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f,INTRODUCTIONv

Before we can approach intelligently the piano music of
'Prokofieff and Shostakovich we must of necessity revert to the
beginnings, crude as they Were, of Ru881an music and gradually i
arrlve at the theme of thls treatise dlscoverlng along-the way
the hlstorical factors, mu81ca1 and otherwise, which influenced
the creatlve genius of these two men.‘  , -

- For a ceatury after the ‘downfall of the Byzantlne Empire
in 1453, Russia was & dlstinctly backward almost prlmltlve
country, With the advent of Ivan the Great and Ivan the Terriﬁl%
‘autocratic tsars began their domination over thévcbmmOn peOplé-
This au’cbcracy”Was to extend through centuries, forcing them
into a wretched, pztiable ex1stence, a factor which greatly sup-
-pressed all self-expression ‘in the arts.

Practically the only music extant in Russia before ithe
eighteenth‘century was folk—Songvand fhé iituai bfjfhe‘chﬁréh; “
Even’when the rest of“Eurépe wa.s prdfduﬁdly"affeéféd'by thgziéw’
learning, the religious upheaval, and the scientific develop-
ment, Russia was untouched. She remained eBSentially‘Orientai;
adopting the religion of Eastern Christendom and Asiatic social
customs. We are to see how this Orientalism has affected the
writing of Russian‘éOmpOéérs from Glinka through Prokofieff and

Shostakovich, and what a predominant feature it is of Russian

music with its’strange rhythms and exotic harmonies.
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Not until the Teign of Peter the Great did culture begin to
find its place in Russien life. =

Wpeter the Great (16873-17235) was the creator of new Russia,
rousing the immense country from its lethargy. Hls greatest
merit, and at the same time his greatest crime, was that he de-
fied the orderly process of history, foreing upon his country
a pace of modernization that was to remedy in a few years the
negligence and indolence of centuries. By ruthlessly fastening
western customs and institutions upon Russia, and by deprecating
and eliminating national traditions, he greatly widened the gulf
between liberals and conservatives, the aristocracy and the
people.... The cleavage between the Russian national and the
western orientations which we notice in Russian music of the
romantic era is already evident in literature during Peter's
reign, but while the traditionalists did not produce gifted
writers, the pseudo-classicists aping the west had the great
merit of acquainting Russia with French and English‘literature."l

And so Peter the Great, even with all his shortcomings,
paved the way for the founding of a national culture, which was
to gain such swift impetus under the rule of Catherine II. It
was she who took a personal interest in the literary and scien-
tific progress of the age and sent her princes abroad to observe
the latest experiments and innovations. She transmitted French
art and thought into Russia. Her ardent admiration of every-
thing French was contagious and soon the entire Russian intelli-
gentdia reflected French thought. TFor music Catherine II turned
to Italy, inviting Galuppi, Traetta and Paisiello to introduce
Italian opera into Russia. ' Sarti, Martini and Cimarosa were to
follow later. In addition to the above-mentioned foreign
musicians, native composers like Fomin and Paskeviteh had writ-
ten operas permeated with Italianism. Even Glinka, the prophet
patriarch ostﬁSSian~music, was to fall partly under the spell

of Italian influence.

1 payl Henry Lang, Music in Western Civilization (New York,

1941), p. 944.




3.

"An excursion into the fields of Russian literary and cultu-
ral history will make us realize that prior to the nineteenth cen-
$ury nusic was a foreign commodity in Russia, a luxury imported
for the_use of’the gppervglagses, ggd‘that its practice’was’
monopolized by foreign musicians,® L

Activated by this foreign stimulus, art-music in Russia
began groping its way out of the oblivion to which it had been
so'long:confined;fbut\music~individual of Russia still lay dor-
mant;  In comparison with the musical background of other nations,
‘that of Russia was a barren wasteland. Why had composers ignored
or not realized the possibilities in Russian folklore? ‘Protebly
“there never has been a clearer picture of the humaﬁ heart
mirrored in the folk songs of a nation than in the folk songs of
Russia with their incisive accent and engrossing emotional con-
~tent which gives them the wild and despairing quality of a
people seeking release. The melodies of these folk songs portray
‘the history of Russia from primitive beginnings through the .=
eénturies of Mongol domination, the periods of feudalism and
serfdom, in their struggles against nature and in their longing
*towaid»peace'and unity. Inherent in these folk songs is the
sam%;sense~of’unity; variety, contrast, balance and design. The
“foundation of the Russian folk song is polyphonic rather than
‘harmonic;  The melody, based on modal scales, usually progrésses
“diatonically with a decided shading toward quarter-tones, a
‘reminder of the influence of the Orient on Russian musiec.

"In Glinka Russian folk music became fertile. It is very

significant that in his works he harmonized the Russian folk
"~ gongs and folk-song-like material by pure instinct."

3 Lang > op. 01t., - 944.
8 Ibzd., P 947.




~ Having awakened nationalistic feelings, Glinka exerted a
powerful influence upon those oonposers who’werefto followfhim:—~
the Eussian Five. His Russianlzed Itallan opera “Life for the
Tsar" was the bulwark of Ru951an mu31o, but its successor
"Ruslan and Ludmllla," a far more representatlve work was the
prototype of all that is characteristic in 1ater Ru351an music. |
Wlth it the history of Ru351an nusic begins in earnest. We
oannot deny the fact however, that while Glinka initiated the
national movement, 1t is ooncelvable that he oould not at this
stage of Russia's development divoree himself entirely from
foreign 1nf1uence.

Balaklref succeeded Gllnka and but for him there m1ght not
have been the new Ru881an sehool - Gul, Borodin lesky—Korsakov,
Mussorgsky and Balaklref tne Flve, who established the National
' movement upon a more flrm foundation. Of the Flve lesky—Korsakov
and Mussorgsky seem 10 stand above the others.‘ The former, al-
though never quite reaohlng the inspirational altitude of |
Borodln's "Prinee Igor " must be granted recognition for having
evolgpd a peouliar fantastic world of his own, a world of music
whioh was half real and half supernatural as 11m1ted and delight-
ful as that of Grimm's Falry Tales or Alice's anderland. The
music is imbned with O:lentalism, fantasy, humox and beauty., ;t
is linked with Slavonic antiquity:and possesses a SYmbolic flavor
whioh belongs peculiarly to Rimsky—Korsakov. He'created the per-

fect music for this fantastic World._

"He was essentially the musical heir of Glinka, Liszt and
Balakiref and, in turn, the artistic parent of such composers as
Glazounov and Stravinsky, the two most famous of his many 4is-
tinguished pupils. His influence as an orchestrator has spread
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wider still, far beyond the bounds of Russia, and his brilliant
clear-cut seoring has been an invaluable antidote to the ovzr—:ich;
often confused sonority of Richard Strauss and his school.“

The most striking of Mussorgsky's innovations are in the
fields of realism and naturalism. That art should be a means of
communication with the people was his artistic formula. His Sym-
pathies were with'the'peésaﬁtsvwhom:he regarded as "real human
beingsﬂcand ﬁe see thé‘uniVérsaI tragedy‘of the aussian‘pe0p1e
portrayed in a muqicdi‘fdlk;dgaﬁé; ﬂBeriSQGoudonov;ﬂ:ohe:of the
. gréatest'maStérpieées;bf‘EéStexhﬁEuiopé;  A§subtié pSychélogigt,
he had a peduliar‘insighf into the weaknesses of human nature.

He was never away from Russia during: his life and noﬁhing shook -
his conviction that the Russian was far superior to all othexr
nationalities. Mussorgsky had‘begun with realism in music only
to end with psychologism and mysticism, penetrating into the
spirit of his people and presenting this spirit in music with a
freedom of expression that has been rivalled by only a fewof
hisg Russian contemporaries. o

- It is interesting'te¢note that the Russian Five promoted
natichalism in music to such a. great extent thatfRimsky-Koxsakom
already sensing its limitations, 1ater,seceded,£r§m the group.
History teaches us that music is a universal art and while it
can reflect the national idiom expressed in folklore, any literal
use of it eventually restricts the scope of the composer's inven-

tion.

