of the
development section of the-final movement : ) .

Theme I contains wide leaps and its.great range‘Spans four and a

half octaves (fifty-five semitones).

Example 53. Second Pieno Sonata, Op. 14, 4th mguement,
L L Theme I, ms. 17-33. S ‘

'Leaps of over two octaves are not uncommon. The-seeming]y disorder-
-y sk1ps.are bound together by the 1ogrc of inner motivig¢ work. The
reldtionships of small mot1v1c un1ts w1th1n the theme include exhct

reget1t1on, sequences and inversion. (See bracketed port1ons of Example

sy - ¢

Yy = It
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Perfect fourths and fifths, in both simple and compound forms tﬁe

.

~ the most»prominent intervals. The melodic line. is rooted in 0' minor.
“the m1dd1e part: passmg .through the rel ahve F major, and sudden]y there
is a tum to the dommant of the original D in *the very end.
) The s1xteen~measure theme can be dwi_ad mto two ,ha1ves and
f'urther into. four four-measure phrases. \ . e
The rhy thm features tarante]la f1gures--J I’J J’ and isolated « '»_'
tones or. short motwes The few accents -used stress the natural strong
A'beatsAof the measure. 0n1y soft d,ynanncs are emplo,yed. and the char-
;acter of this melody 1s spec1fied by the indication scherzando.
Thene Il is. a kmd of a "marchmg tune" constructed of very square

phrases separated from each other by rests 4+4 4+4
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' " Example 54. Secend Piano Sonata, O‘p. 14, 4th movement,
' ’ " Theme 11, ms. 59-74. ' '

". The second phrases of each paiy (a, and b,) are varied and short-
ened vers1ons of the opemng phrases. The b2 brmgs an mcomp‘lete
sequence of b] a tritone hwgher The last three notes of b2 rapresent.

1 . )
a c]ear example of octave dssplacements m o
. - ° . o

The origma] time signature 6/8 is changed to 2/4. (Both tied

notes--2/4 4 | § and patterns of 2/4 1 JT) are characteristic.rhythms
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_As far as intervdll{c’ structure ‘is concerned leaps alternate with

- Astepwise movement so that nei@er element becomes prominent

A partlal]y chromatic version of the C major scale fonns the tmal g

basis of this theme, _The 4ynam3cs create a gradua] climax towards the

__end of the theme with accents on the last two tones.

sarcasns, Opus 17 (1912-1914) '

*

The five pweces caned Sarcasms have a st_ylé of the1r own which

. separates them frqn ‘all ather piano compositions of Prokofiev Sarcasms '

T. Tmp@stoso

are ver_y d1ssonant and the_y defimtely bear the least resemblance to the
"c]ass1ca1" trad1t1on in the compose. Inusic : .

" Whide the odd-numbered pieces are filled w1th vio]ent. unbrid]ed
' emgtions, & fantastfc. almost eetie atmosphere pervades the even-
ngwdered ~<In a1l likelihood the composer was seeking to ex-

‘.press mo hag related to the ironically Mepmsts\ﬂeaa
1mages of Skri .31 : ‘ ~ -
el = ‘ . ) B
- oA © ’ :
. [ ’ 9 ’ ) .
_ This fast. grotesque piece b‘ms ui';h a sho introduction 't‘ha.t
. »
%rtherﬁed in'

is made of accented tmtone 1eaps The tritone is

-
connectmg 11nks and in the second theme wh1ch is based on the Lydian
" mode. The overan tonahty of th1s composnion is F minor. ) ?
-4
{ 1wo. -eight-measure themes are featured. } - R D’

-

) o , "
) ,,3].Nestye_V. Prokofiev, pp. 92-93.

/
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Example 55. SaEasms, Op. 17, No. 1,. o v.r,

a) Theme I, ms. 5-12,
Q) Themé ‘1T, ms. 23-30.

Theme 1 centcrs on Fy, Theme I! 0

X>flat. The implied
's. reSpect'lvely

rst theme ‘is. made of

-.leaps of var’lous 3 e the second theme contains mainly stepw'lse

'. movement (Them‘ i , bruptly at’ the beglnning of 1ts secon.d

‘.

phrase ).
‘ TQ range of Theme I is tmrty-one semitones. that of Theme II
_ tuenty semttones. ' B -t

Theme 1 establishes quartqr* pulsation. wmle a pulsation of
) th notes prevalls n Theme 11 Both. the meter and tempo are regular.
lfylbngest notes- of bot‘hemes -are stressed by accents. The first
theme is-marked 1ron~l¢o and uses mezzo-forte dynam'lcs -

g 'Q Theme !I is sméoth and soft (ptanO) . ' \’/ -

2. Al[gg[c rubato. = _ s - B /

¢

The secggg Sarcasm is a chordal -piece. All kinds of tertian

ochords--from seventh to thirteenth chords--are used in two basic styles.



‘ o : ¢ e - .
as solid blocks played stacci#vint the main nelody on. top) or as
-arpeggio ornamentations.. TheleoHd choras are mostly of quarter-note
value and have ,a ringing. pgrcussive character. The arpeggieted struc-

tures rem'lnd one of harp glissend‘l . s GJ
e

Only 'bne theme is f0und in the whole compositl@n. The s'lx-measure
K melod,y con515ts of two regular and rh_ythmically repa'!tive phrases.

4

et by _ : . : N -
. . Secco .b“"'. 7:4/‘2;& . alimpe ) e
B e e e e e e » o
—t 1t _— _ .

~ . Exampie 56. Sarcasms, Op. 17, N3,4/, theme, ms. 1-6,
' . . . "———r— . .- ] . ) i
This theme is repeated over e{over in ever'changing harmonic
S ' . e '
settings (The opening one-measure Mdtive -is de&eloped pertioulerly

extenswely in a long series of va%ttgns and sequences in the middle

3

part of the piece. ) The range of this thalle is twenty-nine semitones.
The promment mtervals are the Second and perfect fourth : " '
Th*onality is obscured b the constant us"bm dissonan chords._
' The th‘ne, standmg by itse]f can be best anelyzed tn A-f]et migbr.
The other poss1b1e centers within this melody are D-flat, E-flat- and '
',-'Cflat I . ., | '
0 The meter is’ a steady 2/2 ‘but the tempo f1uctu£ es is 1mp11ed
after aln by the overah tenpo indication allegro rubato The dynamics
e range from pnmssmo to meon-forte Groups of staccato notes alter- L

'E‘te wtth short legato phrases. , o - _
3, Allegro precipitato - L * L \
‘ -

~' The third piece of this ‘opus. feetures two simultaneous key signa—,
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. tires (threé sharps on the upper staff and five flats on-the 1ouer -

staéf) in its outer parts.’:]e the middle sectmon has nq key signa-

tpre on either st-aff. The r sections are %olophomc and the thematic

 material apbeau.lin the bass voice. The middle part is comparat'ive1y :

short- and its texture is contrapuntal' Lt' presenté'.the second theme _

e o

- and 1ts smgle seauentql restat:ement\ v e T

.y
> .
. o
. N

- TR

- <N oy =
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Example 57. ‘Sarcasms, Op.. 17, No. 3, e ‘ o L .-
: ) ‘&) Theme'l, ms. 3-6, Y . '
B , b) Theme II, ms. 37-40. S

Both t.hemes are four measures long. They contain a good amount of
;ﬁrbgna_ttmsm: Theme 1 cons1sts of Fhe first fwe degrees of the B-frat
minor scale el;lbellished 'by chromatic semitoges (only the minor third

. degree is never replaced by & mﬁJ,or one); Theme 11 encompasses eleven
tones ‘of the chromatic scale. T R - <

The use of two sunultaneous key signatures does not create a bi-*
t.ona'l effect In fact, the’ accompamment (of the upper staff), 1f

" spened enhamomcany, fits qu1te wgll into the: tonaht_y ‘of B- flat
- minor of' the Tt}wer staff The d1ffe,ren,t s1gna¢ur_:es-m'1ght hgvg. been

‘.

used Yor reasons of more cevenient writing -and reading. (Prokbfiev.'s o
. { . . - o ot S
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simple version of spelling the acéouimhiment as ﬁ etc.
‘would have to‘be written, in B-flat minor as % etc.. Not tce | '.
a‘lso the transfomtion of thc minor third into the- aumented seehd )

Thus the tonality of the firet theme s a fiirly.clear B-flat
minor, . The melodic range 1s on]y seven semtones. and the prominmt
1nterval§ are the second and: third. The rhythm consists of a regular

‘ eighth note pglﬁti.on._ Staccato touch and very soft dynimfcs (pianis-
'simo) are. used. - ‘ - ‘

4 The second theme is syncopdted and of a qenerany uneven, rhytrnic
' ﬁ': f;: tonaiity is uncertain. The movlisent of the tonal centers
j eﬁs & hclf-ste,p modulation from G to F-sharg Leaps *e altemated
JW“’ 7in_the melodic 1ine. The range is fourteen semitones. The L

Nia‘}e SOft (piano), and the indic&tion espressivo is used

~... Im the open'lng part of the fourn Sarcasm, a highly. chromatic .

v "th-e is presented in a very high regisw. It 1s made, of many small

' sequeMJﬂ motives which are to be performed slomy and very loudly
The closﬁg section contains the same theme, only sounding softly as |

reniniscence or echo of the opening.

ooavr L,

Example 58. Sarcasms, Op. 17. No. 4. Theme 1. ms. 2.4
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This theme is three measures long Its rhythmic design is irreg-

. ular. Also the meter changes from 4/4 to 2/4 the 'Iast measure.

The' range is bventx‘-}ix semitones. _ " The me foms complete and

1ncomnlete major and diminished triads whioh descend chromatically
~~----.

=
¥4 s ) . ' '
. The tom% center s c]osest to G. (Tone G appears both at the"

L4

beginning and 1rr the* end of the theme. ) The g.hranatic scale on G is -

- the tonel besis of the whole.

The m'iddle part of this composition features a simple theme of

. %ng accented notes accanpanied by: heav_y syncopated chords. This thelne

consists ‘of one continuous eight-measure phrase.

. B BT > >~ b"" - - '
. - ..Q. . .Q- - *
PO z P . %¥ f = 1; ; f- g bﬁ"—f‘
- 'Ei i‘!{ — — . T ‘r.ﬁ. ’.l N L T l : T X
#f - ‘ ad
" Example 59. S Sms » Op 17, No. &, Theme II, ms. 15 23.

Theme 11 begms ‘fartississimo but changes *suddenly to pianissimo
in the middle. Tl'ns theme, in contrast to the hrst one, ‘is wrltten
in a la) register. Its .range is -fourteen semit®nes. Only stepwise
. movement end smou' leaps are used. The tonath 1s uncértain. A
movement of . u»phed roots from D to E- fﬂt (a half step progression)
ASrder'Hes the meVbdm .movement. .

A free rhythmic design features mam]y lang. values ’ Nonlegato

touch is used .- : '



5. _Pr ipitosissim .

fﬁe last Sarcasm--a fith'bUrst of* energy--creates a brilliant
coda to the Qhoiebopus As all preeious pieces, it 1e'wfitten in fhfee
parts. The opening section brings thick pungéhit chords. The middle N
section slackens in speed a littld?"and the thematic material is em-

_ bedied in two-part counterpoint. - The last section contains a variat1on
on the,opeﬁing part. The tonality of the piece 1s.e loose, higply |
chromatjc f0§g of C major. Yhe‘é/d and 3/8 mete}s are aiternated ?ee-
.Quentl_y.. - ‘ _ ' ' “ .

Themé -1 is found on top of a ‘thick Tayer of chord;; It, 1b.{’,.g'.

measures long.

N
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Example 60. -Sarcasms; Op. 17, No. 5, These 1, ms. 1387
This melody qonsisfs of repeated accented tones and a portion of a

A . .
chromatic scale in the middle. In spite of the continuous pulsation of .

.eighth notes, a strong fee11ng of rhythm1c 1rregu]ar1ty 1s created hy

hd .

frequent changes of the meter.
" The tonal center 15 C The ra e covers nine semitones. The

dynam1cs are toud (fort1ss1mo) and all oﬂes_of the theme are accented.’
N\ .

Nonlegato touch is used exclusively. ’ “ 3\,

Theme I1 is also eight measures long but-it is'fkeer«in;bbth'its
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tonal énd rhythmit,dé;ign;.' Howéve?, this time, the meter remains

constant-(Z/d). : .
- X . . Y
o Y
:_ g n lT*E'i 14E 4 ) 8 { 1 1 € ];_I:K‘ILLI'
J . b
| of A lomentevaly ’

. Example 61. Sarcasms, Op. 17, No. 5, Theme 11, ms. 38-45.
The melodic range is eighteen semitones. The tonal center is C
. as in Theme I, but here it is obscured by chromatic notes. The idea
of the repetition of the same D‘xches.ig commbh to-both themes. " In
addition, Theme Il coniains some ieaps. the interval of ‘the seventh
being uséd most often. .‘
. Staccato 6otes'are used ih combination with legato passages. The
soft dymamics (piaﬁissﬁmo)-provide a contrast toAthefloudness of the

first theme. * = -«

Visions Fugitives, Opus 22 {1915-1917) -
) . < ’

Vision Fugitives is a poetic title of twenty equally poetic piano /

_ miniatures. Eleven pieces of the set were compos ed during‘1915-]6, thé

last nine in the spring of 1917. <
. ¥hese boldly experimental, vividly expressive little camposigt-
ions are something like entries in a diary. Or perhaps more agcu-
rately, they are like experiments from a laboratory, a store o .

... materials to be used in the future large works...The twenty Fygitive

© Visions vary widely in mood and imagery. .The tomposer arrang '
them in"a cpntrasting sequence, dlternating the lyrical piecds with
the dramatic or gay, dance-like ones..The best works of thi's Sgcle
are, those in a predominantly playful and lively lyrical vein.9¢ ‘

Al

32Nestyev, Prokofiev, p. 132. R

-
-
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.Mast of the Visions contain a s{ngie melodic idea (theme) wbi@h_is
either repeated or slightly varied in the‘course of the~composit%o@,
The resulting formal structures thus contain two or three shor® plrt;:
a a) Or a a, aor a a; 3, etc. The pieces with two "themes" aae .rfs;

ranged into small aba forms.

The cycle ihcludes compositions written in both homophoni
contrapuntal styles. ‘
Modes, especially the Phrygian form, are used as fréely\
as major and minor tonalities. However, the.tonality of seQ

positions remains uncertain.

1. Lentamente

The theme of the fvrst plece consists of two four-measure phrases.
L. 23 . ,

. con e se'pk"fa o ; ‘
.0 [ IR 3 .
.. v T fﬁ¥;”f - : —
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‘Example 62. Visions Fugitives, Op. 22, No. 1, theme, ms. 1-8.
L J

Thé melody' of tﬁe two phraseﬁs\' is nonrepetitive, whﬂé theyhythm

is similar. 'Quarter notes establish the basic pulsation. The tonal
material is based on the Phrygian mode. The perfect fourth is a prom-
inent 1nterva1, and the .pitch- range is twenty-five semitones. The rest

. at the open1ng of .the melody reduces, the potency of natural strong beats

in the metric scheme. This resu]ts in a slight rhythmlc vagueness of

" the who]e The tGMN’1$ slow and unchang1ng, and the dynamics are very
<

. oft (pwan1sswmo) The whole melody is to be played legato. and an

add1taona1 1nterpretative d1rect1on. con una 51mp11c1ta espressiva,
-.“ 74,‘. R 9‘ ) P ) ¥

1nd1éated -, SR oL ' .
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2. Andante -
. * . t
= - @ o
v f.‘ , ' f orviink prrtat
. ,ép«ri L it ‘gb_ e
L I
mp 3.% Iy
Example ®3. Visions Fugitives, Op. 22, No. 2, theme, ms. 1-4. .

. . .

The theme of Andante consists of one four-measure phrase. Its
tonality is uncertain. ‘Major and diminished triads are f8rmed by the
melodic line. G is'a tonal center and the fdiRoWing original scale

serves as a tonal basis: This scale -

combines three characteristic degreés of different modés: ~ the Phrygian

second, the Lydian fourth and the Mixolydian seventh. . ' .
Both the melodi¢ and rhythmic activities: are concentrated in the--ff’////

opening méaéuré of'the theme. Leaps of the sixth are broﬁinent in.the

me]oéic novement. The range is fourteen semitones. The rhythm i3 very

free and‘contains syncopations in the first and second measurés. The.

~speed is slow, the dynamics-ate soft (mezzo-piano), and legato touch is

Y

used.

3. Allegretto : . 7

This piece cuntains two themes. The first one is completely step-
. ]

wise; the second one combines steps with leaps.