4 gerald Abraham, "Rimsky-Korsakov - Oriental Wizard," in
International Encyclopedia of Music and Mu8101ans by

" Oscar Thompson (New York, 1939), pp. 1556—57
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. Tschaikovsky was more Trepelled by the uncompronising realism
of Mussorgsky‘than‘by the melodious insipidity of Cui. Although
he borrowed freely from the vast store of Russian folk song, his
own music,Was\névef touched hY”it iﬁ‘any;literal sense but soared
into a libé;ated!expreséion, a goal which Rimsky—Korsaka was
unable to Teach and which aliied'Tschaikévsky‘with’guchimen;as7"
Debussy and Bréhms,setting a standardufor Russian composers.,
"Ischaikovsky has brought the East to the West on wings of
art, uniting the sheer glory and magnificence of color of the
one to the instinet for form and design of the other. That this
mystic marriage is celebrated in his music is a sufficient guar-
antee of the permanence of hlS plaee among the great masters of
tone-painting. "o
He painted powerfully, through legitimate suggestion, not through
photographic detail; and yet Tschaikovsky captured”theftrue spirit
of Russia as few Russian composers have been able to do. Stravin-
sky says of Tschaikovsky: "He is the most Russian of us all."
As we progress we discover that the 1iteral support of the folk
tune is receding farther and farther into the background., =
Anotherfuniversalist_with the same serious intent was
Scriabin. He ventured into new channels, infusing,hié”music’With'
straﬁ%e new;harmonies, mysticism and thGOSOphism.‘ A living nega~-
tiongpf;nationalism'in‘music,}he‘is, however, essentiaily BnSsian
Ey'nature/and singularly free from idiom. Although folk song
evidently plays a minor part in some of his compositions no
actual folk melodies are used. His theories turned more and more
toward the mystical and religious, and he visualized his‘compdsing
as a solemn ritdal. There is a whole science of tonal love in

hig music with its erbticism,‘the most unfathomable traitVand also

5 R. A. Streatfield, "Tgchaikovsky", in From Bach to Stravinsky,

ed. by David Ewen (New York, 1933) p. 279,
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the most difficult to communicate in performance. Of Scriabin's
mystic character Swan says: ;

V "Scriabin's course is one of the most worth-while arguments
in favor of an acceptance of God's world with its ineffaceable =
boons, transcendent fancy and divine creation, Not all is wrong
with a world where a life complete, noble, intellectually keen,
beautiful in form and contents, and above all, rich in everlasting
joy to humanity, has been lived before our very eyes. Let usg re-
joice in the heritage 1eft‘to uskby this Messiah among men,"

With;nghaikovsky and Scriabin, Stravinsky may also be
classed as an;internationalist.’ He serves as a‘peculi@r‘bridge
between composers of the last eenturyvand the_modernists, tradi-
tionally and pictorially national in his early compositions,
finally arriving fully-armed in the ranks of the moderns - a
tremendous,figure and‘influence,ig the mugic of his day. 1In
complete_revolt against the poetic,qual}ty of Scriabin, Stravinsky
has chiselled more‘sharply, even more roughly, his combinations
of tone and rhythm, rushing savagely back to prehistoric Russia
for his inspiration but without resorting to the literal support
of the folk tune: e

;"Stravinsky,is a barbarian who has been trained in the school
of pure form in art. The "SBacre du Printemps" is the hymnof his
inna¥e barbarism. His musical sense, like that of all primitives,
is founded on movement, which is to say, rhythm. Melody, in so
far as he brings himself to indulge in it, is always translated
throughout his work into a witty and spirited system of punctua-
Thus we see thevtremendous artistic strides that have been made
in RusSi&n music since Glinka's day.

""And‘nqw we approach Prokbfieffvin_whose music may be seen
tﬁe'prototypp of Mussorgsky's humor as revealed in the latter's

"Pictures from an Exhibition," but projected into the present

8 pl1fred J. Swan, Scriabin (London, 1923), p. 111

7 "Igor Stravinsky" in Hodern Composers by Guido Pannain

(New York, 1933), p. 42.




k8~.

with more modern combinations of tone, giving greater color and
realism. Prokofieff, through his persistency toward the humorous
and satirical, has identified himself with mus‘i;:‘ of this vintage.
He is a denial of Soriabin'Sjartistic day, appearing on the mu-
sical horizon with a series of completely contrary formulas of
creative art. The impressionists had forgotten how to joke
musically; Prokofieff restored to Russian music the jest and
irony, the satire and laughter. A perfect antithesis to the
composer of "Prometheus, " he shoWs~not‘a‘traeefefqusticism*éf”
diffuseness; his harmonies become almost childishly’simple,'pri—
mitively dissonant. Prokofieff is a classicist, not a romentic,
and with his classicism he has satisfied his generation's need
for a contrast with the preceding period of impressionism and
salonishness in music. His classicism asserts itself in both
this simplicity of means and 1ack of color. Prokofieff himself
says: | |

| - #TPhe principal lines which I followed in my creative work
are these: v

iThe first is classical, whose origin lies in my early

fnfa§cy when I heard my mother play Beethoven sonatas.:..; the
second is innovation, whose inception I trace to my meeting
with Tanliev, when he taunted me for my rather ‘elementary
harmony'...; the third is the element of the toccata, or motor
element, probably influenced by Schumann's Toccata, which im-
pressed me greatly at one time...; the fourth element is '
lyricaleees ; ‘ . o , e

"I ghould like to limit myself to these four elements, and
to regard the fifth element, that of the grotesque, with which
“some critics are trying to label me, as merely a variationof
the other characteristics., 1In application to my musiec, I should
like to replace the word grotesque by scherzoness, or by the
three words giving its gradation: ‘'laughter', ‘'mockery', 'jest',n8

8 Nicholas SlonimSky; "Sérge Pfokofiev", in Music Lover's Handbbok
by Elie Siegmeister (New York, 1943), pp. B11-812,




~"We cannot deny the fact, however, that Prokofieff's music
is deficient in depth and variety. At times it seems t0 be some
continuous "tonal joke" at the expense of the listener. In spite
| ~of his severance from»hationelishein music, he is a profoundly
Russian composer, more so than Medtner or Scriabin. 'The elements
of Russian style lie hidden in his melodies which, when revealed
through analysis, disclose, to Prokofieff'!s advantage, a kinship
with that genius of Ruseian.musical history,,Mueeorgsky. |
“His technieal methods are a denial of those formerly preva—
lent.~ ‘He abandoned the fluld romantic, Choplnesque style and-
revived the more straightforward mode of expression of the
classical era. . Llngerlng arpegglos and flguratlone disapoear
replaced by the technique of Beethoven and Hummel. The mu31c is
pervaded by playful rhythm9° dlatonlsm reolaces chromatlclsm.f
_It also poeeessee a. degree of refinement but & refinement that
dlffers from that of the imoressionletic era.‘ |
» If we are looklng, however, for muelc which taken collecé‘
tlvely, ie broader in scooe, then we must turn to Shostakovich.
Herefre flnd a composer more cloeely allied to Tschaikovsky,
one whose nusic ie far more endurlng, serious- thoughtful in
character, one who dces not confine himself to mere humorous
‘incldente and politlcal satlree but depicts the eternal struagle
 of the Rueszen againet the economlcal, polltlcal and emotlonal V
factore of life. “ | " | ”
Two of the chlef characteristics of‘the music of Shostakovich
are great rhythmic vitality‘and a song-like nostalgia. His com-

positidns are gay, almost to the point of boisterousness; still
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he can turn at will from this idiom to meditative lyricism, The
guality of gaiety‘at times reaches the pure grotésque, while the
1yrica1'e1ement'oan become purely an expression of sentimentality;
but compensating~for these elements there is a compelling drama~ -
tic power in his works reminiscent of Beethoven. One feels the
influence of Berg, Stravinsky, and Prokofieff in his operas.
Dissonances, to whiCh Shostakovich is so partial, are not merely
placed in the muSic for-effect but have a definite organic basis

and are essentially~avpart:of-theﬂcompositibn;' Regarding his

attitude'on‘éompositicn, Shostakovich made the following state-

ment tOVtEe New York Times of December 5, 1931:

"I am a Soviet composer, and I see our epoch as something -
heroic, spirited, and joyous.... Music cannot help having a

"political basis - an idea that the bourgeoisie are slow to

comprehend. There can be no music without ideology. The old
composers, whether they knew it or not, were upholding a poli-
tical theory. Most of them, of course, were bolstering the
rule of the upper classes. Only Beethoven was a forerunnerof
the revolutionary movement."

Beexhoveﬁ,was hailed by the Soviets as a revolufionist, while ét
thé séme fimehthe music of Glinka;,quhaikovsky and othgrs’was
thrbgn aside be#aﬁse it sérved*as’a iéﬁiﬁdei}ofigzarism'and,
autocracy. Shastakgvich confinues: | |

"fe, as revolutionists, have a different conception of
music. Lenin himself said that 'Music is a means of unifying
broad masses of people.' It is not a leader of masses, perhaps,
but certainly an organizing force.... Even the symphonic form,
which appears more than any other to be divorced from literary
elements, can be said to have a bearing on politics.... Music
is no longer an end in itself, but a vital weapon in the struggle.
Because of this, Soviet music will probably develdp along dif-
ferent lines from any the world has ever known."l

\

9 victor Seroff, Dimitri Shostakovich (New York, 1943), p. 180. ‘
10 1pid., p. 160.

\
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‘he will serve not only the people of his country, but the entire

11,

We have seen throughout history that music can exert a tre-
mendous power and inflﬁence‘upoh'a'nation's people. When all
other freedoms have Been’eondemned o:,censored, the national
spirit of a people has found expression in music, either in lamen-
tation crvrébellioﬁ. The Russian iévOlﬁtiOnéry movement,‘Which
we can trace back through sevéfal'ééntufieé in its struggle
against‘despbtism,‘establiShed‘a great‘quantity'of“revoiufibnary

songs which were forbidden by the czarist government. These

‘ééngs united the common people, and were an inspiration to combat

 autooratic rulers and their cruelty; but it has remained for the

composer to grasp the spirit of these folk songs and infuse it

into a composition that will kindle the imaginations of a nation.

Shostakovich has approached this procedure closely in his

7¢h Symphony, using fragmentary bits o f folk songs and developirg
them into the symphony with astonishing facility. Politically
the 7th Symphony haS‘adéo@pIished its purpose, that of propaganda,
but only time can test its worth as a piece of music. As a
citizen of the USSR, Shostakovich belongs to the proletariat,

whick compels him %o serve primarily the people of his country;

world.
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CHAPTER I
SERGEfPROKoFIEFF

Serge Prokofleff was born in the v111age of Sontzovka in the

Dniepropetrov dlstrlct April 233, 1891., His father;was the direc-
- tor of the estate of the Sontzovs. Piano lessons were flrst -
glven to Prokofleff by his mother whose, playing of GhOpin and
Beethoven devsloPed akges;rejior serious music from his earliest
.yea‘rs' | : S : : .
. Heyw:otg;his first compos;tion whenlhe‘wastive, ay;itﬁie’
plece in F major:min#s‘the,B flat. ‘Prokofiqff says in his'autd-
biography that this Qmission was due tQ'hié fearjof;tcﬁchihg
theiblack.key and should not be regaided.as a preference for
the‘Lydian mode.n He wrote Ouher short pleces and.completed an
Opera; “The Giant," in his ninth year.

“ Prokq?;eff}s flrgt_teacher w§s Re;nhold,@iie:e,‘with,whqm,‘
he;bgg@n_sexiousbstudy invthe_summei of 1903. Under Gliere'sM 
guidg}ce he w:o#e’a fqll symphony at the age of elevgn and, N
during the summer of the following year, an ope;a_based’on
Pﬁéhkin'éﬁﬁFeast During‘the’Plague." B

| in February of 1904 Pr@kofigff had an audition with Glazou-
nov whqysuggestgd that he enroll in the S%t. Petersburg Conserva-
tory; He began his}study of‘harmony and,coqnterpqiﬁt with o
Liadov and orchestration,wifh.Rimsky-Korsakov.“‘In his‘first
qulid appeafance he played seven of his piano pieces‘fqr the

Contemporary Music Society in 8t. Petersburg, provoking much
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interest and criticisnm. in 1208 he began his study of piano with

Essipova and conducting with Tcherepnin.
Prokofieff's earliest composition of significance was,the

First Piano Concerto writteh;in 1911, 1In his piano music of

this early period Prokofieff found his true style. The First

Piano Sonata was composed in 1909, the second in 1912 and the

third in 1917. He selected and played the Piano Concerto as his

graduation number afxthe»commencement4ofathe Bt. Petersburg
Conservatory on May 24, 1914, |

In the.same year Prokofieff composed his first important .

orchestral work,lthe‘"Scythian.Suite," which-in some respects is

a counterpart of Stravinsky's "Le Sacre du Printemps." The
first important opera, "“The Gambler," was written in 1915-18
after,a;story:of;Dostoevski_ ‘The wérk\is strongly reminiscent
of the Russian nationalists, especially of Rimsky—Korsakev:and
Glazounov,

Prokofieff conducted the first performance ef'the.dlassiaal
Symphony in Petrograd April‘gl, 1918, _He then 1eft.f0r America
where he remained until 1931, playing concerts of his own works.
His opera, "Love for Three Oranges," was first produced in the
Chicago Civic Opera House in 1921,

The next year Prokofieff made his home in Paris, where he
became associated with Diaghilev who produced two of his ballets,
ﬁThe Buffoon" and "Le Pas d'acier." After a concert tour of
Russia in 1837, he returned to.Paris’where he wrote another
ballet for Diaghilev, "L'Enfant Prodigue," which was produced in
Parie in 19239, the lést year of Diaghilev's life.



z
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Another impoitant'association for Prokofieff was that with
Serge Koussevitsky, who gave several first performances of the
composer's works in Parisyand who; as head of the Russian Publish-
ing House, also issued many of his works,

In 1984 Prokofieff returned to Russia where he completedllis
Second Violin Goncerto whlch was flrst performed in Madrld in
December of the next year. Hls orchestral suite "Lieutenant Kije"
was originally written for the movie of the same name and later
arranged in its present form., His greatest success in the field
of theatrical music was achieved iﬁ the fairy tale for children,
"Peter and the Wblf.“ Other works at this time include two operas,
"Simeon Kotko" and "The Duenna. " -

Prokofieff, however, did not allow this active interest in
the stage to halt his composition in the field of instrumental
music. In 1940 he completed his Sixth Piano Sonata which was
published the following year. He has been a powerful influence
on young Soviet composers and shares with Shostakov1ch and

Miaskovsky, the hlghest posmtlon in Russian music.
4
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CHAPTER II

PROKOFIEFTF

 SIXTH SONATA FOR PIANO
AN ANALYSIS

I Allegro moderato
IT Allegretto
ITII Tempo di valzer lentissimo

IV Vivace




Exposition

First Subject -

‘Transition
Second Subject

Closing Section

'Déveldﬁment
Recapitulation
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‘I ALLEGRO MODERATO - SONATA-FORM

Measures

Measures

Measures
Measures
Measures

‘Measures
Measures

- Measures

1-91

123

24-39

40-87
68-91

922217
318-358
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I Allegro moderato

Thé‘movement-opens with an announcement of the first sub-

ject which consists,of two‘cont:asting motives:

> > > > _ 4
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- sThe theme is typical of Prokofieff, dissonant and harsh,
vold in its construction over the double pedal of A and D
sharp. There is an alternation of its two motives until the
transition is reached at measure 24, The first measure of this
transition derives its melodic outline from Figure B of the
preceding measure, and then at once continues with a pattern far

~more’éloéeiyﬁassociaﬁ@d'with measure two of the second subject‘

which it is approaching. This resemblance is even more sharply

|
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defined at the following "fortissimo," and the music does not

lose its influence as an anticipation until the second subjecf
is reached at the "Poco piu mosso." This theme creates a diffuse-
ness in sound which is restful to the ear after the pereussivenees

of the first subject.
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The elghth-note passages commencing at measure 60 contaln“
within them the openlng notes of the second subgect in dimlnution
and presently exp&nd 1nto a restatement of thls theme. Dlmlnu—
tion of the second subgect per81sts in the 01051ng eection
announced at meagure 68 thus concealing 1ts entrance through
simllarity of treatment. At measure 75 the notes assume, for the
flrst tlme in thle movement a chrometlo outline which serves as
a ba81s for the remainder of “the closing section gust precedlng
the development. However, the source from whioh most of the
mu81c, after the etatement of the first subaect is evolved, is
the 1ittle three~note flgure which opens the eecond.subgeot.

Thus we notloe its use as an anticipation in ‘the transrtion imme-

dlately following the firsst subgect and in the 01031ng section

previously referred to, but it does not end here, and we gee this

olose alleglance to the theme again in the opening of the
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- development section where the motive is presented in a new way
through repetition and imitation.

~. 7 This treatment forms a background for the projection of a -

fragment of the first subject which is reiterated with ‘increasing
persistence until we arrive at the second subject in augmenta-
tion. The situation is now reversed momentarily and this theme -
takes the lead, while the opening figures of the first and
second subjects form ine backgroﬁhd. However, the former again
breaks through as a dominating factor throughout the ensuing
dramatic measures until the return of the second subject;~‘This
theme rappears in developed form followed by the chromatic forma-~
tions which characterized the closing section of the exposition.
A prolonged use of this material is momentarily punctuated by
recurrences, now in triplet form, of the opening figure of the
first subject. In measure 185 the triplet is extended ﬁhrough
augmentation until we again approach the figure in its original
form, at which point the chromatic line again appears, only to
dissolve in measure 196. From here on Prokofieff turns entirely
to,a’suggestion of the left hand leaps in the first subject. At
the entrance of the "Andante" a return of the repeated notes is
now empldyed to sdggest the return of the first subject, which
assists in bringing about a consistent and logical entrance of
the recapitulation.