- é

\

Theme | consists of two regular four-measure phrases.



o /"/,__,_________::___]:-\~\\\\
Z o et =, s irp TPrabe, N
i‘f_' ig 1,1 1¥ 8! 1 - Jg.% iILer e ——
F
‘ p
~~~~~~ er dpr e p 21eEehe o sdefele
r Y 4 . 3
ﬁ_«rz 1= 1T t—t + T

S
1
:
A

Exgmp]e 64. Visions Fugitives, Op. 22, ro. 3, Theme I, ms. 1-8;
}he.second phrase is a variation of the first one. o
A chromatic scale on A is .the tonal basis of this me]ody. The

range'does not reach a full octave (ten semitones). The rhythm is E
regular and repetitivg< the strong beats of each measure being streg;ed
by accents on two occagﬁons. buarter notes and groups of eighth .notes
are alternated. ¢

The dxnamiés are soft with the exception of a slight crescendo- in
the second phrase. This theme uses legato touch. |

Theme 11 glso consists of two four-measure phfases, but its
agitated and syncopated rhythmic patterns provide'q great contrast to

—

” the smoothness of the preceding pdrtion of the composition.

. /\ %E‘Hlff 2
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Example 65. Visions Fugitives, Op. 22, No. 3, Theme II,

ms. 12-20.
\\/,-
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-~ . N .

—

The open1ng motive consrsts of staccato quarter notes. preceded
by an anacrusts of two eighth notes GroupS of srxteenth notes 1nter-
spersed. with rests follow. The rests ame fol]owed‘by accented syn-
copatioRms. .The meter changes from 4/4 to 2/4 on two ‘occasions.

Leaps as wll] as steps are used in this theme . The p1tch range
is much wider than that of Theme I--nlneteen semitones. A scale which

<

alternates half steps and whole steps is the tonal bas1s of Theme I1:

3E;;QEE§§§§§g§§§ The f1rst phrase centers on C, the second one,
+ . mpe”

wh1ch 15 a sequent1é1 repetition a tr1tone Tower, éenters on A.

/

‘The dynam1cs range from pianissimg to forte.” Soﬂ%, subduéd sound

¢

predan1nates Statcato and legato touch 1s alternated
b ’ o . 4 . //
4. Animato -

The only thematic material of this piece is a foyr-note stepwise
rd

motive which is deVe]Bped‘in a.contrapuntal interplay.

Example 66. Visions Fugitives, Op. 22, No. 4, ms. 1-2.

) The middle part of the piece is some sort of an inter]ude‘which
introduces different types.‘ﬁ'hexachord} joined together to fofm con;
.f;inuoys scale passaées. The third ﬁart is a long coda constructed of
. two altewnating chords. The original motive appears twice below the
chords (Tike a reminiscence of the opening) and the piece gradually

fades away.
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,‘  The Main motive is made of iatervals of the second and its range’

“is only three semitones. As shown ih Example 66, the entries of the
L J
motfve in a two-part imitative cddnterpoint are always ﬁ‘minor sixth

apart. The sixths, inverted into major thirds, create the tonally .
- ' A

amb iguous, augmented-triad harmony:

"The strong beats of the mea

re are emphas1zed by accents, and a
'\regular rhythmlc pulsation prev 115 in the whole piece.

Staccato.and legato-touch is alternated in each motive.. -

5. Molto giocoso . °
-—=---- 1 R
RERHTTY  ba Prare, pfefiiE
@ - L_‘L—_ )RS 1 Jr):ll‘;
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Example 67.. Visions Fugitives, Op. 22, No. 5, theme, ms. 1-4.

~This four-measure theme consists of two equal and rhythm1ca]]y
1dent1ca1 phrases. The g;&be of this comparat1ve1y short theme is very
wide--twenty-eight sem1the&. The mé’ody alternates steps and leaps.
The 1nte-4a1 of the sixth is the most prominent one of the leaps
A special scale on G forms a bas1s of “the melod1c mater1al of the théme:

M@pﬂﬁ&% This scale cﬁﬁ be -explaméd in three

ways: 1. An original scale, especta[1y constructed for thé,giveh

. cbmposftion;
2. A-partia}ly chromatic version of G minor (eithé} harmonic or.
melodic fqrm) with a lowered (Phrygian) sec&nd degree.
3. A partially chromatic version of the Phrygian mode on G witﬁ

a raised seventh degree (an addition of the leading tone).
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The-tonality is ambiguous.. '
_Tﬁe'rhythm features reqular groups of ij;eenth note; and efghth
notes. .

- Loud dyhamics (forte), accents, aTternation of stacci’o and legato

and the use of a very high register add to the pungent and brill1ant

character of this theme. . .
6. Con eleganza . )
MOAM‘D P ﬁ .
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Example 68. Visions' Fugwt1xes, Op 22 No 6, theme.
‘ms.~T-8. - .

The e\ght measure theme can be d1vided into two ha]VES. _The first

half cons1sts of two equal, rhythmically identical phrases; the sécdnd

-

half is ore continuous phrase. The tonal center is A. A partially
chromatwc"form of the -A minor scale serves as a tonal basis. Thé_range.
is s1xteen sem1tones ' Both steps and leaps are used Of the 1eaps;h
the .third, fifth and ninth are the most prominent ones. ‘

A’ slightlycsyncopated rhythm is created by the employment of tie{

and by slurring of the weak-to-strong beats. Several one-beat rests

"

interrupt the flow of the melodic line and thuscontribute to the over- -

all uwneveness of‘the rhjthmic pulsation. The tempo, ho&ever, is steady,

and a regular 6/8 meter is used.

o



. Sounds.

The dynamics are soft (mezzo- piano), .and accents, are used for .
thexr expressive qua11ty rather than as the means of loudness The -

high register of the piano is explored, featurlng bell-1ike delicate

7. Pnttoresco (Harp)

[

This’ piece brmgs an impressionistic 1mag&of the harp sound

q(lt can also be perfonned by tﬁ instrument.) Above the inevitable

.

L4

[

arpeggio of ‘chords, the following simple theme emerges:

]

~ wert fEL EEY
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Example 69.  Visions Fugitives, Op. 22, No. 7, theme,
. ms. 7-9. - A

3

The Mixolydian mode on A is the tonal basis- of this theme. Mostly
stepwise movement is used, the range being fourteen seﬁitones. The
. theme splits into three ﬁotives,nseparated from each other by rests.
The third motive represents 2 sequential repet1t10n of the second one.

Mezzo forte dynam1cs are used

8. Comodo T ‘ | <o .

The twb themes of this, compos1t1on are Jo1ned tbgether w1thout a J
break, and ‘they could almgést be cons1dered;one longer theme,vwere their
melodfc contents not so different. (}he second theme is further ex-

tended to form an accompaniment to the returning first theme.)

79"
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. Example 7b..,Vi§jpns Fugitives, Op. 22; No._ 8,

Themes 1, II, ms. 1-10.
P

Theme I consists of four incomplete measures which can be divided

into,tidfhalQey. I'ts rhythm is non-rppetitive, of a freely flowing

design. It includes all values from & tod..

The melody featuregfihe inferval of the perfect octave. The range

is twenty pne semitones. The M1xolyd1an mode on B 1s\the tonal basis

of this thqne.

Soft dynamics (mezzo-piano) and legato touch are employed.

: Theme 11 is six measures long. It consists.of
-a swng]e motive constructed of a broken mvnor-m1nor

theme does not yead11y split into shorter phrasesﬁ

v

an elaboration of
-~

seventh chor The

The motive of the

broken tertian chord implies that the third be the grominent interval.

The range is only ten semitones. The tonality is ambiguous.. Any scale

or mode within the area of the "white keys" can serve as a tonal basis.

. Tone C, however, is more,promineﬁt‘than others because it represents

the lowest note of a major triad (C,E,G), this structure being'tonal]y

stronger than the minor-minor seveﬁth-tﬁofﬂ on A.



Y Y

A rhythm1c repetition as well as variation are featured in this

theme. A sync0pated tled note forms a conspicuous opening of the

motivic idea.’ The rests strengthen the 1mpact of the syncopations e,

o

that follow them. ' - : ) o

Q

The -dynamics are soft (mezzo~p1ano) and orily the weakest Qccents

(=) are used.

9. Allegretto tranguillg’

- This is anpther of Prokofwev s* short p1qus that centers around a
s1ngle motive. (the rema1n1ng mater1a1 presehts connect1ng passages

made of repeated tones,.chord_f1gurat1ons and scales.)

'y
1
~ﬂ1ﬁbl

. Example 71. Visions Fugitives, Op. 22, No. 9, -
g main motive, ms. 1-2.

The five-note motive starts w1th a repeated tone fol]owed by two

" whote steps.and one hp]f.step. The range is five sesritones. The rhythm

. & . -
uses regular, quarter notes. Supported by. both™ the key signature and the “

f1na1 cadence, the Lydian modal1ty on A can be established The dy-

nam1cs are medjum 1oud (mezzb-forte) and portamento touch is employed.

10. .Ridicolosamente

(ERN
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- Example 72. Vis1ons Fugitivea. OP 22, No. 10, theme,
' 0- 22

«The twelve-measure theme can b

0 two halves, kach'half

~

. ‘containing two.phrases-of’an urequal le ‘s + 6
. ' —p——
4+2 4+

The first half features a. rhythlmc pattern of JJJJ » the second half

¢

a pattern of J. J’ . Very small values (f’)’) are gsed in grdups for
orhamentatiOn; Both the-meter‘and‘temed'are steady. Bés1des the split
~ending of the .melody, there igrg,feelwng of ‘contrapuntal 1nterp1ay of

two vo1ces throughout the whole theme. The more important v01ce 1s e’
represented by the p1tches coinciding with the basic rhythmic patterns
(I“TT] and J b )s the rena1n1ng tones imply a secondary contrapuntal

~

" line.

“The melody alternates 1eaps with sca]ew1se passages The interval
of‘}he sixth is used most ‘often of all Ieaps The renge is thnty—five
semitones. The tonality is obsclired by the extens ive use of an aug-
‘mented tried on D-flat in the melody-line. This chord is embe]lished
by scale pessages kwholé-tone and chromatic) and by additional chordal
arpeggios. At the end of the theme. the tone 3 flat is added to the

D- flat F. A—natura] tr1ad ta fuhction as 1ts root: 3 .

'The resu1t1ng mwnor-naJor seventh chord can be then considered a

skeleton of the whole. melody, and the lowest tone B- f]at becomes the
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tonal center. (The first part of the theme centers around the dom-

inant F and miqor third D-flat.)

The dynamics range from piano to mezzo-forte. Both sudden and
gradbal changes of volume are employed. Staccato and legato passages

alternate.

11. Con vivacita
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-Example 73. Visions Fugitives, Op. 22, No. 11, theme,
" ms. 1-8.

The following, much simpler, melodic idea emerges when the" ornament-

ing thirty-second (or sixteenth) notes are left out:

- > . > >
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Example 74. Visions Fugitives, dp. 22, No. 11,
skeleton of the theme, ms. 1-8.

The theme consists of two,équal and rhythﬁicall}'repetitive phrases
(4+44). A pulsation of quarter notes prevails, the embellishing jhirtyr
second notes providing only a‘gracefnbte effect. The strong aqpvweak

beats of the measure are exchanged: the accented even beats are slurE;d_J

o~
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with the Jollowing 1ight ones. The res;i separate the motivic units,
and stress the restless, agitated qualTty of.the theme. ' ’

The range of the melody is twenty-two semitones. Leaps occur more
frequently than stebs. The intervals of the third, fifth, sixth and’
seventh are used equally, often. " A seems to be the tonal center. A
raised (Dorian) sixth is emphasized in the first two thirds of the °
theme, but esgentially, the chramatfc scale is . the tonal basis of the
whole.

The dynamics range from piano to forte, soft sounds predominating.

12. Assai moderatd , . _ AN
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ph: cantabta
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Example 75. Visions Fugitives, 05. 22, No. 12, theme,
. ms. 3-11.

-

The inner “phrasing of this éight-meqsure theme is irrégﬁlar. The .
opening three measures consist of detached tonéﬁ, isblated:by‘rests.
while the subsequent part contains one phrase subdivided into three
short legato units. The latter part is built on-the following rhythmic
motive: J- II] ‘ |

The tonality of this tﬁeme is uncertai;. C or F are possibly
more prominent than other tones. Two masor Frfads (on G and on F)

— .
are formed towards the end of the melqdic progression. The prime and
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perfect fifth are the prominent intervals. The range ‘is quite narrow--

fourteen semitones.
Only soft dynamics are used. A direction piL cantabile is em-
4 .
ployed to ensure a Mellow sound, but at the shme time, accents are used ®

to stress the natural strong beats of the triple meter An image of a

clumsy waltz;results

-

13. Allegretto
The thene of the Allegretto consists of two two-measure phrases

’

which resemble each other rhythmically.
’ Tr— ,
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Example 76. Visions Fuqitives, Op. 22, No. 13, thee,
. ms. 6-9.

fhe use of syncopatioqi\ii the most con;picuous rﬁythmic device of‘
this theme. Otherwise, only half notes and quarter notes are used.

The pitch range is thirteen semitones. The minor second is the
prodingnt intervall The tonality is obscyred by excessive chramaticism.
D is probably the tonal center.’ .

Soft dynamics (pianissimo). Legato touch.

14." Feroce
This piece featurds two themes. ' ' ..

Theme I consists of one four-measure phrase.
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Example 77. Visions Fugitngs. Op. 22, No. 14, Theme I,
ms. 2-6. : ‘>

The irregul¥r rhythm of this theme presents syncopations and

sﬁggests cross-}h”.hmic p’\terps. Heavy accents and nonlegato touch
support the yneveness of the rhythm.

-

The melod} }lternates leaps with steps and Blso features a repet-

ition of the same pitches. The tonal.center is D. The Dorian mode on
D, which represents the basic scale, is embellished by the use of the
leading tones‘of its tonic and dominant. - Scale groups appear in the
role of embellishing grage notes. -The pitch range is seventeen semi-

tones. The‘dynamics are. very loud (fortissimo).

Theme IT is twice the length of Theme 1.
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Example 78. Visions Fugitives, Op. 22, No. 14, Theme II,
‘ms. 16-24.

Its second half starts as a sequential repetition of the opening
{(a minor sinfh higher) but then it develops into an independent musical

phrase. The overall tonal center of this theme is C. The range is
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~ewectly two octaves. .
The rhythm 1s much more regular than that of Theme I. Dot ted-

note pattcrns are feitured in the first half of Theme II. whil. the*

second half isorhythmically smooth. ~

. . 3

The dynamics range from piano to fogte. Jhe legato phrases of/

Theme I1 provide contrast to the detpched,stylc’bf Theme 1.

15‘.:J Inquieto

e

(wna «"‘.cmuu)
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Example 79. Visions Fugitives, Op. 22, No. 15, theme,
ms. 2-6.

fhis thene'consists of one phrase of irregular lengtﬁ. Thel
rhythm, however, presents a reguiar pulsation of eighth notes. The
melodic line covers a Eange of ene octave and consists of an a;dénd-
1ng‘chromatic scale. Hhe last note of the theme. supported by a €
ma1or chord in the accompan1ment. po1nts to C as its tonal center.
Without the acCa;;animent. the tonality is ambiguous due to the
"augmented triad outlined by lhe stroqg»beats of every measure (E,
G-sharp, B-sharp, E).

The d¥namics are soft (pianissimo), amd an additional Jndicat—‘

ion,una corda e senza Pedal, is used. Accents stress the strong

beats of the measure. 4
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Example 80. Visions Fugitives, Op. 22, No. 16, theme,?®.
ms. 1-4.

.

The four-measure theme ié divided irregularly into three bh?ases
.by slurs. The rhythm and meter are regular. The melody is based on
a chramatic scale, its range being fourteen $emitonesS~ The tonal center
osc111ates between A and E. - A]though the A center is stronger frOm the
“purely me]od1c po1nt of view (a partwa]]y chromatic form of the A minor

melodic scale under11es the melodic progress1on), the accompaniment

‘supports the tonality of E minor.

Loud dynamics- (forte). - LT

17. Poetico
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Example 81. Visions Eug1t1vesr499 22, No. 17, theme,
. ms. 5-14.

The theme is ten measures long. It consists of two four-measure
phrases followed by a two-measure extension. A rest is interpolated

between the theme and its extension to bring out the coda-like purpose

of the latter.
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The melodic line is very.chrod%t3c. It is stepwise in the first
‘part of the theme, but towards the end, the leaps of the tritohe and
octave become prominent. The range is eighteen semitones. The tonal
_ center is F, which represents the dominant of the overall B-flat minor
tonality. (Tge B-flat minor is supported_by‘the key signat;re, har- .
monies in the accomganiment and by the final caqence.of the piece.)

The rhythm is regular. A guarter-note pulsation is established. P
Soft dynamvcs (plano) and'weakest accents (- ) are used. The 1egato
touch and espressivo style of play contribute to the gentle, "poetic"’

sound of this theme. : ' . 7 :l;

18. Con‘una dolce lentezza

Example 82. Visions Fugitives, Op. 22, No. 18, theme,
ms. 1-8. ) c

The eight-measure thgme consists of two equal‘melodically similar
phrases. Cross-rhythms are used throughout the whole theme, in which a
steady pulsation of eighth notes is established.

The melody covers a very wide range--forty-five semitones. The
second and third are the prominent intervals. The'toqil center is B.
Broken major and minor triads of a chromatic reTationship are juxtaposed
in the melodic line. Their roots are a tritoné apart. A chromatic
scale ié the tonal.basis. The dynamics are soft (piano), and leg:jp

touch prevails. .
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19. Presto agitatissimo e molto accentuato
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ExampTe 83. Visions Fugitives, Op. 22, No. 12) theme,
ms. 1-4.

This theme is four measures lorg. There can be found an:over-
lapping sequential patteﬁﬁ within its firsf nine tones as shown 1in
Example 83 (ay, ap). A three-note motive in the second half fdrms
an ascending gequence (b3, by and b3).""

An irregular fhythmic design includes ties, syncopatjons and

cross-rhythms. The pftch range is eleven semito Steps and small
leaps up to the perfect fifth are found in the melé ic line. A
chromatic scale is the tonal basis. The tonal centfr fluctuates,
owing to the sequential movement of motivic units wit the theme.