The extreme brevity of this section, when compared with the
exposition, is its outstanding feature. The first subject is
greatly curtailed. The second subject is manipulated with great

skill, reminding one of its management in former pages, already
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detailed, but within a more circumscribed area. The half-notes
commencing in measure 332, and the eighth-notes beneath have
within them the‘elements of the second subject, which gradually
emerge into a more complete expression of the subject itself
‘in augmentation., |

The leaps in the right hand in measure 350, which character-
1zed the thereughly original and. dramatic accompanlment at the
Openlng of the. first subgect in the exposition,’now vigorously
hint of their return in the approaching Ceda. -In this section -
an extremely short one - these leaps are sharpened 8till further
by their use in both hands, with oocasional insertions of the
opening figure of the first subject, now in both triplet form
and augmentation; This policy is adopted throughout until a
final dramatic recurrence of the opening figure of the first sub-

ject brings the movement to a close.



II ALLEGRETTO - SONATINE-FORM

Exposition - - Measures 1-82
Firstisubject - Measures 1;20'
Transition - Measures 31-29
Second Subject - Measures 30-35

. Middle Division - Measures 93-130

Recapitulation = -~ lMeasures 131-155

Coda ‘Measures 156-160
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II Allegretto

After the harsh discordant and percussive quality of the
first movement, Prokofieff has here achieved a striking contrast.
The element of contrast is even carried on within the movement
itself by the clever presentation of different moods, ranging
from subtle humdrfto sober reflection.

The melodic outline of the first subject is diatonic, but

colored with occasional dissonhant harmonies:
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A transitional theme appearé at measure 21, a theme which

ranks? in equal importance with the main themes of the movement:
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Its chromatic outline and more animated rhythm combine tec present

a stirring contrast with the material which immediately preceded,
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5while its rather orthodox harmonizatlon tends to draw both themes
étogether.

| With the entrance of the second subJect in measure 30, we
gare thrown at once into duo—tonality, an apparently eccentric
‘procedure for it is drepped completely in the third measure of
the theme, The extreme brevity of this subgect and its harmonic
treatment tend to sharpen 1tseind1vidua1 eXpre331on, while an
1nter—velatlon between the first and second sub;ects is achieved
in the repeated notes and return to the marked rhythm in quarter

notes:
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}At measure 36 the first subject returns in a new way. |

WidesPread chords which CaITY the melody are given to the right
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'1hand whlle the left hand provides an accompanlment of sixteenth-
‘fnote arpeggiated flgures derlved from the eighth-note flouration
Eof the second subgect in measure 51.“ Such treatment tends to

idraw both subgects together and counteracts any feellng of

isolation:
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~The second subject rgtu:gsrin its origin ~melodic and har-
monic form at measg;em44,,presentlyremerging intowthe_key of
@,majér. ’A peculiar alternatiog between these subjects now
takes place, ::\elievédi.only, through changes of key, until the

transition is reached in measure 63. This transition, throtgh

its chromatic descent, is related to the transition at’measure 2l,

and the latter has its origin in the chromatic formation of the
first subject four measures earlier, This pattern is employed
until the returnvof the first subject which is now presented

in the original key at measure 79. The left hand, however, is
now provided with a chrometic eighth-note accompaniment, derived

from the former transition in the twenty-sixth measure:
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A return of the transition theme marks the entrance of the

middle division at the "Meno mosso." Here this theme assumes

real importance‘through its more persistent use. The complex
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manipulation of material seems to baffle close analysis. It is
certainly drawn from both transitions and the second subject;
yet, it is infused into the theme in such an illusive manner as
to present the appearance of a separate entity within itself.
Prokofieff has drawn from the modified form of the first
subject, encountered in measure 36, for the opening of his re-
capituiation.~wA:réturn of the second subjeet'in its original
shape, and the tran31tion which here mainly duplicates the one
found at measure 21 brings us to a very brief Coda, containing

within it an echo of ‘the firs+t subgect and bringlng the movement

to an end. .



1II TEMPO DI VALZER LENTISSIMO -

‘Exposition
First Subject
Transition

Second Subject.
Transition =

T;vDevelopmehﬁ”

" Recapitulation

f¢°da‘

i

- Measures.

¥easures

Measures
Measures’
Measures

Heasures

Measures

Measures

- SONATA-FORM

1-70

1-12
38-44

45-87

68f7o'\“

71-96

97-116

117-185
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III Tempo di valzer lentissimo

This movement begins without an Introduction. The first
subject may be divided into two phrases, each four measures in

length, the first in C and the second in D:

1
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1This last phrase is repeated in G magor followed by a return of

,the flrst one at measure 13.

With this material avallable the theme seems to pIOpel it—
self, opening into a variety of'devmatlons or 11tt1e~bypathstut
still‘maintaining~a firm hold upon the essentials of the theme.
The departure in A flat in measure 3l is‘foliowed'by still

further modifications.
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After such diversity of itreatment from both an harmonic and
thematic standpoint, it is refreshing to return to the second
phrase in which most of its original presentation is preserved.
The: contrasting dynamics which have,ﬁueh to do at the opening of
this movement in sharpening the contrast between both phrases
are maintained here. The first phrase, which appeared softly in
measure 31, gradually expands from a quiet beginning into a cli-

max as we reach the second phrase in measure 30.

The ensuing transition, commencing with measure 38, contalns

an unusual mixture of the first subject and hints of the second
one. This gradual approach into the second subject is still
further realized by the unusual insertion of a measure in £ time,
thus hinting rhythmically as well as melodically of the apﬁroach
of the second subject. This theme is placed in strong relief
against the first subject through the expedient of a changed

time-signature marked "Poco piu animato':
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The material which concluded the transition leading into and isug-
gesting this theme is again employed for the same purpose in
measure 68, antlcloatlng the manipulation of the second subject
which opens the development section at measure 71. In this

section the opening figure of the second subject, the drop of a
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third, the repeated notes, and the modified form of this theme
found in measure 61 are the portions which are mainly utilized
for devéloping purposes until measure 91 is reached. Here a
return of the first subject in its modified form, previously en-
countered in measure 26, now serves the necessary purpose of
suggesting the appfoééh to thé rééapituiafion.

This section is'definiteiy established by an exact return
of the first subject which carries us to measure 105, At this
point the theme ﬁndergoesfmodificationsfuntil;vin measure 113,

a return of thé material which was formerly used;aé a transition
now serves the purpose of a Coda. There is no return of the
second subjéct in £hé iecapitulatibn;'ahdtwé 6n1y catch momentary
glimpses of:it in this concluding section. ,The-mévement ends

with a final reference to the first subject.



IV VIVAGE

Exposition

First Subject

Second SBubject
Third Subject
Codetta

Development

Recépituiation‘ -

~ Coda

.= Measures

SONATA-FORM

- "Heasures
‘- Measures
- Measures

- Measures
- Measures

- Measures

~ MNeasures

1-184

1-8
29-60
127-15%
158-184

185-289
290-369

370-430
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IV Vivace

The first subjedt'is uShered in_immédiaﬁely'wifhout prepara-
tion, the tonic minor fitting in’perfectly‘wifh the key structure
of the entire sonata. A pecﬁiiar mixture‘of‘martial and roguish
qualities colors this theme. It is diaioﬁicvratherathan chroma~
tic, and its opening measures;are constructed over tonic and

dominant trizds:
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The initial motive of this theme is hammered out with relent-

leésxﬁersistence é$d rushes abruptly into the second subject,
The latter, }yricai in character, offers a striking contrast t
i%é‘foieiunnér.’ The;line\is diatonic over a simple accompani-
mé#%’dexived from the sixteenth-note figure which concluded}the

first subject:
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In measures 31 and 32 a striking similarity in augmentation
can be traced between this theme and the first subject. It is
through these subtle touches that the two themes, which appeared
1n apparently violent contrast to each other, are drawn tcgether.

An elaboration of the opening measures of the second.subgect
’iwhlch takes form in a downward sweep alonv the scale-line carries
lus into a return of this theme. The follow1ng transition, com- 7
;menclng with measure 80 is a further indlcatlon of the closelv—’
iknlt fabrlc which Prokofieff is contlnually weaving. A brief
cont1nuat10n~of the acoompanlment, used in the second subject,
tles it together with this theme, while its note repetltions
which contribuue 80 powerfully to the martial feeling in the
presdhtatlon of the flrst suogect viv1d1y foreshadow this anproach.
A return is made to the first Subgect in B flat mlnor at measure
85, presently progressing to A mlnor and leading into an elabo-
rate brldge section covering measures 100—126. It is constructed
from a rhythmic figure of the first subgect and from at least

a suggestion in augmentation of the downward leaps in the first
measure of this theme. Hdwever, Prokofieff is too greaﬁ an
artist to allow anything so obscure to drift into chaos’to‘the

listener; consequently, at measure 108 an insertion is made
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which more closely resembles the first subject. A still cleaier
picture from measure 115 on gives new meaning and identity to
the less distinct outline with which this bridge section opened.
~ As far back as measure 115 the half-step formation in the
bass, and later the triplet formation in the right hand, indi-
eate the preparatory steps for the entrance of a third subject
and its sixteenth-note figure which shortly follows. The open-

ing eighth-note repetitions of this theme>are extended in the

left hand as accompaniment material:
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A retu§n of the first subject occurs at the entrance of the

féllowing ¢odetta in measure 158 and continues throughout this
section. Thus the partial return of this theme during the bridge
in mgaSure 115 and a more positive return in the codetta draw
the entire éXposifionktbgethéf“with'a dominafing'éiémenti:

At measure 185 the tempo indication "Andante" marks the
beginning of a development of themes; but it does much more, for

at this point Prokofieff has chosen to unify the entire Sonata.

At the very threshold, the opening subject of the first movement

is announced. A return of the third subject in the left hand
in parﬁiél augmentatiOn leads into a return of transitional

material from the first movement, which shortly results in its




,eonjunemionvwith,the1first subject, first movement. This asso-
ciation is. similar to that on page 13, only to be followed bya
uniting of this transitional material with the third subject of
this movement in an intricate weaving which leads into another.
return of -the first.subject~@f;§he;first movement, Thus we
discover this latter theme as the dominating factor throughout
the entire first-portion,of:the development, sufficient to es-
tablish it as a unifying feature;when:édhsidering ﬁhe~30nata;;s
as a whole. -

The second portion of this development, opening with the
indication "Vivace," ushers in a prolonged manipulation of the
first subject of this movement. The more complex management
of material in the first portion justtreferred to has its con-
trast in the broad iine created here in which this theme alone
receives undivided attention. This carries us into a transition
at measure 374 which, by gradual beginnings through the inser-
" tion of the opening figuie of the third subject in augmentation i
and its repeated notes, gains in momentum and clearness as we |
reack the recapitulation.

Here, contrary to accepted tradition, this third theme opens
the section at measure 290 in its original form, but now in
A minor. The entire recapitulation sidesteps, with amazing free-
dom, the conventional pattern of the older classics. The sub-
‘stitution of the third subject for the opéhing of this section,
; a return of the first subject but in the greatly modified form

encountered in the preceding development, and the reappearance
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of the seébnd subject in augmentation are indications of experi-
mentation.

Such apparent freedom has been carefully planned. In the
apprbaching Coda at measure 370 the first subject makes a force-
ful return in its or;ginalyform, unifying the movement. A
second development of this theme occurs here., The Coda also
contains dramatic references to the third subject in the note
repetitions in triplet form, while the insertions of the opening
figure of the first subject of'mqvement one, culminating in its
more powerful statement which‘completeszand terminates the move~
ment, achieves the broadei plan“ofkstamping the entire work

with the impress of its opening idea.
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CHAPTER III
PROKOFIETFF

YARCHE - Op. 12, No. 1
F MINCR
'FIRST RONDO-FORM

AN ANALYSIS

i

‘Principal Section - Three-part Song-form

Part 1 - Measures 1-168

Part 11 - Measures 17-34
Part II1 -~ Measures 35-33

IFirst Subordinate Section - Phrase-group -
| Phrase I - Measures 32—40

Phrase II - Measures 41-47
... Phrase III,g Measures 48-56

}"Prin01pal Section - Three—part Song-ferm

Part I~ - Measures 57—64
Part II1 - Measures 865-80
Part III - lMeasures 81-88
Coda - Measures 89-93
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Principal Section

‘Part one consists of two four-measure phrases and their
repetition. The theme is both martial and humorous in character,

and the rhythmic pattern is its mos+t outstanding‘feature:
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After the é@denge at measure 16 an aSOending”scale’passage
‘;iankmindr carries us t0 part two, an eight—measurerphrase with-
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A return to,pait one.thiough a~sud@eﬁ‘shift inté fﬁ%ba;p,
minor identifies the entrance of part three; i£ also,throws,this
sectiénlout bf‘line from a harmonic standpgint,_if;wefare_to .

judge it from the standards of the past. Fortunately the advanc-

ing steps of the present thrust aside such comparisons with
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outworn usage; and Prokofieff presents these startling surprises
which are as refreshing as they are individual. A strong feeling
of key unity certainiy dominates the composition as a whole, and
it is assuredly the composer's privilege to create his own pro-

portions if that stabilizing fundamental balance is not violated.
First Subordinate Section

At measure 33 a new theme is announced which preserves the
martial quality of the music. The dominating rhythmic figure of
- theme one is likewise preserved.‘ This theme consists of an
eight-measure phrase in A flat, and is repeated in E flat major:
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Atﬂméasure 48 part two of the principal géction Teappears,
now sefving as a transition and leading into the return, in
A major, of the principal séCtiOn_af meaéﬁré{S?. An exact repeti-
tion of theme two in the subordinate section follows and leads
into a restatement, at the "fff," of theme one of the principal
section, the latter enlarged through the use of octaves. These
repetitions, however, do not alter the general shape of the compo-
sition, which still remains a first rondo-form. A short Coda,

measures 89-923, marks the end of this work.




GAVOTTE = Op. 13, No. 2°
G MINOR
FIRST RONDO-FORM |

AN ANALYSIS -

A, Prlnclpal Seotion - Three-part Song-form

Part I e} Measures 1= 7
Part II - Measures 816 -

- Part III - Measures 17-35

-~ B. Flrst Subordinate Sectlon - Two—part Songnform'

Part I - Measures 26-33

s Part II ~ Measures 34-49

C. Prineipal Section - Three-part Song-form

Part I . - Measures 50-61
Part 1II -~ Measures 83-85 -
Part III Measures 66-73
Coda ~ Measures 74—77
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Principal Section,

‘ Prokofleff hae not only preserved the melodic outline of a
iformer day in thls work but its harmonic 1diom 1ikew1se. Dis—
‘5sonanoes are not allowed to enter and dlstort a compoeltion ;‘
;whioh he endeavors to present as a refleotlon of the past.. Humor
is ingeoted by the addition of grace notes in the acoompanrment.
This sectioo‘ie cast in a three-part song-form, the first part
consrsting of a four-measure phrase followed by a repetition

1w1th harmonlc ohanges'
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The piquant expression produced by the grace note in part
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one is prolonged as ‘a sixteenth note in part two. Part one ie
structurally dupllcated here in a modlfled repetitlon of the |
“four-measure phrase whloh this part contains._ At meaeure 16
,rpart three presents the opening theme with oontrapuntal addltlons

“in contrast to iteeorlgxnal homophonlc design.

First Subordinate Section |

This section, cast in a two-part song-form design, is a
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¢ontrast to the principal section in mood as well as key. Part one
consists of two four-measure phrases, the second merely a repeti-

tion of the first a third higher:
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followed by phrase two of the first part, but now expressed con-

trapgntally through the addition of the opening figure of theme
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This figure, either in its initial form or through its inversion
which pervaded the subord nate section, dominates the composition.
A repetition of the two phrases which constitute part two leads

into a return of the principal section.
Prineipal Section

This return is,qha:actérizéd4by,a,repetition of theme one
as an inner voice. Shiftiﬁg the pitch to the lower or higher
octave reveals the adroit handling of thematic material from
megsure 57 to the end of the composition. The use of this expe-
dient, combined w;th a return ofkthe contrapuntal treatment
found in part thrééipf the dpening’ségtion, brings about a
logical rise to a}ciimax at measuie 70 ﬁhéfe the theme, now
reinforced with oéfaﬁes and’exteﬁding intb fhe following Coda,

brings the woTk towé dramatic and compelling conclusion.




| VISION FUGITIVE - Op. 33, No. 18

A MINOR

THREE-PART SONG~-FORM

Part I
 Part IT
Part TII

Coda

‘Heasures 1-8

Measures 9-18
¥easures 19-38

¥Yeasures 28-34
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Part T

Part one is characterized by a theme which mainly follows

the chromatic scale-line, while an inner voice reproduces this in -

augmentation:.
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Part II , ’ v

Paft ﬁwo; starting at measure 9; offers a striking contrasf
to part one in every way. The theme, consisting of a reiteration
of its opening figure, more rhythmic in character and practically
void;of melodic value, is treated homophonically through the
simpie use of an arpeggiated figure in the left hand:
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This accompaniment gradually settles into a more thematic expres-
sion and dissolves into a fleeting transition as the figure in the

right hand appears in‘augmentatidﬁ.
Part III

< . Theme-one returns at part three in measure 18 and is practi-.