A soft dyn&ﬁic level (mezzo-piano) 'is varied by many yrescendi,

decrescendi and accents. Noh]egato touch is used,
- ' ¥ ~
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Example 84. Visions Fugitives, Op. 22, No. 20, theme,
ms. 1-4. .
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theme of the last Vision consist§ of one three-measure
phras beginnin§ with an anacrusis. The range of the melody is wide--
thirty-two semitornes. " The sécond and third_gre prominent intervals.
The ality is ambiguous. The scale base is pe}haps closest to the ’
Dorian mode on E. 'Y _ .

~The rhythm is flowing, using an eighth note as the bagjc value.

The dynamics are very soft (pianissimo) and sfationa%y.' Legato
todch predominates. | )

.

Third Piano Sonata, Opus 28-(1917)

Tﬁe Third Piano Sonata came from the yo&thful Third Sonata of

“1907.33 It conéists of a single allegro movement of considerable - o

scope. The movement contains two extensive themes . ' ‘
Theme I enters in A minor. It is made of two distinct parts

marked la and Ib.

S

-]

BNestyev, Prokofisy, p. 137. i
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Example 85. Third Piand Sonata, Op. 28,.Theme I, ms. 16-36.

The opening.measures of both parts make JSe.of aséending progress-
ions. The chordél arpeggio of the opening of part la -is soon followed
by a stepwise progression, while the opposifé:is.found'fn part Ibi-a
stepwise movement of the first measure is followed by leaps. Generally,
steps and Ieaps ofqdiffereht'sizeﬁ are a@%efqated in both parts, tﬁe
steps predominating in Ib. ’

The rahgé is'veryrwide--forty-one seﬁitones._ The big leabs rep-
resent mostly octave‘displacéments. The greatest distanée'befyeen two

adjacent tones (is a perfect t&elfth.(nineteen semitones); it is used

twice--ms. 21 and 35-36. e



Some Chromatic tones occur but the theme 1s essentially well
anchored in the given. tonality of A mlnor. The following chord pro-
gression in A minor is outlined by the melody- llno' -

Ia: VI,-II-IL7 IlI-IV-I-IxVII-VI,ﬁI V!I-I.

I6: I'- V-1 -111-T1-V. '

- The whole theme is constructed of two-measure phrases. Sequential
progressions- are found in adjacent phrases. (The endings of some se-
quences are varied.) The sequential treatment concerns the followino
" pairs or'groups of phrases: ay and ap, by, bp and bq. (bg is an in-
dependent phrase that forms a conclusion to section']a),”c]. cz and c3.
Tne c3 is aldouble phrase. It.starts as another sequence of the group
c‘(only‘tyo"oeats'earlier) but after the—charatterlstio opening, an
ind;pendent sequence of a short motive is established within theczhrase;
(See fne'sequentfal scheme of Example 85') .

<A comblnatlon of‘tvo quadruple time §ﬁgnatures, 4/4 and 12/8, i
used as a basis for rhythm1c development (There is one exception of
a measure in 3/2 t1me at m. 26.) The prominent rhythn is a dotted
pattern-( ¥ ) which is used in both parts of the tneme The overall -
rhythm 1s uneven, oying to these dotted figures and many rests Tne
tempo, however. is steady.

-

*Pradominantly soft. dynam1cs are used .only in the -initial presentat-

s

ion of the themes in the sonata 3 exposnion The 3Subdued sound. of the
expos1t1on 1s balanced by extremely loud and powerful 1ntroductlon,

development and coda sections. 7

*

Nonlegato passages alternate with the 1395%0 ones. .- +

[

Several accents in section la create syncopations.

The lyrical second theme is conceived in the relative major key”
. ‘ o
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- Example 86. Thrrd Piano Sonata. Op 28, Theme 11, . . -
ms. 58- 61. 78-93.

It consists of four separate phrases (a,b,c, d) and an extension
{e) that prov:des a ‘coda to the whole exposition section: A1l phnasos.
mcludmg ‘the exta!s'itm. are four measures long. (The material of

)

terpo]ated between the phrasé€s a and b.) The f1rst half of each phrelsep
. . . A8
" presents a melodic fragment that is varied in the second half. The

phrase ais ume“atc'!y dev}el]bed in sixteen consecutwe measures in-

variation techniqué is combined with a 'sequgntia] treatment in ‘phras'es

a,b and d. | o

'Althouéh the tonal basis of this theme is the C major scale, a_~

whole-tone progression is embodied in the melodic moyement of phrase d.

‘ ~
(See the circled tones in Example 86.) .



. 95

- In contrast 10 the leaping melody of the first theme, Theme ll is
mostly stepwise and smooth. Besides the second, thc prime is the
prominent interval.- Tﬁe extension(ej is made solely of a reiteration
of a single towe. _ | g | _

- The overall range 6f this melody is two octaves. A fairly high
register o; the piano s used. ' )

There-are no rests employed and the rhythm is regular and smooth.

The/triplets'of Theme I are replaced by qgarters and pairs of eighth;.
The rhythmic pulsation is slowed down towards the eﬁd of the theme P}

means of both gradual prolongation of note-values and by the.apblicat-
. . T e

_ fon of r1tardando assai.

The dynnmics fonn an arch pattern with the point -of culmination

o

delayed until the last third of the theme.

Eegato touch predominates and,only the softest accents (-) are used.

* Fourth Piano Sdhatalgobus 29 (1917)

The Fourttr Piano Sonata (like the First and Third Piano Sonatas)

evolved from reworking of older materials. The first and third move-

ments were taken from the early F1fth ‘Sonata of 1908; the midd]e move-

4

ment from the Symphony in E minor of the same year.? ‘ The three move-
o

ments--Allegro, Andante, A11egro--eresent a mixture of classical and

romantic tendencies. -

.. »
1. Allegro molto.sostenuto
s
The first movement is in sonata-allegro form. It contains ‘two

themes, the first one in the original ton%]ity of C‘minor; the second

34Nestyev, Prokofiev, p. 154,

o
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one in the relative E-flat major. Both themes begin on the second beat
of the‘neasurc.1n 3/4 meter. ' "

Theme I consists of §evénteen‘mea§ures.€;at form three phrases:

w3 w2

6 + 5 + 6
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Example 87. Fourth Piano Sonata, Op. 29, 1st movement,
Theme I, ms. 1-17.

The phrases are irregular, owing méiﬁly to the ambiguity of the'
rhythmic structure. Pﬁrase a splits into two almost identical ﬁaIves. )
The opening of phrase b is partly a variation and pa;tly a sequential
repetition of ihé opensing of phrase a. Phrases b an& c stand in the
same relationship to each _other as the fyo halves of phr&ée a. The
endings’of phrases b and c differ -in their melodic structure as well as
in their rhythm. (One measure in 4/4 was incorporated into the ending
of phrase c.)

The rhythmic movement is exfreme]y vague. Quartervnoxes and pairs

of eighths seem to alternate in a random order. They form two-beat
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motives‘(1n'tripleihotcr)_yith occasional single tones interpolated in
. between. Obviously, the di;}sions made by bar-lines are not as impor-
tant as .the motivic ma:erdttlitself. To find a true rhythmic pattern
in this theme is not an eaﬁy‘matter. Severa!,poss}b{lities of metric

R ] . .
arrangements are shawn in the following sche

be declared the ”corfect" one. . -

(Only the first half of phrase a is shonfl to allow for e quick

comparison.)

Original 3/; il \ f
) .3/4- : ; 50 8 .
2. o VLRI D 'Jl

3.‘ 2/4 &4 J“ JI 3 ”’“ J JI ete.

Example 88. Fourth Piano ‘Sona a, Op. 29, 1st movément. Theme I,

schemes of metrif arrangements, ms. 1-4, .

It is quite possible that this “was conceived in a free
declamatory style and only additiona]ly given the time signature
that mostoconveniently accan‘bdates its ove;éll shape.

The melodic lfne circles around the tonic-énd_dominant of C
minor. The &ominant is often preceded by its leading tone. The
leading tone of the key, on the other hand, is often lowered, so

that the Aeolian mode is sdggested. ) ) i .

N



The characteristic motive (featuring the dominant-to-tonic pro-

_ éress1on).‘which openis the theme is u\ modified
' 4

form in phrases b and c: . An analogy of this fragment

(featuring the toqic-to-subdominant progression) is found in the open-
ings of phrases b gnd c: m . A tri.tone becomes the pro;
minent interval of théqe motives. The other frequehtly used.intcrvalx
is that bf a second, seen in the present motive as yell as in groups of
auxiliary tones throughout the theme. '

The (ange of 'this melody is thirty-five semitones and some wide
leaps are present in the melodic line.

The dynamics Create,ihe following arch }onn: pianissimo- -mez 20~
forte--pianissimo. |

Theme II is eight measures long, dividing irregularly ‘into two

phrases of three and fiveé measures in length.
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ExampTle 89. Fourth Piano Sonata, Op. 29, 1st movement,
Theme II, ms. 40-47.

Each phrase begins with a quarter rest followed by more-or-les;

"continuous movement of quarter notes. Several beats are embe11 ished by

grace notes consisting of arpeggiated chords. Legato touch is used.
The meter (3/4) and teﬁpo’(ailegro molto sostenuto) are common for

both Theme I and I1. . .



99
’

The tonal center of Theme !I is G. The Phrygian mode serves as a _ =
tonal basis, its characteristic second degree being raised once 1in m. 46,
The dominant D is featured both at the beginning and at the end of the
theme. The characteristic motive upuﬂdescendinq octave leap, usually
preceafd by‘a group of grace notes. The_octave is the prqminent inter-
val of the whole theme. Pianissime® is used in the first phrase and .

mezzo-forte in the second phrase.

2. Andante assai

This movement is an ABA form. Two themes are presented, one in

each section, and they are.later combined contrapuntally in the coda.
. ‘ )

Theme I serves as a basis for a(fugato development. It consists

of a very chromatic phrase, eight measures in length.

) : ’ 4 minor
serioso —toed | T — > bp 4
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Example 90. Fourth Piano Sonata, Op. 29, 2nd movement,
Theme I, ms. 2-9.° ' -

Although this phrase can be divided artificially into smaller
sections, it essentially represents one continuous musical idea of

first ascending and subsequently descending melodic movement.35

350 similarity to the theme of Bach's ricercars from The Musical
Offering (in fact, the theme given to Bach by Frederick the Great) was
poipted out by A. Korman in his dissertation "Srodki kontrapunktyczne
w sonatach fortepianovych S. Prokofjewa." [Contrapuntal Techniques
in the Piano Sonatas of S. Prokofiev.] (M.A., Musicology, University
of Warszawa, 1969), p. 40. ' . .
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The prominent interval is a minor second.
A non-repetitive rpythm of a freely flowing design is employed.

A1l values from the eighth note to the whole note are used and no rests

occur. The smooth stepwise movement of the melodic line {s complemented

by a steady slow tempo, regular meter (4/4) and by legato touch.

The range of twenty-two semitones covers the low register of the

piano. . 6;

The tonality is A minor, the broken tonic triad being out)ined in

the third measure of the melody;
In confrast t6 the melodic curve, which, as stated above, 1s first

ascending and then descending, the dynam3cs form one long continuous

B 1
crescendo. : . - -

Theme Il consists of(bne three-measure phrase divided into two

irregular upits by slurs.
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- Example 91. Fourth Piano Sonata, Op. 29, 2nd movement,
Theme II, ms. 39-41.
This phrase is written in the relative key of C major. The melody
-

centers around the tonic at the beginﬁing. but ends on the dominant.
Thejéne-octave range employs a very high register compared to thai of
”(alne I. €2 c

Three groups, reﬁini§cent of échappée and cambiata, create the

| e | ©

melodic 1ine of this theme: ' -

v

~ EARR RS
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The 4/4 meter used in the first theme is changed into 12/8, ti;o
quadruple metric character thus'501nq kept in both themes. The rhythmic
movement is first gradually accelerated and then slowed down again at
>u»e end of the theme.
The overall slow speed, very soft dynamics (gianissimo) and legato

touch support the lyriciym of this melody. Prokpfiev marked this theme

tranquillo e dolce.

_3_.~1Allgqro con brio, ma non legqiero

The Slosing movement is written in C major. Three themes appear
in the course of the movement, creating a sonata-rondo form (ABACABA).
Each theme is varied in each of it; appearances, however,

Theme | is eight. measures long.

|
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Example 92. Fourth Piano Sonata, Op. 29, 3rd movement,
Theme [, ms. 10-16.

I't consists of two four-measure phrases, each phrase containing
1Y
diverse material. The differences of the two parts are best seen in
the sphere-of the rhythm. The first phrase features a rhythmic pattern
of J .r—#j and 1its variations; the second phrase presents a repetitive
figure ﬁ” ]j J }”.r_ etc. (Note the introduction of an upbeat
S—— SN— S~———

into the second phrase of the theme.)

Melodically, the whole theme consists of broken triads. The
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relationships between juxtaposed chords are exposed in the following

scheme:

Example 93. Fourth Piano Sonata, 3rd movement, Theme I, )
implied triads, ms. 10-16. =

A1l ‘triads are shown in the root position to allow for easy,compar?/i'

ison of their root-movement. A tendency towards a symmetrical arrange-

ment of the thords is iflustrated by brackets.

A sequential treatment can be seen in both halves of the theme.

>

The continuously descending melody spans a wide range of over three

_octaves. Owing to the chbrda] progressions in the melody-line, thirds

and 'a perfect fourth become prominent intervals.

The tonal center is a clear C. The chromatic tones cam be explain-

ed as upper. or lower leading tones of the tonic or dominant in C (G-sharp=

A-flat, C-sharp=D-flat). In addition, all chromatic tones resolve to
: e

some chord-tqnes of the following triads. (See Example 93. 1In this

case G-sharp=G-sharp, C-sharp=5ffiat.)

The loud, unchanging dynamics, nonlegato touch and fast speed

support the energetic and bri¥lijant character of the theme.

Theme II brings even more of the jocose mood with its dotted rhythms

and many grace notes.
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Example 94. Fourth Piaho Sgnata, Op. 29, 3rd movement,
Theme II, ms. 43-50.

This theme is again eight measures long: 242 + 242 . The open-

4 4
ing two pairs of measures preseht an exact repetition; the second half

contains a two-measure phrase and its varia?'JL.

C is a tonal center. The first haif of the theme suggests the
C major tonality, whereas the second half outlines C minor and A-flat
major triads (spelled enharmonica]]y)--?oth pointing to the C minor.
The leading tone of the key is not present. >

A1l grace notes are displaced an octave Tower, but in reality they
stand a semitone below the main tone. The octave disp]acemeqts syretch
the melodic range to almost two octaves. The prominent interval is a
perfect fourth, sometimes spelled enharmonically.

The characteristic rhythm is a dotted figure:lfj or J;a .

Accents stress the strong beats in the first half of the theme and
Create syncopations in the second half. The dynamics are soft, however,
and the indication espressivo in the areas of the accented beats is a
somewhat curious and contradictory device. *

Detached tones alternate with short legato phrases.

Theme III appears in E-flat major. (Its first phrase could be in
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C Aeolian.)
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' Example 95. Fourth Piano Sonata, Op. 29, 3rd movement,®
Theme III, ms. 84-99. '

This theme is twice as Tong as Themes I or II. Its sixteen meas-

ures divide into four regular phrases: 4%5 444 . The first three -
_ ) :

phrases develop common hateriai; the last phrase is different. The
opening phrasé presents a descending stepwise passage ended by a trill,
A 6odified mirror éf this progression is found iﬁ the second ﬁhrasei
The third phrase employs a.sequential repetjtion of,thé original phrase
,(a major second higher) which leads into the area of the "white keyg."
The last phrasé provides a return to E-flat major:
This theme contrasfs to both Thémes I and II by its smooth, step-

wise melodic movement and regu]ar'}hythm of evenly flowing quarter notes,

and by the composér's indication dolce e semplice.
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* CHAPTER 111

7

THEMES OF WORKS FOR "SOLO INSTRUMENT WITH ACCOMPANIMENT

First Piano Concerto, Opus 10 (1911-1912)

The First Piano Concerto in D-flat major was, fer the young’
Prokofiev, sométhing in the nature of a creative declaration.
He himself considered it his "first more or less mature work,
in terms of both the conception and its realization"... It
vividly represented Prokofiev's own distinctive piano style,’
combining the massive texture of chords and octaves with3gery
difficult "acrobatic" leaps and pearly, étude-like runs.

The.fonhibf the one-;;xpment Concerto is quite original. From the

adftional sonata form, thé development section )s

¢

!
isod’ of entirely new material, and the recapitulat-

point of view of the.
replaced by a slow e

ion ‘has all the chara istics of the development section. "Or it could

be said Ehat a slow épisodg was interpolated between the exgosition and
development sections, while the recapitu]ation'was omitted. }n any
case, the movement consists of three separate parts--Allegro:“iﬁdante
and Allegro. -

The basis of the whole composition'is a solémn introdubtgry theme
which is répeated three times--at the beginnfng, bg;ore the entry of
the middle section, and at thérqu of the piece. 4

The fundamental ideigﬁg,the introductory theme is the fol]owiﬁg

four-measyre phrase in D-flat major.

-

36Nestyev, Prokofiev, p. 61.
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Example 96. First Piano Concerto, Op. 10, introductory théne.
T ms. 2-6. ‘

. In thlS phrase, a four-beat mot1ve of Ifjll s repeated

four twmes “*(The third appearance of the motlve is s1mp11f1ed to
~dld L . .

Me]odwca]]y, the f1rst mot1ve br1ngs a broken tonic triad; qthe
subsequent three. mot1ves circle around the dominant.. The fourth degree
of the scale is raised- in an .ascending progress1on and 1owered in a
descend1ng one. )

The whole phrase is then used _in a chain of sequences. Both éfﬁ///’
me]ody and rhythn are s]1ght1y mod1f1ed in each of its appearances