cally a repetitién:of its former appearance except for the addition

“of a double pedal. A connecting link at measure 33 leads to an
exact repetition of this material, and the same device atfmeasure,
28 carries us to a Coda which contains still another statement of

the same phrase, but over the double pedal-point of B and &
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CHAPTER IV
' DIMITRI SHOSTAKOVICH

Dimitri Shostakovich was born in Leningrad on September 25,
1908. He was eleven years old at the time of.thé_Soviet Revolu-
tion; therefore he belongs to that generation of Russian compo sers
whose youth and adult life have been controlled by the Soviet
regime. ' ’

Shostakovich studied piano at the St. Petersburg Conservatory
with Nikolaev, harmony and counterpoint with Sokolov and'composi—
tion with Steinberg &nd Glazounov. A scherzo for orchestra was
composed when he was only thirteen. He graduated in piano from
the conservatory in 1923 and in composition two years lafer.‘

The first public performance of his music took place in
Leningrad on May 13, 1926 when his Symphony No. 1 in F minor
was performed under the direction of Nicolai Malko. This work
was composed when Shostakovich was nineteen years of age and
has proved to be one of the most durable and successful of his
workg."

His Second Symphony, which he was commissioned to write, is
subtitled."Dedication to October" and has reference to the Octo-
ber Revolﬁtion;“~(November according to new Russian calendar).

It was first performed at the tenth anniversary of the Revolution,
Noverber 6, 1937 in Leningrad. The symphony contains a choral
#finale" which was Written“to”thé‘teXt‘Of“a‘Soviet”poet honoring

Lenin and the Revolution.' ' *
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"The Nose," an opera written at the same period ae the
Second Symphony and based on a text by Gogol, had its premiere
in ‘Leningrad on January 13, 1930, Shostakovich's first ballet,
"The Golden Age,"~satirica1~in_character, was first produced'in;
Leningrad during the same year. Shostakovich was simultaneously
working at his Third Symphony which also contains a choral ending,
very similar to the "Ode to Joy" in Beethoven's Ninth Symphony.

- In October of 1833 the Piano Concerto was first performed
in Leningrad with the composer at the piano, Fritz Stiedry con-
ducting. ‘
ﬁiSVOpera, "Lady Macbeth of the Distriet of Mzensk," usually
known as "Katherina Izmailovna," achieved great popular success,
but on January 38, 1936 Pravda, the organ of the Communist Party
of the USSR, published an article condemning the opera and its
iﬁclingtions, placing upon it the stigma of vulgar sensational-
isﬁ and esthetic snobbery. Another work criticized by Pravda
was the ballet "The Limpid Stream" in which Shostakovich-was
accused}of over-simplification and flippant treatment of Soviet
chard%ters. Although the composer agreed with the criticism,
he found it extremely difficult to reform his technique. A%
this time he was also writing the Fourth Symphony. After wit-
nessing the rehearsal and its reaction upon those participating,
however, the work wes withdrawn by the composer.
| With the first performance of his Fifth Symphony in 1937
Shostakovich regained favor and received enthusiastic praise.
The Sixth Symphony received its initial hearing in Moscow two
years later. It wa.s only partially successful at first, but

gradually attained the level of the Fifth in popularity.
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Shostakovich is as successful in his chamber music as in'his
~Symphonies. The most importagj,wo;ks are the Cello Sonata, the
String Quartet, and the Piano Qﬁintet. He received for the latter
a prize of one hundred thousand rubles, the 1argest}sum of money
ever paid for a single work ;n,phg history of‘muéic.

The first public hearing pf his Seventh Symphony eccurred
in Kuibyshev March 1, 1942, ‘The.muqh>publicized American per-

formance took place in New York during the same year under the
baton of'Arturo Toscanini. Still‘énother symphony has been
added to the long list of works by Shostakovich at this writing,
and was conducted by Artur Rodzinski with the New York Philhar-

monic in New York in April of this year.
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;fI'oAilégrettO

In the fourth measure of the- openlng Introductlon the followa

fklng acoompanlment motive is progected
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"iIt foretells the announcement of the flrst sub;eot and is used

fextens1ve1y throughout the movement.
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This theme follows the chord-line for the most part and its

varigﬁS‘figures'are related to each other, as revealed in Figures
B and C;'»A portion of Figure D is likewise a natural projection,
in oontraiy‘motion, of the preceding figures.

The orchestra takes over the first subject on the final beat
of measure 13, while the piano moves against it with an elabora—
tion of Figure A in diminution. This treatment is pursued until
measure 21 is reached, when the second part of the first subject
is given'tO‘the piano while a reiterated siXteenth#note‘figure

appears as an accompaniment in the orchestra.
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Material from the first and second parts of the first sub-

jeCt is now developed in the piano at great length employlng
Figures‘B,’C, E and F. This carries'us toﬁa conclusion theme
Whieh‘already hints in its figures of the second subject, a
}theme whlch has much more rnytnmlc than melodic interest. In
 its manlpulation we flnd a dupllcatlon of Shostakov1ch's method
fae révealed in the flrst subaect viz., the sixteenth notes in
émeasure 45 progecting the chord—Tlne in diminution. This
ftreatment is remarkably 31m11ar to that emnloyed by Beethoven
}and one which 1mparts a feellnv of unlty and contrast  The
scale pattern in Figure I introduces a very necessary contrast.
$o the persistent leaps which have characterized both themes
thus far. Against this theme we have its thematic derivation

in the thirty-second note figure played by the orchestra:

|
\
;
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;ﬁ‘ HptMon1y doileaps and stepwise Prog?essidhs give varieiy to
this Subjeét, butkthe.addition of éhromatic prdgressioné furfher
enlarges 153 possibilities for futu@e developmentvas shown in

Figure J:
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In measure\5o the theme is again taken up by the piano, and
four bars later_a,triplet—figurevaccompaniment,‘drawn frpmiit,
appears in the left hand against this theme, now in the key of
E major.. The orchestra,r¢3pqnds‘canonically,to measure 57. Fron

here until the development section is reached at measure 70, the




material is handled with remarkable dexterity and woven into a
closely knit fabric. There is no waste; indeed, there is a
noticeable absence of superfluity in this entire work, so close-
1y does Shostakovich adhere to his themes and their ingeniously
contrasting figures, the latter having been carefully planned
to meet allfrequiréments without the aid of foreign material. =
"The developmentROpens’with;fhe‘seeond‘subjeet:in“Eaflat
major in the orchestra, the piano supplying an accompaniment =

containing a figure in thirty-second notes derived from measure

44, At measure 72 the theme is transferred to the piano. Frag-

ments of the second'subject are interspersed between piano and
orchestra until in measure 84 the orcheétra announces in aug-
mentation the opening figure of the first subject. From this
point to the recapitulation piano and orchestra share in the
development of both themes. The reiterated figure in part two
of the first subject especially, after having lapsed into
silence after its initial announcement, now returns with pro-
longed emphasis. The development presses on toward a brilliant
clindx which is reached at measure 110. Three bars later the
piano points, in F sharp minor, t0 the approaching return of
the firsﬁ’subject, gradually goftening to C minor which announces
the recapitulation. A clever bit of overlapping also brings
back the orchestra, which énters softly with the first subject.
The return, in diminution, of tﬁe motive in the Introduction

as an accompanying figuration, is given to the piano. This
gradually dissolﬁes into a‘reiteration of the sixteenth-note

figure against part two of the first subject in the orchestra,
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and softens to pianissimo as we approach the Coda.

This section provides a fascinating rhythmic contrast to the
('entire movement. Figure J in triplet rhythm predomiﬁates. The |
rhythmic formation which appeared spasmodically in the earlier
pages of the movement is now used as a basis for the entire
section., At measure 183 we héve the tempo indication "Moderato,"
and the re-entry of the first-subjectsis:anfeXact repetition of
its statement;innthe'expesition. Th@emovement‘gradually softens
to a quiet coﬁéidSibﬁ;?tﬁdé antici@éfihé £hé‘ehtrance of

movement two,
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Introduction

First Subject

Second Subject
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" Recapitulation

Coda
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“1-83
1-4
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65-83

83-101
103-145

146-180
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II Lento

. ¥,, After a short introduction of four measures, the first sub-

?jectlin7E°minci‘mékes its entTy in the orchestra:

TH

— s

Its melodic offiine traverses an uncommonl} %ide range over
a series of ehordS“constructed along duodecuple lines. A% méa;ﬂ
sure 38 the piano enters in octaves, providing a slight embellish-
ment of the theme against a very simple orchestral accompaniment,
This accompaniment is presently dropped and the pilano continues
alone with material which now bears a closer resemblance %o the
firsg subject, previously assigned to the orchestra. The orches-
tra enters again with the theme at measure 57, while the solo |
piano returns with embellishments of the first subject, but with
a changed pattern.

The second subject, measure 65, is marked "Appassionato!
and is quite foreign in character to any preceding material in
this movement. Its contour in the first tﬁo measures, however,

is strongly reminiscent of both the first and second subjects

of the preceding movement. A rhythmic figure from the first




subject of the first movement is employed, as are also leaps

Tesembling tgpse found in the same theue:
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éﬁe éeoond subject, through various alterations of its

.figures, increases in power and intensity until the transition is
reached at the change of pace marked "La::'go,‘u where a suggestion
of fhe first subject anticipates'its return in thezlpproaohing
recapitulation. The second subject is omitted in this section;
otherwise the returh duplicates the exposition until measure 120,
at which point diversified treatment of former material enters
which becomes more marked through triplet additions until we
arrive at the Coda. The concluding figure in the piano in

measure 145 is used as the basis for the construction of a por-

4
tion of the Coda. A final reference to the first subject is

given to the piano, which terminates the movement.




©III MODERATO -~ FREE FANTABY

First Subject = =~ Measures 1-12

',Second Subjéét‘ Heaéures 13—21

‘First Subject . - Measures 33-38
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III Moderaté

This extremely brief movement serves as an introduction to
movement four and also as a bridge between the second and fourth
movements. It is more free in design, and it may have been the
composer's intention 4o allow a more serious expression of this
nature to replace the usual artificial cadénza, especially when
we consider that it was only through the urging of a pianist

that he permitted the insertion of a cadenza at all. There are

‘two-main themes:

Firet Subject
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In the first subject we again have strong indications of
duodecuple writing as one unrelated chord follows another in
rapid succession. The second gsubject enters in the orchestra
at measure 13 and is in sharp contrasf to the first subject, dif-
fering in every respect -“rhythmieally,~molodically, and in tonal
range. It partially resembles certain figures in the first sub-
jeeﬁ‘of~the‘first movement. Duodecuple treatment, whioh identi -~
fied the flrst subgeot and which has been used with such persis-
tency throughout the Concerto as to become a characteristic
trait, is stlll pursued here. |

At measure 33 an esthetic reiationship, at least; to the
first subJect appears in the piano agalnst a more deflnite return
of thls theme 1n the orchestra. Shostakovich throughout the
Gonoerto,;avoids the obvicus. The return of themes or secticons
is admirably concealed through an ever-inoreasing diversity of
meanskand the present instance forms aokextieme case; févealing
the limits to which this treatiment can extend and still unify
the movement. The direct return of a portion of this themé in
the grchestra, of course, counteracts such apparent freedom of
thematic construction and pulls it together. This material in
the piano is also soggestive of the méterial in the opening of
the last movement and serves the double purpose of a transition

and an Introcduction.




IV ALLEGRO CON BRIO - = SONATA-FORM-

Exposition

Introduction

First Subject
Development of First Subject
Second Subject

. Development
Y‘Récaﬁiiulatibn

- Cadenza

Coda

Measures:

Measures

Measures
Measures
Measures

_Measures
Measures

~Measures

Measures

1-198

1-8

9-33
45-89
90-109

197-280
281-343

. 343-413

4] 3-495
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IV Allegro con brio

After an eight-measure Introduction which contains, in both
piano and orchestra, germs of the first subjedt, the music expands
into an announcement of the subject itself at measure 9, a theme
very much in the nature of a scherzando, and mainly characteriz ed

by eighth-note repetitions:
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‘At bar 12 the first subjéct appears mbmentarily in thé'ﬁiano.

44 1

After a continuation of the first subject in the orchestra, the
piano suddenly breaks in with a contrasting figure derived from

¢ .
the sixteenth notes in measure 33:
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‘At this point the situation is reversed and the piano, which
formerly made merely an incidental appearance, now steps into the
foreground.‘-Thﬁs we see, in the construction of the opening
pages of this movement, an ideal demonstration of ensemble, the
domination of the orchestra giving way to the piano ﬁhich gradu-
ally breaks through to assume the lead. A development of the
theme's characteristic figures is emphasized until we arrive at
the second subject, announced by the piano alone in measureusc,
and containing characteristic leaps which are so strongly typicai

of Shostakovich:
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At measure 110 these leaps are transferred to the orchestra
over a different harmonization, while the piano continues with
an aﬁcompanlment of broken thirds which recalls Figure A in the
 if1rst movement. Except for a momentary return of the fommer
j%downward leaps, the plano occupies a subordinate positzon to the
iéorchestraiuntil it gradually crashes through to a commanding |
‘1lead with material piévidusiy givén to the 6rcheétra,iﬁ ﬁeééures
4131;132.‘, ; , : . . . A
4 third subject makes its appearance in the orchestra,at
measure 147, its figures hinting, in outline, of figures in the

‘second subject and the introductory measures of this movement,
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A dramatic accompaniment is placed against this in the piano and
this treatmeﬁt continues until, at measure 163, a reversal takes
place and the plano takes over the theme accompanied by the
orchestra, this time, however, withwmaterial;mpre intimately
associated with the figure in the piano in measure 164,

At measure 183 a transition is reached in which all melodic -
quality momentarily dissolves into a rhythmical expression until,
in measure 183,a portion of the first subject anticipates its -
later appearance in the development.

The development is confined almost entirely to a working
out of the first subject in both its original and varied forms
encountered in former pages. After the initial overlapping,
the piano continues alone with the first subjeet in C sharp
minor. At measure 310 it is transferred: to the‘orchesﬁra, the
piano prolonging the eighth note repetition as an accompaniment,
and this scheme is adhered to until measure 233 where a sugges-
tion of the first subject foreshadows its present return in

varied form:
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This théme is allotted to the orchestra alone, and again
the piano drifts into the background over a long stretch, re-

inforcing only at intervals either the theme or its accompaniment
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in the orchestra. - The dominant position occupied byAthe orchestra
up to and even beyond the entrance of the recapitulation, and the
similarity of treatment in both'sections, serve as an admirable
device for the concealment of the returning recapitulation.

 This section is extremely condensed when compared to the
exposition, and, strangely enough, it opens in the foreign key of
E minor. A further development of the first subject character-
izes the recapitulation. Seriousness of purpose is revealed as
the piano is held firmly within a suboidinate position in its
relation to the orchestra, certainly as 1t concerns range,
throughout this entire section. A tremendous climax is attained
at measure 343, and the piano, after a long trill, breaks into
the cadenza. The cadenzavis based upon the theme fromvBeethoven's
Rondo known as the W"Rage over a Lost Penny," but is woven into
the movement with such gkill that none of the rhythmic or
melodic values of material immediately preceding are disturbed.

More than this, the Beethoven theme actually bears a remote re-

- gemblance to the first and second subjects. Fragmentary hints

of themes used in the entire work can be found within the
cadenza.

This versatile management of material -earries us to the Coda
which serves as a brilliant climax to the whole Concerto. It |
Lopens with the third subject which is twice presented in its
éntirety, followed by crashing chords in the orchestra against
the bugle call of the solo trumpet. A deviation in thematic
mateiial and dynamics is made in measure 437, succeeded by a

glissando in the piano. Presently a repetition of the bugle call
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sounds against chords in both orchestra and piano, and this pro-

cedure, except for an intervening passage given %o the plano,

carries the Concerto to its dramatic conclusion.




GHAPTER VI
SHOSTAKOVICH.

FANTASTIC DANCE NO. 1
. GMAOR
THREE-PART SONG-FORM

AN ANALYSIS

Part I  Measures 1-8

Part II

Measures 9-20

Part 111 Measures 381-38

Coda - Measures 29-32
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Theme one; part one, is oharaoferized by‘two contrastingA
rhythms, the first one in B flat minor and the second in D flat
| ma.jor, while the usual dominant and'tonic chords mark off the
cadences:
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The first phrase, consisting of four measures, is| repeated

and carries us %0 a second theme which opens part two. This

theme is mainly 81gnifica%g because of its harmonic coloring:
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A repetition of its opening phrase is followed by a second
one which contains within it a strong resemblance to measure 3

of the first- theme. Such treatment imparts to this section of

the theme the character of a transition as we approach part three.
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This is even more clearly defined in measure 19 wheré augmentation
is used. |

Part three is a duplicate of part one except for the repeti-
tion of the opening phrase, which now hovers around the key center,

C, in which the composition is‘wrixtﬁn.