(The opening broken triad is am1tteqa‘ The f1rst sequence appears a
perfect fourth hlgher, c1rcl1ng aroﬁhd the- tonic. anext sequence
returns once. more to the area of. the dom1nant, -and the following one
again to the area of the tonvc ‘In the next part of the theme, first
a half of the phrase and later only a.quarter'of.the phrase [i:e: a
single motive] are used in chromatica11y4descending sequences. The
tlast_two measures - [ms. 26-277 feature a strong dominant-to-tonjc‘ca—
'dence;) . 4 .

The range of the whole thene\coierS'four and 'a half octaves (fifty-
five semitones). The prominent interval is the second. |

The rhythmic pulsation e? quarter notes is continuous and no rests

-~

interrupt this flow. The 4/4 meter and the fast tempo, allegro brioso,
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are unchanding. Very Toud dynamics (fortissimo) tthe use of the high
register of the piano. and multiple doublings of‘w me]od'lc an by
the .woodwinds and strings make this opening theme sound m_Jcst‘lc.

imperious and c@anenging.“y.

The ‘exposition section contains two qroups of themes. The first
group consists of two parts, Ia and Ib both brﬂliant and’ rhythuic
featur'lng Prokofiev's familiaf "hmring toccata- er mot'lon w38 Both’
h nnd Ib: are in the original tmlfty of D-flat major and they are

'presented by the solo piano. : g :
. * »
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Example 97.. First Piano Concerto, Op. 10, ¢

a) Theme la, ms. 92-100, -
b) Theme Ib, ms. 124-132.

.-
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| »“ T:une Ia consists,of twp very'regular four-uneasure phras\es. AEaeh-
phrase can be further divided into two halves. The first phrase is

W D-flat major; the second phrase starts as a sequential repet'ltion a .
half step lower but its ending modulates back to -flat.

R Each phrase begms with a group of grace not‘es\ The basic idea of
th1s theme is.a dotted-note motive ( I‘ﬂ ) on on& piteh, re“ed over
.and over. * Consequently, the prominent interval is the prime. The range
is quite wide--forty-one saitones._

The tempo, meter and_ the pulsation of quarter notes-re!pain the same
as in the {ntroduetory theme. The dynamics and general texture are
changed, however. Theme ‘Ia is presented by the. solo piano and it begins
\}er; Asoft’ly. (piano). In the oend a sudden 'crescendd Ais raised to prepare
a loud restatelnent of this theme by the piano vhth an orchestral accom-
paniment.', ' . , -. .
| Theme Ib is of a s1m1lar structure to la. It retains the same
.tonahty and meter, and also consists of two four-measure phrases.

(The whole theme is s)nfted one beat forward in the metric scheme. )

The dynamics are 1oud throughout (sempre fortissho). and the
tempo is shghtly increased (piu mosso) '

The whole first phrase (with the exception of the last two notes) -
is.bui’lt on bne pitch. The rhythm of the repeated tones alternat,es
dotted patterns (573 ) with single eighth notes followed by rests
(&7). AN the 'rests used in this theme are meant ‘to shorten the
antecedent tones (i.e. to.make them sound.staccato) rather than to
bring real pauses into the me]ody/and break its c&rtmuous motor-move—

ment. . ' . /
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The -second phrase contaips new material of a coﬁtinuousieighth-

" note movement. The -

_melody presents an alternation ‘of two neighbouring,tones;”mainly those

A1l notes of this phrase are marked staccato.

of tﬁe submediant and a lowered seVEnthAdegree. both,chahged enharmon-

“ically. The pitch range is slightly narrower than that of Theme la -

_(thifty-s%x;sémftdnes).‘_The prominent intervals are the prime.and»the
minor second. '
The second group of themes consists of three separate parts, all

sharing the same key signature of the contrasting E minor.
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Example 98. First Piano Concerto, Op. 10,
a) Theme Ila, ms. 156-171,
) b; Theme 1Ib, ms. 188-189,
Theme Ilc, ms. 216-217.
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‘ Theme Ila is the’ longest of the fhree-parts. ‘Ifs character is
_ sad and reminds one of a funeral march. ' It is presented byithe orches-’
tra, - ‘_' |
The i&ea consists of two regul§g four-measure phrases. The second -
phrase is a seqUentialzrepetitfon~of the first phrase, a ﬁerfett'fOurth
higher.. The'melOdy'of the first phrase circles around the dominant,
that of the dnswéring phrase around'the'tonic. Repéated tones (of the
interval of the prime) are most inportantomelddically. The rangebof
all tﬁrge parts of Théme II is much narrower than those of both Theme I .
and the introductory theme. Theme Ila appears in the middle ringe and
| is doubled in low registers of the lower strings anp\brass instrumenis.
Its range i§ sixtegn semitones. The Phry§1an mode on E seems to be the
'implied scale. . ' )

Prominent rhyfhms are the dotted pattern of the opening\(J 20! )
and the reversed dotted figure (<f3. ) found in the third measure of
each'phrase.

The dynamics are soft (piano). The tempo of bot@ Theme Ila and
ITIb slackens (meno mosso), and only in IIc does it regain the original
speed in preparétion for the (qturn of the int}oductory theme.

The contrasting i IIb‘is called gy I..Nestyev “the frighten-
ing moment of a fairy tale."39 This melody is only one and a half
measures lodg and appears in a very high register of Qhe solo piano. \
Consjdering its length, the range of'almost two oétavés (twenty- two

semi’ifes) is quite wide. The theme opens with an ornamental auxiliary

391bid., p. 62.
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tone followed by an upward leap of a minor ninth. The upper tone is '
-repeated with an accent and followed by a descending arpeggio of
‘sixteenth trip]ets. In the end, the dominant is reached, and as in
the opening;‘it is ornamented by an upper auxiliary tone which is now
rhythmically augmented. _

The tbnal center of this theme is C, supported by both the upper
perfect fifth (G) and upper major third (E). The tonal feeling, how-
ever, is obscured by the use of F-natunal and A-flat in the relationship -

D . .
to the C, because it makes the tone F too prom1nent The tones used in

this theme create the. following scale pattern - ES%EEEEEEEE;E » which
s

should bé considered the tonal basis of the whole.

The rhythm is.rather heterogeneous, incliuding all nbte-values from
the s:xteenth triplet to th: quarter note, and two types of rests (¥ and
7 5. The phrase begins and ends with longer va]ues, the liveliest
mavement being found in its middle.

. Staccato and legato are alternated L oud dynamiCS (fortissimo),
accents and a shr111 sound of the extremely high reg1ster of the piano
bring a qual1ty of urgency to this musical passage

The last part of Theme II, c, returns to the dance charaeter df the
beginning. This melaody is strong]y rooted in“E minor. It is half a

nts a descendlng chro—
matic scale followed by a broken tonic ‘triad. The melodic range is
eighteen semitones. Al] notes are played étacéato and fortissimo. The
melody itself is presented‘by the piano'and supported by most of the
winds and strings.

The rhythm is regular, sustaining a pulsation of half beats in the

first measure and of whole beats in the second measure.

Y
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The‘tempo is faster than in the previous parts of Theame II
(aﬁimafo).and‘thg dynamiés are loud and further reinforced by accents.
The subsequent short development of Ilc leads graduall; into the
return of tﬁé‘introductory theme, the latter bringing a close td.thc
exposition section, ' |
The lyrical middle section of the composition appears in G- sharp

minor. It contains only one theme.
’ [ 3
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Example 99. First P1ano Concerto. Op. 10, Theme 111,
2> ,ms. 269-276.

The rhythm of the opening measure of this theme is reminiscent of

the opening of Theme Ila:

Theme 111: 4/4 4. &d [333 |
Theme 11a: 4/4 4 Y84 9T Co .

However, the melodic coﬁtent of Theme III, and especially the colour-

© istic e i ;by_sensizixg instrumentat1dn. make this tﬁgme
—nstrumentation, make

- . . 3 \M

sound very new and independent of all thematic material heard previously.

e 7 ,

The eight-measure theme can be divided into two halves, each half

containing two two-measure phrases. The first phrase appears in G-sharp-

minor. The second phrase confains a sequential repetition of the first
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phrase a tritone lower (in D m%nor). Both phrases“are played by the
muted first violins. The third phrase brings some new matgﬁia] in E
minor which contains .a suggestibn of a melodic inversion within ifs
two halves. This portioh is perfonped by a solo clarfnet in its mellow,
middle register; indicated dolca. The.closing phrase contains ;n |
ascend1ng scale on "the white notes" played by two horns.” The end1ng
of the scale contains a chromatically-raised tone in preparat1on for a
modulation to C-sharp minor, the key in which the theme is subsequently
'repeated by a solo piano. ' .

The overall range of this theﬁé is almbsttfﬁree octaves (thirty-
four semitones), and it contains all twelve tones o% the chromatic scale.
It cannot be stated, however, that the chrom;tic scale is a tonal basis
of the whole, since the tonal centers, and consequent]y-the scale
formations of each phrase, are dif%efent;

Leaps are alternated with stepwise passages

Various rhythmic patterns are employed. A dotted quarter followed
by'an eighth note, and a groub of four sixteenths ‘are conspicuous‘
rhythms in th;—}irst half of the theMe. The second hslf features
syncopations (J)J J’). and a regularAhoVement.of the eighths and quarters
conc ludes the whole. The speed is slow (andante assai), the dynamics
are soft (pianissimo and piano) and legato playing is used»through&ut.
The 4/4 meter is a common time signature in all themes of the whoﬂg.
work, without exception. .

(Shor j i f_all themes of the exposition

section are found in the last part of the Concerto. Finally, the intro-

ductory theme appears in the role of a concluding theme, providing a

coda to the whole composition.)



‘ 114
: » -
< lade for Cello and Piano, Opus 15 (1912)

y

The Ballade was composed Tor a friend of Prokofiev, the amateur.

cellist N.P. Ruzsky. (The first five measures of the main theme were
taken from the theme of P;pkq{iii;ﬁ.early violin sonata, written ia
1903, when he was only eleven years old.‘p) . .
The one-movement work featires two themes--the first smooth and
singimy, the second ag1tated and rhythmic., Both themes are presented
/ by th violonceflo and deve)oped aﬂternate]y throughout the movement.
__:;iS In the end, the first theme appears in its or1g1nal version with a
\\‘\-/!3rf d piano accompaﬁiment. '

Theme I consists of two parts, Ia and Ib, connected by an interlude.
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' Example 100. Ballade for Cello and Piano, Op. 15, Theme I,
ms. .

40Semyon Shlifstein, ed., S.S. Prokofiev: Materials, Documents,
Reminiscences, 2nd ed. (Moscow: Muzgiz, 1961), p. 134.
‘7
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The formal structure of this theme is rather irregular. Part la

is six measures long, dividing into three-measure phrases. A seduential
relationshs Can be found between the two phrases. Then follows a four
and a hslfggzﬁsure interlude which again contains a sequential progres-
sion. The half-measure e;?ension of the interlude adlows part Ib to
start with an upbeat. Ib is eight measures long and melodically con-
tinuous, but it is possible to divide it into two equal phrases of four
measures each. ‘

The overall range of Theme I is twenty-eight semitones. The
melody starts an unduféting, ascending movement from a lower register
of the cello. Toward the‘end it reverses its direction but does not
quite reach the low pitches of its opening.

la preseﬁts scalewise passages. The first phrésé outlines a C
minor scale; the subsequent phrase brings a sequence in £-flat major.
The first half of the interlude continues in E-flat while the second
half repeats the material a whole step higher (withya center on F).

The tonality of Ib 1s ambiguous; two centers, G and- E, become pro-
minent at the same time. This last part bring leaps into the melody,
the perfect fifth énd the seventh being emphasized.

The rhythm of Ia differs from the rest of the theme in its use of
regular eighth notes. The interlude and Ib alternate only quarter and
half notes.

The dynamics, a piena voce, change to forte at section Ib.-

This last portion also contains accented notes but, at the same time,

the indication e8pressivo is used. The tempo (allegro) and meter (4/4)

are unchanging. e ———
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Theme I1.is very regular and repetitive. As in the first theme, .
it consists of two parts, Ila and IIb, but there .is no interiude inter-

polated in between. The entire theme is played pizzicato.
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tExample 101. Ballade for Cello and E;ano, Op. 15, Theme 11,
) ms. 48-63. - .

The opening two-measure phrase is the basic idea of -the whole
theme. Four of these phrases create part lla, and another four form
part 1Ib. The germ idea is the single rhythmic motive: PP

Principles of repetition and variation are perceptible within any

pair'of phrases throughout the theme.

Melodically, Ila is constructed onthe intérvq] of the third, while

IIb uses predominantly stepwise motion. The ending of eacs] phrase (in
both Ilw and IIb) features a leap, which supplies the required giocoso -

‘quality to the melody. The leap of the perfect octave is used most

”

»
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@ often. The range is twenty-seven semitones.

“on '8

. . ~ 17

A sequential treatment is found in Ila. Its first half centers

-fiat, while the second half repeats the same materia’_a half step

hegher, centering on C-flat. IIb returns to the original tonality of

the

even

"“help

1.

1)

Ballade's opening--C minor. -

Some cﬁromatﬁc movement is.found.in_both parts of the theme and-
more in the piano accompaniment. i ‘ |
Subito changes of dynamics, accents, and the pizzicato effect

to bring out the pungent and pe.rcussive quality of th'.theme{

The meter and tempo remain identical for both themes. ™"

First Violin Concerto, Opus 19411913-1917)

°

The modest plan of the concertino gradually developed into a
concerto in three movemerts, which are presented in aRh unusual
sequence--the first and third are predominantly tender and melodic,
while the second, instead of being the traditional Andante, is
a fast, grotesque, and mocking scherzo...Prokofiev attempted to
include in this concerto passages that would give free rein to
the expressive possibilittes of this instrument--from the lyrical
cantilena to giddy scale passages and complicated shifts from
pizzicato to arco, from the extremed harsh marcato sul ponticello
to transparently clear harmonics...Prokofiev's inventiveéness in
the field of tone color deserves a separate analysis, for in this -
area he unquestl?nably contributed new modes of expression to
violin playing.

Andantino

The first movement is in sonata form. It features two contrasting

themes.

D ma

Theme I is a long, undulating, lyrical melody that modulates from

Jor to C major, establishing several other temporary tonal centers

-

4]Nestyev, Prokofiev, pp. 140-143.



1in bétween.

This theme appears in the solo vio]ih..
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Examp]e 102. First V1011n Concerto, Op. 19, 1st movement,

Theme I, ms. 3-21.

The jnterva] of the perfec; fourth, which opens this theme, is
the key-sound of both the first and third moveéments of the Concerto."
Besides its characterisffYt use in both pfincipal_themes,of these
movements, it stands as a self-sufficient-motive that is used through-
out thé composition. The perfect fourth also appears in the coda of
the last movement as a final rem1n1scence and summing up of the whole
~work\ °

Besides the employment of the perfect fourth, the pérfect fifth
is used several times in the first half of Theme 1. The second half
contﬁ1ns most]y stepwise movement,-the melody ascending slowly to reach
The overall

h1gh C4 nge is thirty-two semitones. ~a

It is difficult to divide this theme into phrases. Two unequal
portions (10+8 measures) are formed by the general character of the
melodic-rhythmic outline of the theme. The first half of the theme

alternates leaps Qith steps; the second ha]f‘contains solely stepwise
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motion. A regular 6/8 meter is used throughout. -In the first half of
the theme, groups of six eighth notes are alternated wifh other diQerse
rhythmic patterns. The se;ond half features the;j'h_yth J'J -. ahd
its variationd d P . Tied notes are part of the rhythmié‘stmctﬁre
of the whole. Two pairs of.megsu;es are repeated within the theme.

The first pair. marked a5, is repeated a half step lower in az,'while

the unit b2 brings an exact repetition of b;- .
Soft dynamics (piénissimo) and the speed of andantino_are cohple—
mented by the interpretative mark}ng sognando (dreamily). -
Theme I'comes baqkAin the violas and later in the oboe. .

After a transitional passage, Theme II appears in the soiooviolin

again.
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Example 103. First®solin Concerto, Op. 19, 1st movement,
Theme 11, ms. 61-65.

“Inis ththmic theme, full of grace notes and chromatic leaps;’
contrasfs with the smoothly flowing Theme I. It cah bg divided, ratﬁer
‘artificially, into two halves. The embellishing chromatic ‘scale of
the opening is not repeated in the beginning of the second ﬁa]f. The;e
are other rhythmic variations in the second half, and melodically, the
whole theme is really a single integral idea. .

The tonal center of the opening is E, while G is brought out in

the end. The chromatic'sca1e is the tonal basis of this melody.

-
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. Theﬁe 11 is much shorier than Theme I, and its eange 1s ﬁarreuer-; a
only fifteen semitones. Leaps and steps are alternated. so that neither
element becomes predominant. : “ L

The rhythmic pulsation cons1sts of- bas1ccquarters (almost all
embellished hy-grace notes), sometimes divided into’ regular eighths.
and once 1nto an ewghth tr1p1et. Thé meter is changed from 3/8 to 4/4,

the new time signature remaining until the end of the deve1opment sec-

'; t1on " The or191na] speed andant1no, is kept, but a new interpretative