FANTASTIO DANCE NO, 2
G MAJOR

5 /THREE&PART'$ONGQFQRM: EN RN

AN ANALYSIS

. Pars I - Measui’es 1-186
~ Part IT - Measures 17-40
Part III - Measures 41-56
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Part one presents the first theme as an eight-measure phrase,
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The characteristic avoidance of a definite tonality identi-

repeated:

fovaons

- fies the harmonic treatment of this piece. The melody, although
following the chord-line, ies equally evasive because of its
unlooked~for chromatic change, necessitated by the chord-change
underneath. |

A second theme opens part two, thematically drawn from the
first theme but now solidly planted in the key of C major. New
mate#ial presents itself at the "Piu mosso," a necessary addition,

for it tends to more thoroughly individualize this as a new

theme: ‘ ' /\[’g k ‘. bg
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Similar to the structural tendency of the next dance, this
theme gradually dissolves into a transition at the "Allegretto, "
the persistent leaps in the right hand anticipating the charac-
teristic leap of a fourth contained izﬁ the r eturn of theme one in
part three.

Slight harmonic changes, also an inversion; in the bass, of

the right hand figure commencing with measure 50, terminate this

1ittle work without the assistance o{f a Coda.




FANTASTIC DANGCE NO. 3
¢ MAJOR
' THREE-PART SONG—-FORM

AN ANALYSIS

Part I = - fMeasures‘l-lzﬁf

Part II - Measures 13-30

Part III - Measurgsk31~49,k

Goda - Measu?gs 41-43
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of the_three dancés, this is perhaps thé/ﬁ&&t*
interesting. The first theme lelOWS‘the(ZhO#éﬁf
opéning two'méasures. It consists of‘two phrgé
being merely'a répetitioh of the first, note fbr n
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Theme two, part two, contains a happy mixture of refﬁtéﬁ% £
to theme one and foreign material, as the left hand reproduces
certein figures in the opening phrase while the right hand con-
tributes the element of variety with chromatic passages. This
treatment emerges into a miniature development of theme one in
the #orm of a transition through imitation and change of pitch,
leading into a restatement of this theme in its original har-
monization, now designated as part three. A'final reference to
theme one appears as a brief codetta. |

The most remarkable feature in this composition, however,
is its shifting harmonic element, The opening impression of
A flat major is partially dissipated by a leaning toward ¢ major,

Duodecuple writing occurs in phrase two, producing a startlirng

oscillation between C and E minor, while a tendency toward
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¢ major is manifested in part two, and results in its momentary
establishment at the opening of the transition. But this key
impression is only a fleeting one, for we &r@fagain plunged

into a succession of harmonic changes as irida&

changing colors in a glass prlsm. The chord-se _in theme
one is reproduced in part three, and this is\fha ﬁempﬁ at
Key fixity. - )
The briéf‘dodetta, opening in E flat majér, an ng to
an abrunt harmonic close in C magor, imparts to thiﬁ )

werk the flavor of modern treatment whlch defeats;& B pie

at an analytical approach along the old 1ines.;g !
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CONCLUSION

In glancing through the long perspecfiveyg §§ §ast we will
discover that the composér who has been univéfsgli§‘&§§ignad to
a pbsition among the’elect is the one who has, aé'§$§aﬁwé§y$’0f

Brahms,

n,.. excel(led) all his contemporaries in soundness and
universality. In an age when many people are uncertain.of = .

themselves and the world, victims of a persuasive unrest and

disappointment, it is solacing to find so heroic and simple a

soul, who finds life acceptable, meets 1t genially, and utters

his joy and his sorrow with the old classic sincerity. He is

not blighted by any of the myriad forms of egotism, - by senti-

mentality, by the itch to be effective at all costs, or to be

toriginal!.... He has rather a deep and broad impersonal love

of life; universal joy is the sum and substance of his expression."l
Men who write music of this type form an unbroken line, -

Bach, Beethoven, and Brahms.;‘They coﬁld turn from sustained music-

al thinking of a profound nature to gay humor, and even belrayed

glimpses of impressionism. Such comprehensive manifestations of

genfﬁs extend to Shakespeare, Rembrandt and Rodin in other forms

of art.

In the music of today it would seem that even the scholarly
but more superficial expressions of Debussy and Ravel must give
way before Sibelius who consistently prolongs, in his symphonies,
the deeply majestic tone of Brahms. Leanings in the same direo-

tion are to0-be found in the works of Bartok, Bloch and Rachmaninoff.

1‘Daniel Gregory Mason;,From Grieg to Brahms‘(New York, 1927),

‘pp. 175-178. S
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The question then arises: Where is the logical place for

Prokofieff and Shostakovich when placed in comparison with the

composers mentioned above? A remarkable kinship between these
Russian masters can be discerned. Both are stirringly individual.
A firm grasp on form is evident everywhere. The application of
polyphony is the soverning impulse which gathers up all loose ends
as the music proceeds, imparting significance even to relatively
unimportant and obscure lines. There is a notable absence of
superfluity. Both men move freely withinvthe‘duodecuple systenm
and their feeling for vital dissonance iS'unerring. Shostakovich,
especially, manifests an uncanny faculty, akin to Sibelius, in
‘the construction of seemingly new material from his themes
through various polyphonic devices;fproducing subtle deviations
which have the happy virtue of offering variety while still main-
taining an esthetic relationship. This treatment extends even
to the 1little Pantastic Dances, expecially Ne. 1. Furthermore,
the serious artist is revealed, in the Concerto, in his creation
of ‘a perfect ensemble between piano and orchestra.

’But these are, after all, technical considerations. It is
the quality of the music itself which will define the position
of ‘a composer among his contemporaries.

In the piano music of Prokofieff and Shostakovich there is,
to the writer, a noticeable absence of consistently serious
thought. Beauty is distorted just as it'is in modern surrealist
painting. It seems to be the purpose of these composers to

astound the listener through some mechanical device rather than

to stir his emotions through a pure musical expression. Cleverness
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is certainly ever-present, but it is often obtained at the expense

of real musical worth. This is particulerly true in the music of

Prokofieff. Too often we have the feeling that his most natural
manner of expression is in thefield of~sat£%éﬁér humor, especially
when it creeps in and mars the obviously serious intent of a
work such as the opening movement of his sonata. Even the First
Violin Concerto does not hold together as a dignified unit after
the first movement. One is attracted to such misié bécause of
its sensationalism, not because of its beauty. |

A striking similarity to the work just mentioned is found
in the Shostakovich Piano Concerto. The monotonous even rhythm
in the first movement betrays the influence of jazz., Even the
beautifully expressive quality of the music in the second and
third movements is literally destroyed by a finale which, in
places, practically degenerates into jazz itself. Shostakovich's
fondness for the trumpet, sometimes muted, heightens the effect
of realism. Shallowness of musical content is the inevitable
result.

‘Unless some extraordinary change takes place, the position
of Prokofieff seems to have clearly shaped itself. His music,
regardless oflmomentary glimpses of a deeper quality, has settled
into a predominating display of ingenuity.

We must turn to Shostakovich, especially to his symphonies,
if we would find music of a consistently broader nature.

It is always an unanswerable question whether a man's artis-
tic contributions will survive him as a monument to his genius.

Not all art is destined to live through the eenturies. In the
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music of today, as in literature, it has become the fashion to
attract fhe masses through the only avenue they are capable of
comprehending, sensationalism, which, reduced t§~a clearer defi-
nitiog; is simply a higher form of entertaipmgnt; Those compo-
it must remain for posterity to determine'whethﬁr or not their
profound enunciations will be prdjected into the future by the

masters whom it has been our privilege to include in this thesis.
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Mazurka

Oaprice

Lécende

Prelude

Allemande

Scherzo Humoristique
Scherzo




19233
19238
1931 -

1934

1933-34
1835
1837
1941
1943

}

"Fifth Sonata, op. 38

Choses en soi, op. 45
Opus 53 ‘

Intermezzo

"Rondo

Etude

Scherzino

Andante

Scherzo
Two Sore.tinas, op. 54
Opus 59 :

Promenade

Paysage ‘
\ Sonatlpe Pastorale
Pensees, three pieces, op. 83
Musiques d'enfants, op. 65
Ten pieces from Romeo and Juliet, op. 76
8ixth Sonata, A major, op. 82
Seventh Sonata

and

Five.Piano Concertos




THE PIANO MUSIC OF SHOSTAKOVICH

- 1919-30 - [Eight Preludes

19233 - Three Fantastic Dances
| Suite for Two Pianos
1926 - First Sonata Era
1928 - Aphorisms (ten pieces for piano)
1932-33 - Twenty-four Preludes |
1833
1943 - Second Sonata

- Concerto for piano and orchestra
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