merk1ng--narrante is indicated at the opening of Theme II. The dynamics

maintain soft 1eve1.(piano). S ’ . y

2. Scherzo (Vivacissimo)

The second movemenf is in the form of a five-part rondo. The °
tempo is an unchang1ng vivacissimo, where perpetua] motion of e1ghth
notes preva1ls The meter is 4/4.

Theme I (rondo theme) appears in the solo violin.
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Example 104. First Violin Coﬂcerto, Op. 19, an movement,
Theme I, ms. 2-10. oo , ’

. This theme is made of scales, the chromatic and diatonic forms of



N - 121
whieh ake'alternated. This alternation causes tonal ambiguity. Two
fcenters, E and D, become prominent. £ is associated with‘;he chromatic
movement{ D with the diatonic movement. (The Dorian. mode on D'seels '
to be the basis of the diatonicAsections.f Theme I can be divided into
two unequal'portions (4#3.neasures).f The'seeoad portion.is a shortened
‘variation. of the first one. “

The range of the whole is thirty-seven semifones )

The rhythm brings a repetitive pattern of J 1§ 3 v associated with
the chromatic helodic movement, and long scale—groups (of both regular'_
and irregular number of notes) in the diatonic portlons of the theme
(The irregular groups conta1n triplets and septuplets of sixteenth
notes.)

Var1ous types of bowing are used in thiS'theme; The ehromatfc
scales are slurred into groups of three notes each The long paSSages
of the diatonic sca]es ore played legato. The last note of each scale
is marked staccato. Pizzicato is used on two tones in the middje of
the theme. . . . R

The dynamics are soft-(piano). Some accents are employed on the
gtrong beats of the measure.

Theme II (first episode) appears in the solo vio]in,vmarked

spiccato and forte.
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Example 105. First Violin Concerto, Op. 19, 2nd movement,
‘ ‘Theme 11, ms. 40-44. . o .
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These four measures, preceded by an eighth-note anacrusis, can
be divided into two halves. { The diatonic movement of the first.half
changes into a highly chromatic progression in the second ha]f clusing
tonal ambiguity (as in Theme I).

The leaps of the seventh and octave-are alternated uitﬁ steps
‘.The range 1s seventeen semitones. The rhythm contains regular eighth
) notes, sameuof them ornementEU by- groupSJof grace notes. _
A%tendency toward a sequenxial treatment of small units witnin

the theme {s~anpareﬂt; A sequence of a. four-note pattern is found in ” Z)
" the third measure of the theme. ’ (

Theme: 11] (second episode), presented again by'tne soloist, main-
tainsuthe motor—movement of the eighth notes. The‘forcefu] effect of
th1s theme is achieved by means of cont1nual accents, loud dynamics .
(fort1ss1mo), and a spec1a1 1nterpretat1ve 1nd1cat1on sul ponticello

con tutta forza. '
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Exemple 106. First Violin Concerto, Op 19," 2nd movement.
‘ Theme 111, ms. 85-93.. . - '

. Theme II] is twice as long as Theme II but its content is of such
‘a contiﬁuous character that it does not yteld to any further division
into shorter phrases. Its rénge is a nhole tone wider than that of

Theme II--nineteen semitones.



Ve

123

The orchestral accompaniment of Theme III repeats a-D minar triad

Considering D to be the tonal center. the harmenic fonm of the D a1ndr

scale appears to be the implied tonal basis of the whole.

Two fast scale passages

€

 Narrow intervals--the prime, sqtohd and third--are the oﬁly‘ones
used in this melody

\ -

: th dy . . iegate the mgin idea
" of reiteration of pairs of tones a third ap&rt?::Inpf;;;cenent of the

openung tone on the second half of the first beat of the measure creates

(@]

syncopated feel1ng throughout the entire theme

2'

Moderato

Q

Al impor;ant thematic material of the Tast movement (which jé'in

a loose sonata form) is contained in'the'first theme alone.’

Thene I

corisists of two parts, lIa and Ib, which are connected by a one-measure

interlude. .
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Example 107.

Firs¢ Violin Concerto, Op.

Theme I, ms.

2-14.

19, 3rd movement,

-
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The parts la and Ib are developed sepgratei} 1n~both the expo-
sition and deveiopuent seotions. s0 they really stand in the same
relationship to each other as would Theme -1 and Theme 11.
The connecting 1dea (interlude) is used extensively in the whole
. movement. It is often comb ined contrapuntal]y with other themes.
What is usually’ considered Theme Il is gnly a-contrasting idea

and not a real th » because it is not used beyond the exposition

section.
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Example 108. First Violin Concerto, Op. 19, 3rd movement,
Theme I1, ms. 25-28. -

' The recapitulation section of the third movement brings beck.the
open1ng theme of the f1rst movenent (in augmentation) and combines it
with the motive of the 1nter1ude Thus the recapitulation of the last
movement represents an extended coda for the entire work.

Theme Ia (of the third mouwgment) s presented by two bassoons,
while the interlude and Ib are carried on by tHe solo part. The
characters of Ia, inter]ud:. and Ib, are diverse. The half-serious,
half-giocoso mood of la is fo]]éwed by the short, undisputedly scherzoso
interlude which~appear$ two octaves higher. Frun there, the violin' S
"~ expressive style changes in order to bring in the lyrical part Ib. The
general mood of this last portion is related to the -main theme of the

first movement..
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The tonality of the whole theme fluctuates. The center of both
Ia and interlude is G; the center of Ib oscillates between G,D.C,F,
and B-flat. The range of la 1s;ten semitones, while that of Ib {s
more than twice as wdde--tueﬂty-tuo semitqces Soth parts (and also’
the 1nterlude) feature the 1nterva1 of the perfect. fourth A con-
siderable portion of the theme contains stapuise luotion. All m'po .
tones of the chromatic scale are present_vn the melody. The general
melodic mquement of'part Ia brings a gradual descent. Part Ib starts
"also a descending movement but returns upward toward the end to reach
“the high pitches'of the opening agaiﬁ.

Regular eighth notes establish the*basic rhythmic . pulsation.
This continuity is varied by the use of occasional quarters and dotted
quarters (Half notes tied to eighth notes, d J’, occur in Ia.)
Unchang1ng speed (moderato) and meter (4/4) are maintained throughout _
the whole theme. The dyn.cs are subdued (mezzo-p1ano and piano),
and the greater part of .the vioTtin melody is marked cantabile.

Theme I1. (contrasting idea) appears in the violas.

' Th1s~four-measure 1eap1ng melody features 1ntervals.of the sixth
and seventh' Its range 1s-exact1y one octave Its tonality is rather
uncerta1n 1f the orchestral accompaniment is taken 1nto consideration.
By itself, the melody centers on. D, the Dorian mode being the implied
scale. | S

Rhythlhicaﬂy, the dotted rhythm J J’ and the syntopation J.'J J’
are consp1cuou5\5 ” ' .

The tempo is siightly faster (a11egro moderato) than that of
Theme I (moderato). The meter does not change and the'dynamics are

even softer than in Theme I--pianissimo.
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, |
Thne°is an idea of secondary importance not only from the
poin® of v of its relationship to Theme I, but ‘because it sounds

1ike a counteﬁnelody to the heavy chordal figuration played simul-
tareously by tr'ne sold violin.
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CHAPTER 1V

- THEMES OF VOCAL WORKS -
M J

CAN compositions analyzed in this chapter--Opp. 9, 18, 23
and 27--€epreseﬁt songs for vgice with piano dccompéhiment.

A‘slightly differént approach to a selection of the material to
bé‘analyzed had tb be applied in this section, since the formal struc-
ture of vocal music differs from that of instrumental mdsfc{42

In dealing with the form of a througﬁ-compOsed“séng! which is
found in most @F Prokofiev's early vecal works, it was not possible
to select either "themes" as such or the fundamental melodic ph}ases
as was done in the shorter piano composjtions. “In_ the through-
composed song, the music for each stanza of the poem is somehow
diffefent, which d1iminales the basic.fOHnil principle of departure
and return, and rémoves the unifying factors found in the instrumental
forms."43

Obviously, it is quite improper ahq impractjca1 for the purpose
of this thesis to analyze songs, especially the longer ones, in their
entirety. On the other hqnd, it is debatable which portion of a

through-composed song is the most important or representative one of

the whole.

42For @ discussion on this -subject see Robert E. Tyndall,
Musical Form (Boston: Allyn & Bacon Inc., 1964), p. 90.

43

Ibid., p. 93.

127
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It was decfdéd then, that the opening stanzé of each song would
be ana]y;ed. since it 1s usually the opening that presents the kind
of material that evokes the general mood of the work’
In cases where th: opening measures of the song are of an intro-
ductory chargcter, the first phras!following the introduction 1is
selected for analysis.

-

*J .Op. 18 (The Ugly Duckling) represents an excepfion among the

vocal works. It has been possible to treat it in the same way as the
instrumental ‘compositions because this uniquely conceived musical |
narration (although through-composed) possesses themes similar to
those found in an opera or other larger forms, both vocal and instru-
mental. These themes havg been selected and analyzed in the usua1 way.
The selected vocal ﬁhrases of al}‘works ihélu?ed in this chapter
are analyzed independently, but iﬁ establishing their tonal centers,
the piano accompaniment is taken into consideration. If the accom-
paniment does not contain functiénal harmonies, the tonal center is

deduced from the melodic line itself.

Two Songs for Voice and Piano, Opus 9 (1910-1911)

The two songs, There Are Other Planets and Boat Adrift "reflect

the influence of the impressionistic salon lyricism, with its subtly

shifting harmonic fabric, exquisite piano texture, and completely

declamatory, unmelodic vocal pattern."44

“Nestyev, Prokofiev, p. 43‘.&
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1. There are Other Planets (words by K. Balmont)

Following a short piano introduction, the voice enters with the

‘follqwing words:

There are other planets, where the winds sing softer, where
the sky is paler, the grass is thinner and higher...

sempre recitondo a swifo yesn
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Example 1 Two Songs for Voice and Piano, Op. 9,
No. 1, ms. 5-12. .

This me sists of four two-measure phrases. Each phrase
contains different material, although there is a melodic similarity

between the first two phrases, and a rhythmic similarity between both

pairs of.- phrases.
The first three phrases seem to use the Phrygian mode on G; the

" last phrase modulates to A-flat as supported by the piano“ompaniment.
The melodic line contains both step%;and leaps, neither movemeﬁt
gaining a prominence. Three of the phrases, however, end by a down -
ward leap, two/ngps bringing the same.interval of the perfect fourth.
The rhythm is regqular within the given meter of 6/8, but non-
répetitive. Still certain principles of rhythmic variation are

Q -
enpf?yeq in. each pair of phrases. All characteristic rhythmic figures

of the 6/8 meter are present:J. R J f’ and I I 1 . Rests separate

-
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the phrases in order tp underline the punctuation established in the

text. .

P

« The soft dynamics (piahissimo) and the ,jndication sempre

—

recitando a sotto voce help to transform the atmosphere of the poem

into music.

2. Boat Adrift" (words by A. Apukhtin) | -

The opening of the second song brings the following verses:

The boat shoved off...

As dawn was about to break
a final greeting was heard,
filled with unexpected love.

The musical setting of this lyrical strophe consists of four

irregular phrases.
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Example 110. Two Songs for Voice and Pi;ngl Oﬁ. 9,
no. 2, ms. 2-11. : :

The opening two phrases are'veiy sh@rt and consist of a kind of

recitative on one pitch. The third phrase is much loMger and its

melodic range expaqgs to the limits of a perfect fifth. The last
o .

phrase extends the range beyond the octave, in agreement with the

emotional outburst found in the text. »

x> e
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»

A1l perfect intervals are featured in this melody. ,The-prim;};t
the beginning, the fifth: fourth and octave in the later parts. Thé
last two phrases alternate leaps with stepwise movement.
| The key signature suggests the C-sharp m{nor tonality but a strong
Teaning towards F-sharp 4s felt, especia1iy in the second half of the
melody. Thi: is caused by the frequent placement 6f the tones.c-shafp
and F-sharp next to eaéh other,.ﬁhich makes ‘the C-sharp a &ominant of
the F-sharp. The leading tones of either C-sharp or F-sharp scales
are omitted. '

- The rhythmic désign is very free; no repetitive patterns or common
rhythmic figures are used. The change of the time signature from 4/4
to 12/8 (m. 9) does not really a??2ct the overall rhythmic pulsation,
since the quadruple metric character is kept. It only prolongs thg'
last phrase somewhat.

. Rests are interpolated between phrase§ and also within the third *
loﬁéest phrase:' This device not only suits the vocal medium but helpé
to §eparate the rather independent images of the individual verses.

As_}n the first song, the sotto voce singing is used.

The Ugly Duckling, for Voice and-Piano, Opus 18 11914)
"V" . .
This work, based on Hans Christian Andersen's faigx tale of the

same, name, was composed in 1914, and reworked and orchestrated in 1932.

The present study is concerned solely with the first édition 6f 1914.
Andersen's tale tells the story of a swan that was hatched in a _

duck's nest. Considered an ugly duck]jng. the little swan had to /

undergo many unpleasant and dange}ous incidents before its transfamat-

ion into a beautiful bird. \ - e
: L ’ '-"-
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The entire fairy tale is presented in the form of a uniquely
conceived scena, a narration of -Andersen's prose text...The
entire work is constructed on a cambinatian of melodic recitative
(based -on the inflections :of ordinary speech) and a vividly
descriptive plgno accompaniment, whigh follows the text without
interruption. \\\‘

Although a through-composed technique was used in this camp;;?fTén.
Prokofiev gchievédja unitydof form byAconst}ching leitmotives which he
restated seQera] fimes throughout the wprk. . -

There ‘are three main 1ei;mofimes or th;mes used in tgis-piece:

a) the theme of the'duck]iﬁg's birﬁhplaée, .

b) the theme of the duckling's sufferipg, ' -

c) the theme @f the duckling's transformation into-a swan. -

. N
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. A Exampje 1117 Th¥ ugly Duckl ing, 0p. 18,
: » a) Theme 1, ms. 22-26, .
O " b) Theme II, ms. 161-164,
o . c) Theme 111, ms. 291-298. e

- 1
45Nestyev, Prokofiev, p. 95. '
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AVl three themes maintain a common tonal.centér--E. “Phe first and

second théhes are in a minor mode, while the third one, associated with

“brighter_extra-musical.images, changes into élnusically brighter major

mode. The dynamics:;are soft and the speea'is relatively slow. .Each

theme. however, has a d1fferent-¢4«n(51gnature 6/8, 2/4 and 4/4,

respect1vely <

Theme I consists of two phfases The rhythm of—the f1rst phrase

‘is repetat1ve and 1ts melody expands frun un1soh to a minor third.

e is a-slightly mod1f1ed repet1t1on of the- f1rst

phrase. The'very ﬁarrbw range supports the narrat1ve sty]e of the
story- te111ng o .
. Both the melodic and rhythm1c'ﬁes1gns of Theme II are of‘a

non-repetitive character. The open1ng two measures outline very clearly

‘ihe tonic (E minor) trtad, but some tonal ambiguity is created; the
last measure of the theme. The leading tone of the dominantmam)
is not resolved bu} le;ps dbﬁnuards po the raised submed iant of %he
key.- The ambiguous sound of this measure is purposely stresséd by
placing the accent on its first beat. ‘ .

The leaps and steps are alternated in this melbdy. Much gheater
range was reached than in the first theme--fifteenASemitones. | )
A long D§use separates each'appearance quthis themeffrom the
;,mﬁ??? that follows it, in order to inerease'ifs immediate impact and
to secuhe;its prominent position of‘the key-theme_of the yhole._f' )
Theme I11 is the Tongest one of the three. It represdnts. much
more of the true singing in comparison with the declamatory style of
the previous themes. It consists of ‘two regular, four-measure phrases

The greatest melod1c activity takes place in the opening phrase



°

, _ | R T
T e 4 ’
The: Teaps: of the‘thindz?i:urth and fifth are alternated with stepuise
Ly

)

movement ; but’ neither ression dominates.‘ ANl tones of the E major -

o scalelare presentf The range of the melody is just one octavb - A

N

supertonic triad is outlined 1n the third measure. - -

The rhythm is’ very regular but does ngt create any repetitive.
patterns\ The rhythmic pu]sat1on slows down in the second phrase.-
end)ng Nlth rltardando assai. ‘ : - CoL

| No rests are used withfn the theme. since a smooth phrase of
'.music was desired to express the festive and stately mood ef the

story's conc]us1on. ‘(Notice the indication un pogo maes toso. )

°

Five Sogg; for Voice and Piano, Opus 23 (1915)
In Prokoftev s own est1mation, the Five Songs are re]ated sty-
11st1ca1}y to the Sarcasms. Op 17 t1912- 1914) The poems being

set to music 1n the 1nd1v1dua1 songs were wr1tten .by dlfferent poets

and the_y are Wf“ame\ven 11terary quahty.

1. UnderJthg;Roof (words by R. G%ryansky)

The first song is the longest one in.the cyc‘le.flt tel]s a story

of a man who lives in a big city. Just under the roof of a tall buitd-

-

1ng, in a complete detachment from the nature.

A

The style of the poem is close to a prose

I have never known the sedgé,
a qu1et shore with w1llows weeping.

“Shlifstein. S.S. Prokofiev: Materials, p. 155.
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-Example 112. Five Songs for Voic

e and Piano, Op. 23, °
No. 1, ms. 8-14, :

This section contains five mofives. séparatéd from each other by
q rier rests. Almost every motive is of a différent'length and
| contains a different number of ioqcs; ‘
The tonal center of the whole is'A. Only the first five tones of
the A minor scale are'used (p{US-the lgading tone in the very end),

. /. . s .
and they circle around the tone C. Each motive presents a different
estype qf circular motion: »

) / S T ¥ s .
]
Example 113.

Five Songs for Voice and Pian

] o, Op. 23, No. 1,
five motives, ms. 8-14.

o

The tonic, A, is used very little.

The interval of the perfect fourth is featured in this melody.

Rhythmically, longer vaiues are u?ed»in the béginning of the
melody; shorter values are introduced towards thé end. ) ) .
' The tempo is rather slow (moderatb) ;nd the dynamics are- soft.

A static effect is achieved by the circular melodic motion within a
narrow pitch range.
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2. "The Gra,y Dress (words by z. Gippius)

This syubolist poem Cmtains a series of questions asked by the

poet and answered by 2 girl in a gray dress who "symbolizes Parting.
the Daughter of Death w7 o "o |

. Oh, little 91r1 clad ‘in gray..
.~ Your tresses 100k 1ike cotton
. To whom do you belong?
To your mother..,
ar to no one?

CIf you wish 1 shm be yours.

The hazy and unmlistic uality of the dialo.ue is. reflected in
a tonal ambiguity of the music. ) '
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.Example 114. Fwe Songs for Voice and Piano. Op. 23
. No. 2, ms. 3-10. . .

There is no tonaT center established in the opening of the song.
All twelve tones .of a chromatic scale are employed, and dlthough some

4 of the tones are repeated several t1mes, none of them creates a feel-

ing of'a tonal center

A

“Nestyev, Prokofiem p. 108

-
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Repeated “tones and small leaps are usedﬂnore of ten than staps.
" The iriterval. of - the third (both major and minor) predonihates.
The rhythm is very free, alternating eighth triplets with groups
_ pi regular eighth notes. occasional quarter notes, and frequent rests
This melody consists: of two phrases (a and b), each phrase being"
further divided into two halves There are two separate motives
(indicated Xy and "2) iriterpolated between the two. halves. of phrase b.
(See Example 114 ) The materian of the phrases a.and b is similar '
- 4, presents a triplet idea. az contrasting rewlar eighth - mus lnd
'uquarters. uhile ‘the reverse is seen Adn the construction of b‘ ahd b2
~The motives X and Xy brﬂig a climax of the whole by means of

their higher pitch levei and accents

‘3. Trust'Me_ (words by B. Verin) RS oo Y .

The writer of this symbolist poen'was clearly imftating the style .
dhis more- -famous contenporary, K. Ba]mont The poem Trust Me opens
with the following words: L

Trust ﬁ" re

I sh}l}-fa’ke you , . .

by ‘a forest path ' .

to a temple of a magic beauty : .

In contrast to the previous atonal piece,’-the 1yrica1 vocal part

of the third song is rooted in the tonality of C major.

: _ N ‘ :
C major - -
;cgd - . ~ . . * .*Df'\
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Example 115. Five Songs for Vo"and Piano, Op. 23, No. 3,
. ms. 2-9.
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The two chramatic tones used within the melody represent - the

upper leading tones of -the tonic and daiinmt. respectively. The

second leadi'ng tone is evdn propdrly resolved ;o the dominant. Follow-

“ing the broken tonic triad in the open1nﬂ the-rest-of the melody
+ ¢ircles around the daminant, G. A special slle. containing three pairs -

of minor seconds, is used as a tonal basis: B ] |

Consec';.u'ehtly. the interval of a minor second becomes a prominent _vfactor

_in the overqll melodic movement. The range 1is wide--nineteen “<emitones,

' and it is reached in pnly'.the first two measures of the vocal part.
‘The rhythm As’free and flowing, fnvolving a change of the meter
~atm. 3. The wh(ﬂe melody can be divided into four shorter unequal

SECthHS. as shown - in. Example 115 f

4. In My Garden (words by K..Balmont)

.In my garden .
White roses glimmer, -
.White and red roses glimmer.

-

-

4) t ;a: T
J;'{, . ,

Example 116.. Five Songs for Voice and P'Iano. Op. 23,
' No 4, ms. 4-11.

The opemng melody of the fourth song consists of two four-'
measure phrases. . Thg. material of the second half 9f~the, first phrase

is repeated with some modifications in the ‘fifst half of the subsequent

<
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The reb\:ted sections coincide with the words repeated in the

The first phras based on a whole-tone scale. In the second
- phrase, the strong interval of - the" perfect. fourth (8 descending to
F-sharp. m. 8) establishes the tonal center on B. (The.same interval
occurs at m. 6y but in that perticular situation tne F-sharp functions
only as a nonhannonic tone.) Owing to the whole-tone melodic movcment.
a major second becomes the most promincot {hterval.

The my,u- is free at the beginning ‘and at tp. end of the tune.
It is more regular and repetitive in the middle. where the pattermn
J'IJ_J—] recurs four times. - Lo

The soft. stationary dynamics. slow tempo and the whole- tone

[ 18

structure produce the mu51cal image of the still atmosphere in a summer )

garden

5. The Wizard (words by N. Agnivtsev)

The poem tells- the story of a wizard nho_createsafor himself an
"ideal" woman. This theme gave Prokofiev an opportunity to compose
"a grotesque and sarcastic ba]]ad The recitative-like episodes, in
which the story is told, alternate with.a short refrain:
"Thus it s sung -in an old ballad.’

The leitmotiv of the wizard opens the composition:

A e
: [ R
+— H+—1—4
i + 3 3
[wf] _' .

Example 117. Five Songs for vOice and Piano. Op 23,
No. 5, leitmotiv. ms. 5-6. ,
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This theme is repeated three times and foltofled by the refrain:

K N o i

Example 118. Five Songs for Voice and Piano, Op. 23,
~No. 5, refrain, ms. 13-15.

Both melodies are short and tonally amblguous Their mejodic
range is qu1te narrow.

Theme 1 (leitmottv) is very chranat1c and its melody cohsists
mainly of minor seconds A continuous movement of quarter notes
resulMts 1n rhythmwc monotony.

Theme IT (refrain) brings a contrast with itsvdiatonic melodic .
progression. fhis'me1ody is constructed of "white notes", bu{ its
tonality also fluctuates. Three tomes--G, C and A compete for the
position of a tonal center:

§1by being the lowest tone of the melody; supported by D--its

dominant; o - .

C supported by G, the dominant, and by its placement on the

strong beat of a measure;

A by ‘means of frequent repetition, and by its placement at both'

| the very- beg1nn1ng and end of the melody; it is supported by C,

an interval 'of an upper minor third.

With the exceptwi?"of the * two eighth notes, the whole .refrain
cons1sts of a continuous’ movement of quarter notes, similar to Theme 1.

The range of each melody is only little over a half of an octave.

The range of the refrain is placed in its entirety a whole tone above
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the range of Theme I. | oo

Five Songs.for Voice and Piano, Opus 27 ﬂg\@

. These five songs are based on the lyric-poetry of A. Akmtova.
_ £t - .

The whole cycle was composed during a single weey of Wr p\‘"
“After these songs many people believed, for the first'time. that 1

really could'write lyrical music,"” writes Prokofiev 10“ 0-

r~apﬁ_y;48
The songs are mostly diatonic and modal. Triple meter and soft

dynamics are \predaninantly used.

1. The Sun Fills My Roam

The sup filled the room
with a yellow transparent dust.

i L ]
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ﬁ;amp]e 119. Five Songs for Voice and Plano, Op. 27,
No. T, ms. 3-8.

This melody cons‘lsts of two three-measure phrases. ’The first
phrase \Ls extended by one beat as a result of the change of meter from
2/2 to 3/2. The rhythmic movement is smooth, cdnsisting of an alter-

nation of half notes and quarter notes. There are no rests employed.

8Shi1ifstein, 5.5. Prokofiev: Materials, p. 155.
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The range {s fifteen .semitones. The leap of the perfect fifth
becomes the prominent interval.
The tonal center oscillates between E and B. The tonath or

rather modality, 1nvolving the center.on E, combines ‘the Dorian and

(\\
Mixolydian modes, while the secand possibifﬁy (the center on B)
suggests the Dorian or Aeohan modes. Two triads are outlined }1n
the melody: the F-sharp minor triad and the’.B minor triad.
The fast tempo suppossts the jcySus mood of the poem.
~ 2. _True Tenderness ' T
. True tenderness cannot be entangled
" and it is so subtle. .
} "IAT ) DY Jl 151
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Example 120. Five Songs fox Vmce anquaqnd ép. 27& .‘3&. z Tt Y e
No. 2, ms. 2 10. L ,

SR Y T e PA

This melody is somewhat s1m11ar o that of the &jvroﬂs‘q’sonhg % .
—_ D) * -
contains two unequa] phrases (5+4 mea 135{ The éﬁﬁ‘r ’ceni& oscﬂ RGN

».*-

oy -,
lates between E and B, the Dorian mode on § with the. Aeohan mode on ’ i."‘f‘?ﬁfz} -

The range is fifteen semitones. The nent 1{\t,erval 1k ] ,the
perfect fourth--an inversion of the perfect h featured W tl}e first

song. However, the speed of True Tenderrggisi s’lowtr and:its rhytm

is more varied. Its two phrases are separ;éed Py a half rest. The'
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ame t pe of rest is also used at both the v;ry beginning and end of

the en iré melody.

4

-

.;,» In Remembrance of the Sun

Memories of the sun grow wedk in my heart, \
the grass begins to yellow.

¥
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Example 121. Five Songy for Voice and Piano, Op. 27, “a
. NO 3 my. 2‘7 a

This melody presents gne regular and rhythmically repetitive four-

!

measuf! phrase and a two-7@asure extension. The very last measure is

further extended by meany of a change of the meter from 4/4 to 3/2. 5‘;
5 h ‘
Iwo quarter rests sepay%te the *extension from the opening phrase Af 'H)}
in the f1rst song, only half notes and quarter notes are used. ‘*f)-
P -~

The melody XE rather stepwise in the beginning; 1ts later part
/

features thg/ﬁeaps of theﬂﬁerfect fourth and fifth. The range is

exact/yxone octave.
The moda]ity oscillates between the C Ionian and A Aeolian. The
A minor triad is outlined in the second-to-last measure. The quality of

the Aeolian mode i$ the one which is better suited to express musically

the sad character of the poem. Thé'speed is very slow and unchanging.
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a. Greeting

Hello: ‘
Do you hear the slight rustle to the right of your desk?
You won't write those lines--
I have come to you.

A i o R —— 5 a
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Example 122. Five Songs for Voice and Piano, Op. 27,
No. 4, ms. 1-8.

The opening and €losing verses of this stanza--"Hello! I have -
come to you," are stated in a slow and solemn manner (andante and meno
mosso, lum%noso). Twﬁfﬁﬁrases of a secohqary‘signi?icance are inter-
polated. in between. Their speed is faster (allegretto) and the dynamics
are softer. ) -

" The opening motive is in a bright D major but all the rest of the
melody is in'the relative B minor. The Aeolian mode is used as a °
tonal basis. The leaps predominate in this melody, the interval of
the perfect fourth being especially emphasized.

In comparison with other songs of this cycle, a great rhythmic
variety is presented in this particular musical phrase. The melody is
divided into sm$11 motives by frequent rests. Both the lengtﬁqand

>

rhythmic construction of the individual motives are different in each

case.
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5. The Gray-Eyed King
The last song of the cycle returns to the style of a ballad and

declamation, found so often in Progpfiev's earlier vocal works
ings the following sorfwful

The first stanza of the

message:

¢.Be ‘glorifiel inconsolable, grief!

The gray-eyed king died yesterday. .

e 3 3 - T T1 -
1% Y . A b B8 W G SV 7 i‘ 18
e ey

J 9885 444 T ‘ ~T —
(ZBJ I ) - . }

Example 123. Five Songs for Voice and Piano, 0p 27,
No. .5, ms. 4- 12 .
The first phrase is

" This melody consists of two unequal phrases
in 2/4 meter,. the second one in 3/4 meter. Thé rhythmic design is

made to follow closely the declamation of the text
The tonal center is E; the basic scale is the Aeo]1an mode on E

The metody-line is mostly stepwise and of a slightly narrower range

than the opening phrases of the four previous songs (eleven semitones)

The dynamics are soft and unchanging

-
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- ‘CHAPTER V .
o
THEMES OF ORCHESTRAL WORKS - BESEE

Scythian Suite, Opus 20 (1915)

[ 4

In the Scythian Suité. Prokofiev utilized the music of an un-

finished ballet, Ala and Lolli, which he had composed a year earlier

‘on a commission—from Sergei Diaghilev.

The four-movement Scythian Suite i’ncorporated .princ'ipal
material of Ala and Lolli, presented in the same order as the
four scenes of the rejected ballet... :

Unlike Prokofiev's concertos &hd sonatas, the Suite is 'not
based on classical forms but on a drama-like succession of
scenes and episodes, .. .

The Scythian Suite was his first large-scale, independent
orchestral work...in the Scythian Suite he was concerned
mainly with questions of orchestration. He concsgved a score
of unprecedented color and magnificent sonority.

tEach movement of the §uite conmtains two or three theines which
are subjected to free deve]oﬁnent. All themes are comparative]_y short,
ranging from three to tim measures in iength. Their pitch range does,

—

not exceed two octaves. m

L4

N * N . .
1. Worship of Veles and Ala (Allegro feroce) -

Follov‘ving a frenzied introduction, a magestic first theme appears

in the brass instruments.

. 49Nestyev, Prokofiev, pp. 104-105. *

146
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Example 124. Scythian Suite, Op. 20, 1t movertent,
Theme I, ms. 15-25.

This is the longestvtheme of the whole comﬁosition Its ten
'measures introduce a con£1nuous.mglody,£pat does not- read1]y sp}1t
into sma]ler phrases The rhythm is s1mp1e but not regu]ar or.repet-

itive. Half notes and quarter notes are mainly used The meter and

Q

tempo are steady. p

The tonal center f]uctuates'between‘B-f]at'qnd D-flat. The melodic
progress%on of}en uses half steps, but whole steps and small leaps also
occur. Tﬁe ra;ge is éixteen semitones. _ - |

The natural]y p1erc1ng sound of the hrass 1nstruments is mggn1f1ed

A

by both 1oud dynam1cs (fort7ss1mo) and an 1nd1cat1on wolto pesante

The second contrasting theme presents a gentle exottc me]ody for
solo f]ute . ' ‘

Fl.s_olo L — - ‘.'

L - r} J “ '1

- o o
h AR 15 Shad jA-t“ ) 5
1 7. WH TU — Tt )
ST ’

Exampfe 125. Scythian Su1te Op. 20, 1st movement,
’ Theme IT, ms. 69- 74. ’

s . 4 . . V ) ) *
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Tbe mair motive of .‘the‘fﬂe-mea@re’theme is stated'j»n the very

pperiing. It epnsists of an.ornamgntation of the tone D by grace notes.

This motive is repeated and extended in the subsequent portion of the

theme. = . ' ' o .

v

. ~ The tonal material is deri_v%frdm the Dorian mode on D. The,

range of this melody is fifteen s Ttones. Stepwise movement and sudden

leaps are alternated. (The leaps are always: parts of the gr'ace-no'te
. : :
groups. ) . : "L

The rhythm is rather free-flowing.' "Most of the moveuéﬁi: takes 3

place in the middle portion of the theme.
. This theme is played softly (pianissimo), the "'original speed,

¥]egro feroce, being retarded to poco piu lento.
g}} -
»

» 2. Chuzhbog and the Dance.of the Evil Spirits- (Allegro sostenuto)

The two themes of the second maovement are short and they ?antion

as recurrent leitmotivs.

Theme I resémbles a martial fanfare. It }s/“pylayed by clarinets,

-

French horns and strings.
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Example 126. Scythian Suite, Op. 20, 2nd movement,
‘ . Theme I, ms. 6-8.

This theme is three measures long, its range being just a little
over an octave (fourteen semitores). Stepwise motion and a variety of

small leaps up to the fifth are alternated. The rhythm includes guarter
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notes and eighth notes, and a long (four and a Half beat) syncépated
pote closes the theme with an accent. o

The tonal center {s E, the theme bevng definitely modal. (The
tone F-sharp is suppl'ied by,&her orche§tral instruments which suggestg .
) theTAeo]ian-mode as.the basic scale.) | |
The dyn1T1cs are loud (fortissimo), and the tenuo is lively
(a]legro sostenuto). ' A -
Theme IT is more'subdded than Theme I. "It {s preseﬁted by three

: 4 . .
oboes in unison. S

H{«: f’::—-nﬂf

Example 127. Scythian Suite, Op. 20, 2nd. movement.
Theme II, ms. 44-47.

.

This theme:is also three measures long but it starts with an up-
beat, and uses a d1fferent meter (3/4 as opposed to 4/4 of TheMe I)
As in Theme 11 of the first movement, the rhythmic act1v1ty is con-

centrated in the middle portion of the melody. Eighth notes establlsh '

the basic rhythmic pulsation.

B [
B L Y

Leaps predominate in the melodic progression. The most frequently
used "interval is that of the third. The range is thirteen semitones.

The germ idea of this theme is the twice repeated motive, marked_é{'andr

a, in Example 127. ' _ ' E Y
B becomes a tonal center by Virtue'of its repetition and placement

¢ .

- -

e ol
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-//on/t—i; strong beat o'éi:easure. & is supported by a frequently
used upper third, D. - | ,
The tempo remains the same as that ‘'of the first theme (allegro
: sog,tenuto) The dynamics. however, are softer l,uezzo-forte). and the

@ns'tmmentation is more transparent.

' .é . Night, ‘(Andantino')

The third movement opens and closes with a tranquil diatonic.

melody in the piccolo. This theme is doubled by two harps and a piano
at the beginning, and by glockenspiel in the conclusion.

i S A
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Example 128. Scythian Suite, Op 20, 3rd movenent. V .
. Tﬁiﬁe I, ms. 2-6. , : :

<

The range of this melody is seventeen semitopes. -The Aeolian node
on A is the implied scale. The three complete measures of this thene.
are c1ose1y related to each othes The . first measure consists of a
descending step followed by a leap of a third in the same direction.
and then by an ascending step. The second measure brings a transposit-
ion of the first measure. expanding the ieap ihto a perfect fourth.

The third measure contains a transposed inuersion -of the second measure.
Y . - The rhythnic element is nonexistent,’ since all notes, extept the

. "‘
last one, arﬁﬁﬁenticﬂ value (quarter notes) _The tempo {s slow
. :

and unchang andantino). The soft dynamics (pianissim

.
-
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specjal 1nst}umentation help to ereate a sound of extreme brittienesgf
and elicacy. ‘ ) 0 |

- Yheme II is a main theme of this mowement It is deve ped in.a
varlety of ways. for example, its. mirror version is used very effec-

tively towards the end of the movement

& : ’
. »This theme always appears 1n the woodwvnds. P
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Example 129. Scythian Su1te, Op. 20, 3rd movement,
. Theme II .ms. 31-38.

Theme :I1 consists of two regular phrases (4+4 measures). Each
phrase can be further divided into smaller fragments. The who]e is
reminiscent rhythmically of a.nursery rhyme, with some measurqp repeat-
ing the same pattern and others using rhythmic variation.

The:rhythmic simp]iéity is balanced by a twisting, chromatic
melodic tine. E is the central tone, the chromatic scale being the
tonal basis. The pitch range is seventeen semitones., Only sfeps and
sma]] leaps are used.

Both the tempo (andantino) and soft dynamics (pianissimo) remain’
unehanged for both Theme 1 and Theme II' The additional 1nterpretat1ve

indication, molto dolce, is used in Theme II.

4. Lolli's Triumphal March and the Sunrise (Tempes toso)

The iast movement features three themes. The first two of them

are associateg with the Triumphal March, and they are longer and
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structural]y more complete than any other thame in the Suite.

The,third thcme is a repetitive monotonous idea which recurs’
many times ih everchanging instrumentation. It brings a magnificent
’ciimax to the whole work--the unri;g '

Theme 1 is introduced in an interplay of oboes and clarinets.
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Example 130. Scythian Suite, Op. 20, .4th movement,
Theme 1, ms. 20-27. .

. This marching theme is eight measures long.. It contains sharp
'dotted rhythms which are ‘hbellished by chromatic scales in the second
part of the theme. The overall rhythmic pattern is irregular
The chromatic scale is the tonal basis of this theme, the modulat-
ing character of which makes it difficult to establish a tonal centbr.
The most prominent tone seems to be the note A. This them‘uﬁeatunps
the widest rahge of all themes in the Suite--twenty-three semitones.
Besides the semitone. the tritone and wider leaps (the seventh. octave

: [ 4
and. ninth) occur.

The tempo is un poco sostenuto, and the amics are mostly loud

with minor gradual changes in volume. Othery 6terpretative indications

include spiccato, espressivo and energico.
. . S

i 7.
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Theme I is presented by a piccolo and an E-flat clarinet.
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Example 131. Scythian Suite, Op. 20, 4th movement.
. Theme 11, ms. 52-59.

This regular e1ght measure theme consists of two halves (4+4
measures)‘wh1ch are rhythmica]ly identical. Quarter notes, dotted
qQuarters, eighth notes and elghth rests ;FE';lternated in such a way.
that dotted and'syncopated patterns are creatéd Two types of accents
are used (> and A ), the dynamics remain loud for the whole theme.

. and a marcatissimo style of play is indicated.

Melodically, the second half of the theme is a variation of the
first half. The melody alternates steps with leaps. (Leaps up to the
perfect fifth are used.) The tonal center is F. All tones nf the
chramatic scale (on F) are present with tn; exception of a major third

{ﬁ~natural)and a major seventn-(E-natural). The pitch range is
nineteen semitones.
‘The tempo of the second themé chénges to allegro. .
The Sunrise section restores a slower speed, andante sostenuto.
Theme III (the éunrise theme) first appéars in clarinets, trumpets,

glockenspiel and celésta; marked molto tenuto. .
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Example 132. Scythian Suite, Op. 20, 4th movement,
. ‘Theme 11T, ms. 126-133. -

Q

This theme is eight measures long and of a regular structure
(4;4). Its smallest unit is a three-beat motive J J , ‘sometimes
varied into 4 J J y which ponétitutes a half measure in the exist-
ing 6/4 time. Thi; motive contains mostly repeated tones or stepwise
chramatic ﬁ}qgressions. “B-flat becomes a tonal center mainly by.virtue
bf jt§'c6nstant repetition. The chromatic scale is the tonaltbaﬁis.'
The range is very narrow--only Six semitones. |

The dynamics are soft in the theme's first statement but they o
-in€rease in its supsequent.fepétitions ih the process of building up

.the climax.

Classical Symphony, Opus 25 (1917)

, . _ , .
Almost all the thematic material of the Symphony was inspired
by the general 'spirit of the pre-Beethoven symphonic style...
Throughout the entire sy&phony onhe encounters the traditional-
Viennese device of sudden shifts from limpid piano to tutti
fortissimo...Here, toa, are the scale-like and arpeggiated figures,
octave leaps, elegant trills, and grace notes...The composer re-
tained the composition of the Haydn 8rchestra, including paired
wind instruments without trombones.?>

MONestyev, Prokofiev, p. 146.
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The Symphony consists of four movements: Allegro, Larghetto,

Gavotta (Non troppo allegro), and Finale {(Molto vivace).

1. A]lggro
The first movement is written in sonata-form. It features two
themes, both gay and light, alternating staccato notes with short legato

[}
groups. Both themes have the same fast speed and 2/2 time signature.

Theme I consists bf'fVO'parts,‘Ia-and Ib.

After a two-measure intreduction, Iheme'la appears in the{violins.
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Example 133. Classical Symphony, Op. 25, 1st movement,
o Theme la, ms. 3-10. .- '
This theme consists of two four-measure phrases. Eagh phrase
can Be d;vided into two‘ﬁﬁf&es:‘ The firét.phrase is in D major; the .
second phrase shifts into the parallel B minor.
Passages containing'ptepwiye movement are alternated with those ‘?
constructed of broken éhéﬁys; 'fonsequently, the interval§ of the

second and third are the/most conspicuous ones. The range is nineteen

.

semitones. ¢

The first phrase contains sequential progressions of two-note

-

motives in its second and fourth measures. The basis of the second *

g

;‘ﬁ .



phrase is the fol1ow1ng simple melody < . wh | T35
repeated twice. Each time the C-sharp is embe]li;hid by a- %ril] ghfth\;;~
. is written out as a quintuplet of eighths . Upon the last tah;. Ui a

broken tonic chord is constructed in the first case, and en as
1] l‘ ‘

. \. ,
The rhythm of the first phrase presents a continuous ﬁsvement of

fwve-note scale in the second.

eighths, while a greater rhythmic variety is achieved in the second
phrase. |

The dynamics are soft (pianissimo to mezzo-piano) with the éxcept-
ion of the first beat which is a loud, accented chord played by the full
orchestra. The theme is marked leggiero.

The secbnd part of this theme, Ib, consists of a single two-
measure phrase introduced by a solo flute and repeated sequentially

by other woodwinds and strings.
) %

v
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Example 134. C(Classical Symphony, Op. 25, 1st movement,
Theme Ib, ms. 19-21. . -

The melody circies around the dominant of D major (A), the tonic
being reached at the end. The leaps and steps are alternated. The
range is sixteen semitones. The rhythmic pattern of the first measure
is elaborated in the second measure; the two eighth notes of the second
beat are expanded<;hto an eighth triplet. The dynamics remain soft as

in- Theme Ia. ~
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Theme II creates a small aba fonh The opening efght measures _

carry the main idea in A major.
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Example 135. Classical Symphony, Op. 25, 1st movement,
~ Theme Ila, ms. 46-53. . :

©

The first four measures of Example 135 are then restated and

8 .
-followed by a contrasting middle section.
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Example 136. Classical ‘Symphony, Op. 25, Ist movement,
Theme IIb, ms. 58-61.

These four measurds are repeated sequentially a‘half step higher
with @ modified ending that prepares for the return of the fir;t part
of the theme. This time, the second phrase of Exaﬁp]e 135 is vafied,
aﬁd 2 strong-dominant-to-tonic cadence in A major concludes the whole. "

The overall range of Theme Il is thirty-two semitones.

"a
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~ The fﬂrat portion of Theme II features two-octave leaps and
repeated tones. Several grace notes ornament the main beats with
both eeighbdiriﬁg tones and big leaps. Besides the repeated tones,
progre551ons of broken triads are important melod1ca11y The prige
is the prominent interval of the whole.

The fo]]ow1ng harmon1c scheme in A maJor is outlined by the

.me10d1c line: s V7, bvi, V/V The ending on V/V suggests a tem-
porary digressvon to the area of the dominant (E).' The middle section

stresses the dominant (C) of a lowered sixth degree (F) of the A major

sca]e. (The center on F is clearly estab11shed by the accompaniment
of the bassoon and double- basses..) A
The rhythm consists of regu]ar quarter notes, quarter rests and
eighth notes.
The loud and soft dynamics are alternated in the manner of subito

changes.

2. Larghetto

The second movement copta%ns two themes. The first ornamented

and"broad theme is given to the first violins in their high register.
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Example 137. Classical Symphony, Op. 25, 2nd movement,
Theme I, ms. 5-12. \ .
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’

This melody does not remind one of typical slow themes of )ﬁ‘ﬂ-
. compositions of the classical era. It is much cldser to the style of
the late baroque period. 51 e
It ig difficult ta make any divisions in this long, continuous
phrase. Every measure seems to be a separate unit rnythmically but
the melodic idea continues throughout the entire theme. Symmetry of
melodic construction is noticeable here. From the nigh point of the
‘opening, the melody descends an octave and a half Tower by means of a

stepwise ornamented movement. The two middie measures repeat the ;ano

material which has a character of a short 1n£:r1ude’Af¢{ this, the - .

melody ascends (m the same fashion as it prev1ous].&sc‘ndea) to

reach 'the h1gh pitch of the open1ng. The highest tone represents the

tonic (A); the lowest tone reaches the dom1nant (E) The stepwise

movement brings out the 1nterva1 of the second The A najor tonality

is the basis of the whole theme. ~ )
Thé rhythmic puls;tion of eighth notes is’estab1ished by - the

orchestra] accanpan1ment, and it is also not1ceab1e in the theme itself.
-

Tbgdg;t;éd quartwd ‘at the begvmg. occurs thregemore times in

different measur&s of the theme. The other longer value--the quarter
note--is always ornamented by a trill. The two middle measures intro-

~ duce sixteenthrifiplets, each triplet consisting of two notes followed

’

by a rest.

.
. . - ——«l
- .

.

51 For support of this view and further documentation, see
M. Tarakanov, The Symphontc Styie of Prokof1ev (Moscow: Muzyka,

1968), pp. 51-54. e P
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The dynamics are very soft (_piam‘ssimo). the tempo is slow, and a

legato style of play pre&aninat.e.s‘. _ \ -
Theme 1 is repeated by a flute with modifications in its second
half. . These two stﬁements of the first theme are fonowed by a per-
'petual movement of svxteenth notes consusting of repeated tones and
. scale passages. This section is played pizzicato by the whole string

d1v1s1on, and staccato by woodwind instruments. After a modulation to
7?3 major, a short Theme II, stated by two oboes, appears above the
“repeated chords of the orchestre. | *

C Y ef deke

Example 138. Classical széggohg, Op. 25, 2nd movement, .
' eme II, ms. 35-37. , ’
This theme is subsequently repeated by flutes X‘Fw later by
clarinets. The interval of the perfect fourth, twice repeated 'ln the
?mng, is an 1mportant element of this theme whlch serves as the
basis of a short deve]opment found in the 1ater part of the movanent.
The tqjﬁ center of Theme II is C (the dommant G, being emphas'ized).
and 1ts_ range is only seven semitones. The r hm is rather free and )
heteregeneous "The phrase is. to be performed op- and for the most

part legato. The dynamcs are 1ouder than in Theme I (mezzo- forte)

3. Gavotta {Non troppo al]egro)
The Ga\‘otta ie written in a traditional ternary form, with a-trio -

1 (musette) in its middle part. The first thepe of ther’Gavotta enters
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without any 1ntroduct16n. presented by the strings. -
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139.';C1a.ss'ica1 Sm?hon!'. 0p. 25, -3rd movement, |

~ Theme I, ms. 1-lc. . ‘ ]

Thi " consists of three four-measure phrases. The second °

3 ! ases are repe;ted. Each phrase can be divided into two
hatves. Ocfave leaps are alternated with s»tépwise mov;nent.

- s The o&e{rall .tonal center is D but other temporu'g centers are
established in the course of the melody. The second half of the fi_rs§
phrase centers on B, the second half of thé second phrasg brings‘out

. F-sharp, and in the nﬁddle of the last phrase a center of C'-sl;\a'r'p,, is
established. | _ B ‘ <
The ra'nge is twenty-two semitones. '
Q/uérter notes and groups of four e'ighth ﬁotes are alt'e'rna_t.em butz.‘_

their placement within the metric scheme changes. The fbllgwing

S~
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rhythnic groupings are creat.ed

The groups of

eighth notes are slurred together; the quarter notes

are played in a detache manner. . Accents are used ~|l'tdenetely on the

~first, third and fourth beats. The dynamics are Toud, using & de-~
crescendo in the second th‘irq of the theme. The speed. non troppo _

~2llegro, is -Unchanging‘ ) . “ ,
The trio appears in v\e subdmimt tonality (G major) Theme 11

R T mtroduced by the woodwinds

24 AP &
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Example 140. Classical Sm?%gg Op.- 25, 3rd movenent.
Theme II, ms -20. _

Th1s melody sounds overa dione bass of the strings end timpan'l

It cons1sts af two four-measurg hrases which can be divided into ha"lves.

The dynamics _are soft (piano) in, order to provide cqnt,rast to the lToud

first part of the Gavotta..

S
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The simple melody of Theme I tea'tures mi'nl}'reputed tones which

. 163

_are played statcato. The daminant (D) ts the tone which is rcitcntod
conttnuously, and pn]y in the eng is the tdn'lc rnched " The pitch
range is fourteen .semitones. .

The r-hythnic movement consi‘sts of regular quarter. notes There

“Spccurs one half note in each phrase, and these are accented and -m-

be}hshed by trins : . - -2
4. ‘ Finale" olto vivace) ' ' - S

The last -ovuent is agnn in sc ' It pr’csents.thr‘e'e

themes . This hovement is’ somew :
,th& sywhony ‘Besides the emplo'

‘ (D gjor) and ti ature (2/3), ‘ yexists a close relation'sh'lp
between the ff | ’ '

first mqvement of

N Example - Ni’.

T,.ms. T-9
Comparing Exanples 141 .and 133. it may be observed that the/ollow-
1ng featur ‘sg are common to _both thﬂts. *

. . .
. e el « -
% v o -
LI . ) . L3
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1. identical mgm#? R R e
2. the sume divisfm into phrases; | ' -
3. the tonic lumony (1n the ortgiml ] _uJor) is outl'l‘g At tho
begihning of the theme; . 4 1 . B
. the secmd half of the theme me'dulates }9} new key.
.'quarter mt! eighth’ notes are alternated; -
certain motives in the secon‘d phrases are repea\.d (ms. 5 and
. 7of Exmpk 133. ms. § and 6 of Example. Ml).
.. 1. the Mrst 1 note 1s follond by & subtto. p'luq, -
. ]of the melodic curve: the h‘lgh tone-of.

Q wm - “. .

8. the same s

openipg is foT‘lowed by a descending movennt while the last
‘ measun contains an as ending stepwise movement; f
9. the. mervals of the ‘d and thUd are pranimnt;’ ,
_ Naturally. the actum melﬁ of Theme | Qf the fourth movanent is
different from that of Theme I of the first m_ovment Mso the range
of the later theme' is much ﬂder--thirty-six‘semitones caaplred to
ni*en s-nitones The fjrst threé quarte“ the present hm
'cxntain ascendmg and descending arpeggi of th. tonic chord /with '
passing tones interpohte& Sebveen some of’ its menbers e last two
_ measures bring a scale that accomodates ] modu! 1on to G mJor--a ) ‘
subdominant tonality of the original D major. ‘-, ‘
This theme is presented by the first violins. The flutes (doubled i
‘by clarinets an octave Iner) add- the top part of the contrapuntal |
ending. T _ L. ,
Thelne II is also efght measures -ioqg. "It i, given to the'_w\ddwinds.'
: . . S -
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P . The first half is in A mejor uhng the sgRond brings a sequential
repetition of the. ﬁrst helf Fy perfet%‘mth lower The first phrese
outlines the toMc hemony.- the :ecmd phres" the d"'flﬂnt her-ony

Steps. broken tri‘ and repeated ‘torfes are aH present in this nelody °
The pitch renge is narrower than ‘that of Thme 1 (fi_fteen semitones). ,

) Th@rhythn is regular and part]y repetitive It - 1M:erest1ng to note
that the accents are used on the opening beets of the even, masum X
(rather than the odd omes. .

The dynamics of ﬁls theme are soft (piano), and nonlegato touch
Preduninates g B : ’ . S ‘ i

Vs
- Theme I (closing thaue) consists of onl’y oné fwmeﬂure phnse

>
uhich 1s presented by “two f’lutes end 1mediat;ly repeated by the ﬂrst

, violins _ \
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Example 143. Clgss1ﬁ1 §mmg_gx. Op. 25, 4th movement, - s .
s ane » '\S. - 9. , '
This bright scherzando "tdne is_considered a typical‘ly Russian
melady very closely relateq to one of ﬂi themes of Rimsky-xornkov s b

L‘m” .

. iihe theme atarts and ends on tho daﬂmnt of A n“or (E) and

'tnsm the tonic (A) in Jts -idd’u Tbe melody descends in ‘the first
3hq,lf“d Wicends in the second half. 'The subdominant triad is eumm

4

the penultimate measure, Just before m finl&ttlim an thc '

inant. The leaps of the fourth md third altomate with steps. ;he

),range is fifteen semitones. A. regular qulmr-note pulsation 1: min- t
»*‘ ta'med throughout, the rhythnic movement ‘being embellished by m

* dottod-note f 1gures in the first uﬁ.ﬁrth msuns

"% The greater part of the theme is played staccato. The dynamics
“are soft (mezzo-pnno) ’

: ' &Nestyev. ProggEiev p. 147. A similar observation is Mdc by
Tarakanov in The Symphonic Stjle of Prokoﬁg_. P 55. . \ .




CHAPTER VI ﬁ'
N ™~

-

- CONCLUSION: CHARAGTERISTIC TRAITS OF
- THEMES OF PROKOFIEV 5 EARLY PEN

-

In this final chepter. a comparison of thems for . different ndie
wili. hl drawn, and geneml characteristics of the constrnction of the
th-es‘will be revealed. This will be achfeved with the aid of statis—
“.tical data collected in the course of they reselrch The statistical
iufonletion covers the following espects of nelodic construction:

R B Pitch range -t o
2. Prominent intervals .
Tonelit_y. modality. scales
Phresing
Heter-" B ' Ce _ .
. " Rhythm o - ) PR

e..o
t

«

N o v s W
L] -

Va;-iws types of sound effects. L
The dynamics and tempo are not consid'ered basic elements of con.
struction of Prokofiev' s themes, since the ‘seme themes in their restate-
ments often appear ‘in different talpi or th,ey.uare, stated with different
dynamics without the themes' basic character being altered. '

1. Pitch Range ' -

~

The everege range of all thaas studied in this t)sesis is t\n.t.y
sqitones--s span of the interval of the minor thirteenth

The average range of the themes of the piano compositions alone
is siightly wider--twenty-two semitones. In this medium, the narrowest *

167
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- ranges are found in the themes of the Four Pieces for Pano, Op. 4
_(fourtnn semitones ﬁr%hm on tho average), while the Phno Sonatas,
pcrticularly the first and third onos (Opp 1 and 28, respectively)
feature: thuns with the gng \»elodic rangcs 4on the average, thir-
ty-one and thirtyrthree sdf e$s per theme, respect‘lvely)

‘ . Thn widest nnge of a single theme 1s fifty-five semitones, which
is slightly more than four ‘and a half octaves. There are tvo themes of
this grht sp‘an- Theme 1 of the fourth movement of the Second Piano
Sonata, Op. 14 and { the 1ntroductory them of the First Piano Concorto.

. 10, o U T
The very narrow ranges are usua‘llx associated with short motives

'thqt substitute for themes in some canpositions The narrguest of all

ranges ;'t_m:sts of three semitpnes only. 1t is found in the main mo-

tive of the fourth Vigion 'Fujtiv'e. Op: 22 Anothe;-&thm-mitorﬁ

theme occurs in the vocal piece, UQ! 1 ’ » Op. 18. .

_ y| general, the vocal msic‘:;&s with the narrowest

Tanges of of) media--twel¥e semitones off the a\nngc. "« &

The greatcst ranges are found in the themes of the works. for. .. .2
| solo instruments w1th accanpaniment«-tmnty -seven semitones on the
average - The ranges of the themes of the orchestral co-pos‘ltions are

s‘lightly below average--eighteen sunitones

Mi nent Int vals

The occufrrences of all the terva]s. from the prime to thc ninth,

' were stud'led from. the point of vie of the frequency of their use in thc
~construction of melodic themes.' The' intervals bigger than the ninth

. » - N
were not consféered because although they have occurred, they never.re-,
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' presented the haractor'l;tic. léaps bf'thc thms. . . '
No distinction was made between the major and minor 1ntcrvns.b
" since neither quality seemed to predmmatd For example, thc minor
second was used extens‘ivcly in themes which were chrovﬁatic"".stop-
wis_e‘.”_l;yt\thc purely diatonic or whole-tone stepwise thunés. which
featured major seconds, 'were equally numerous.

It was discovered that all of Prokofiev's themes of the pergod -
being studied are predominantly stepwise. The second ’1s by far the
mos_t..-fro"quently' ds.d interval of the themes of ar;y medium,

The second s followed by the third which confirms the compos-
er's aff1n1ty for themes constructed of broken tertian chords. ’
Next come the four perfect intervals--the fourth. prime, fifth
and -octave in t_bjs order;-and these are followed by the dissonant lup
of the tritone. The sixth, seventh and ninth come only after the tris
| tone. . | ‘
Considerin the piano works alone. the most ofton used 1nterval of
the second is fonowed by the perfect 1ntervals which form the followmg
succession in order-of preference: the fifth,.fourth. Vrime and octave,
the last two being used equally of}eh;’ The sucéession of the rmiﬁing‘
. '1nter\vals is identical with the general pattern outlined above.
The themes of Prokofiev's instrumetal music seem to streﬁs re-
peated note_s‘. The interval of the _secoqd-is inmediately followed by
the prime. The order of the following brcminenf 1hté}'va]s\ differs con-
siderab]y from the overan schcne the third, fourth and sevcnth are
used equally often, fonowed by the f)lfth 0ctave and sixth The tri-
“tone and ninth do not occur mong the characterist'lc leaps at all. It
fs interesting to note that in the music of this mediua tpg-.tn‘
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~Che seventh is used more frequently than the fifth, octave or o‘xth
ln accordance with the traditiona] vocal style, the vocal thomos
use mostly steps and small leaps. and the dissdnances of thc tr1tono. -f'

seventh and ninth are avoided as much as possible, The order o

characteristic intervals, as emponed in the themes of vocal
as follows: the second. fourth, prime, fifth, third, sixt
The last three 1nterva1s are'equelly frequent.

The abundant use of the prime (it is the third mos
1nterval) shows that a chanting on one pitch or, in ano rds, the
declamatory style, is an important part of Pro‘o “,‘1” -in the
‘vocal medium.

The.orchesgral works use the tritone in their themes more-often
than~work§ of any oéher medium. The tritone is preceded by the second,
third, fourth and prime, and followed by ‘the fifth, seventh, octave and
‘e ninth, the last four intervals being tqually important. The sixth is
never used as a prominent interval in the orchestral works.

- ,
3. Tonality, Modality, Sca]_es

o ' : O

Various tonal systems are.applied in thexthemes of all media.

The traditional major and minor scales are used as often as chromatic

scale or medidval modes. Of the modes, the Dorian and Phrygian forms

are preferred. i

The scales and tonaPities or modalities on the natura} (“white")+
keys are particu]arly favoured They are often modified by whole-tone
progressions or include- secondary leading tones of various scale degrees. .

~ Both the upper and luuer- leading tones of the dominant and tonfc are

more charactert;igsgﬁhha leading tones»of other scale degrees. In some
. » v T . : ¢ ' .
L - . .:'"- ” -:: '.

g - I. : ‘ }
| R
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cases, the repeated use of the secondary leading'tone.qu change the
character of* the Pgsi; scale. For example, the recurrence of the lower
leading tone of the domﬁqant may change the underlying major mode into °
tbe Lydian one. b ‘

Purely diatonic thehgs often stand s1de by side with the fully
“chromatic-ones in the same composition. :

Occasionally, scales of orbginal construction appear. - They con-
sist of various combinations of -half steps, whole steps and thirds. ©
0f these, the scale which regular1y alterrates half steps with whole
steps, and Hungar1an scales are employed most oftefi. A good number of
Prokofiev's themes modulate or are tonally unstable and ambiguous.
The tonal instability is often caused by the use of sequential pro-
gressions within the themes. The sequences are found with abundance'____—ﬂ,/’
in the themes of a1l media with the exqeption of the vocal music. In
,spite of this, the vocal themes are least tonal of all. They are most-
ly based 6n ﬁodes, and several of them border on atonality.

* .Most of Prokofiev's thegmes in any medium contain more than one

tonal center. The multiplicity of tonal centers is the result of inner
modulation, abrupt tonal shifts, introduction of Ehromatﬁcign. general

*

tonal fluctuation or a combination of these elements. _ -

4. Phrasing

The division of the ‘themes into phrases is an 1mportant‘factor in
a composer's overall coﬁpositional style. In accordance with the neo-
classic principle of regularity of phrasing, it was discovored thet 0

majority of Prokofiev s themes is constructed of very reqular phrases.

~The most “classical” thematic strusture. consisting of two four-measure

-

r
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phrases (4+4), is found in almost three-quarters of a]l material stud-
ied. This regular phrasing pattern includes several typ;?\gf variations,
all made of even number of measures: )

4+4+4 or “longer themes dividing into four-measure units;

LY

2+2; . | -

2+2+2 or longgr structures based on two-measure units;

4+2 or 2+4 (used occasionally). ;-

Eight-measure phrases are thet!longest indivisible ones.

The remaining one-quarter of the themes is constructed of .

a) phrases containing\an odd number of measures (3,'3+3. 5 etcz);

b) phrases including incomplete measures (4+1/4, 7+1/2 etc.);

c) phrases of different lengths standing side by side (6+5+6 etc.);

d) short one to two-measure motives which serve as thematic materi-

al, but, because;o; their shortness, qo not create phrases at.
ali. .

The regularly structured themes represent more than two-thirds of
all themes of t piano works. The greatest irregularity of construction
is seen in the themes of the Sarcasms, Op. 17. -

In the orchestral works, the regular themes represent an even
greater percentage than in the piano compositions--three-quarters of

all works selected. This is due to the fact that the "classical"

themes of the Classical Symphony, Op. 25 represent a-relatively great

portion of all themes of this small group of compositions. The least
reqularity is found in the themes of the first two movements of the

Scythian Suite, Op. 20.

The themes of both the vocal music and that for solo instrument

with accompaniment show a slight preference fof irreqular phréSes,cthis.”
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being most conspicuous “in the Violin Concerto, Op. 19 and Songs of Opp.
23 and 27. |

5. Meter

The problem of phrasing is’ closely conpected with that of metric
'regularity or irregularity. There are not many 1rregu1ar time signa-
tures in Prokofievjs«themes. but on sevgral occasions there occur
changes of meter within a single theme which accompany or even create
irregular des\gns of phrases Metric ‘irregularity iS'foond mostly 1h
the vocal compos1t1ons There it supports the free declamatory style

-

emp]oyed 1n this med1um.,as was po1nted out earlier in connection with

the intervallit structure of the themes / |
The dupie {and quadruple) meters--4/4, 2/4,.2/2; 6/4, 6/8, 12/8--

represent weli over three-quarters of all time signatures enp]oxeds

The 4/4 time itself is‘by.}ar the most often used meter in every medium.

The triple meters, including 3/2, 3/4 3/8 and 9/8 represent about one-

seventh of all time signatures.’ The except10ns of 5/8, 7/8 and 18/16

meters all occur once each in the compos1t1ons for pigno solo ‘

_ In the piano works, the’ t1me signatures of their themes form the

following suciess1on in the order of frequency—of their use: 4/4, 2/4,

6/8, 3/@, 12/8, 3/8, 2/2. Each of the 9/8, 6/4, 5/8, 7/8 and 18/16 .

-
meters are used on a 51ngle occasion only. In this group, the 3/2 time

is. not emegoyed-a;~311 /

e The themes of the works for solo instrument with accompaniment

3 . .

/ use exclus1vely 4/4 and 6/8 meters.

In the themes of the orchestral compositions, the meters appear in

PRUREL ¥

the follawing order according to the frequency of their use: 4/4, 2/2,

a
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3/4, 2/4 and 6/4. . - \/ .

The time sighatures'of the vocal music create the succession of
4/4, 3/2, 6/8 followed by 2/4 and 2/2 (the later twoggzjng used equally
. M Py .
often) and these are followed by single appearances of 3/4 and 12/8

-

meters.

, 6. Rhythm

Almost one-half, of a11 themes starts with an anjcrusis or 1ncom-
plete measure. This fact is interesting in 1tself but it does not
affect or inf]uence the rhythm1c structure  within the themes.

The fo]1ow1ng aspects of the rhythmic designs were studied:
. a) the regularity or irregularity of rhythmic pulsation;

b) the subdivjsion qf beats, the use of dotteg patterns, the use

of triplets and ogpgr irregular diVisions;
¢) shifted :ccen}s, cross-rhythmic devices and syncopations;

d) rests as 1mportant‘eTanents:in the construction of themes.

a) An absq]hte majority of Prokofiev's thémes is based on a regu-
lar rhythmic pulsation. It means th;t-the rhythmic movement conﬁists of
reiteration of the main beats, the. latter being established by a given
meter. The main beat and iis,break&own are alter:ated regularly to
form the foliowing kind'of‘pattérn: J >73 d 5J  ete. .

Almost one-third of these rhythmically regu]a; themes belongs to
a special category in which no different rhythmic values are ‘t;ted.
These theme3 consist of reiteration of one particular value, be it either
quarter, eighth or sixteenth note. The themes made of even quarter

notes seem to lack the rhythmic element altogether and they create a

-

.
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static ano vague atmosphere. The themes consisting of reguler'pulsa-
tion of'the shorter values (eighth or sixteenth notes) convey the cher-
acteristic. element of motor-movement.i'The motor-pulsation s found in
themes of all media, but'most_cheracteristically in the piano-music and

that for solo instrument with accompaniment.

b) A very fine subdivision of bedts is found. 0nly rarely 1n
Prokofiev's themes in any medium. The s test values are often by~
products of the employment of. sharp, dotted patterns “Not eounting'the
rhythm of J J , .four types of dotted pattenns‘are used, listedghere
in the order of frequency of their use: J_. P,,, ﬁj m and Isﬁ
A1l four types of these patterns are foungd in the themes of all media,
with the exception of the vocal music, which uses only the first type
(L8 '

In general, the themes which contain dotted rhythns represent
almost one- half ©of all themes studied.

The subdivision offbeats into triplets &ndxother irregular groups ﬂﬂ. <_
of notes is found in about one- seventh of all themes. The triplet is
used more often than any other irregular Subdivision It is of interest
that the irregular subdivisions of beats are used less. frequgni;y in the -

themes of the piano works than in themes of any other medium

c) Shifted accents and other cross-rhythmic devices were foundf
rather exceptionally. Four cases of these rhythmic irregularities were
" noted in‘ the pfano works, and two in the concertos. The themes of ne{-
ther the vocal nor orchestral compositigds employ any of these devices.

The only form of shifted accent, which occurs quite frequently, is

T 0
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33 The syncopations are used in one-seventh of all the

syncopation.
themes. They are found most often in the themes of the piano gompos.i-

tions, and least frequently in those of the vocal works

g)~‘The rest represents an important element ef construction in °
- one-half of the themes of thé'wocal medium This fact further confirms
¢ 'Prokofiev s intention to aim at the dttlamatory quality in his vocal
.style. - Vel ‘ ~a

Considering the music of other media, the rest 1; fmportant in

she construction of.one-sixth of all themes. - T .

° [

7. Vérigg; Types of Sound Effects Y

a) Grace Notes

_ ~ The grace notes, including a single grate note larger groups of .
grace notes, and trills, are usgd in one-sixth of a11 themes, excluding

w

the vocal music.

b) Accents N .

. — .
~ . The themes which use accents as important parts of their expres-

sive content represent one-third of a]l themes, excepting again the

vocal compositions which employ accents very rarely.

e

< .
53In this treatise, a dlst1nction has been made between simple
syncopation as a form of a shifted accent within a single measure,
and a chain of shifted accents which create cross-rhythm and cause
overall dissipation of the original metric structure.

r~
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c) Touch™* / ' . . ‘/ e

The :hyg(were divided into three general categories according - .

to their smgoth or detached quality: v ‘ s
the themes using predominantly 'legato touch; .
the themes using detached (or staccato) touch; o
the themes combining both above—mentiqned types of touch. P
The same number of themes was found in both the second and _third
Oategories (each representing over one-third of all thqvgs) whi'le the

legato themes.represent oniy one-quarter of a'l'i thunes/

To Sumnarize the style of Prokofiev s themes of his early period.

it can be said that the composer was turning away from romanticism and

that he: Q&sed )nany neo-classic traijts. C
This is seen mainiy in the spheres of phrasing and rhythn--in

the regularity of, both the structure and ‘rhythmic pulsation, simp]icity

/
of rhythmic patterns preference for dupJe meters and predominance of -

dotted rhythms and grace notes oyer irreguiar subdiv_isions -_pf beat’-

(triplets etc.). /\ L= ._ S

. In the area of melodic constr n, the use of scale pro-

.gressions, nepeated tones and broken chords ‘is also more -c'la.ssic

5

than romantic.

- . -

However, the character of the implied #farmonies and tonalities

withinm the themes is the one which goes beyond the limits of both the -

romantic and neo-classic traditions. ' Prokofiev employs modulating
l? ‘\ I. . ) Q-'

54This aspect of the sound does not concern the vocal medium,
_of course. . It ’ .

’

““ . - ~

-
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themes (which often connect distant tonal. centers or present ‘half-step

tonal shifts; etc.), themes with several tonal centers, modal .themes,

those with fluctuating centers, and a fair number of themes which are

1
]

tonally uncertain or even bbrder on;$¥ona11ty. ‘Ali ihese take part in f
" the general trend of disgipation of a tomal i}!& of nineteenth-century
~music and participate in the creation of a newbgoual 1diom df'twﬁntieihf

éentqrx_musfc,~ . _ |

‘Thesfusion of these novel tendencies in the area of tonality, and
ﬁ;o~c1ass1c ones in the spheres of rhyzhm and me]odic.progressioo. cre-
ﬁzés'Prbko%iev{s personal style, which manifests itself clearly jnfthe

L oL

.. majority of themes of.hﬁs'early period. / . ©
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