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CHAPTER I
SERGEI PROKOFIEV

Sergei. Prokofiev was the product of a middle class back-
ground. He was born on April 23, 1891 in the small Russian village
of Sontsovka, the son of Sergei and Marya Prokofiev, He was very
fortunate in having a mother who was a rather accomplished pianist
and she b2gan his musical training at a very early age.

One of my first recollections of music,; the composer

relates, is the following: One evening as I lay in

bed, from far off (four rooms away in the spacious

country home) came the sound of a Beethoven szonata

cii a Chopin waltz, DMy mother was playing. They
had put me to bed . . . but I lay there listening.

i

Both of his pbarents took a firm hand in the‘yOung Prokofiev's
training, both musical and academic. His mother was constantly
ordering new music from Moscow and playing only the best of it for
him. Following these playing sessions they would discuss the good '
and bad aspects of the piece.

Besidas his formal training at home Prokofievt's musical

in

experience was enriched by the musical impressions that were a

rart of the Ukrainian village in which he lived. There can be

l1srael v. Nestyev, Prokofiev (Stamford, 1960}, p. 3.
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little doubt that his "feeling for Russian naticnal melody can be
traced to his childhood years in the viliage."2

He began composing early, and by the time he was eight years
01ld he had written several piano pieces and a complete opera, with-
out the vocal parts. In the area of composition and theory
Prokofiev's first real instructor was Reinhold Gliere, a rather
remarkable young man that Prokofiev labeled a "born teachér."3
Gliere was able to guide the young Prokofiev through difficult
exercises by alternating periods of work with periods of play'and
games. Prokofiev was very fond of Gliere and their mutual respect
for each other brought them into a warm and lasting friendship.

In 1907 Prokofiev weﬁt to St. Petersburg to take the entranée
examinations for the conservatory. By this time he had wriften
several othex &o;ks, and when he arrived for the special theory
examining board headed by Rimsky-Korsakov, "the spectacle of a boy
armed with four operas, a symphony, two songs'and-a heap of piano
piecés made a deep impression on them."4 He passed the-examination
and therefore became one of the few musicians "who can claim the

honor of having studied prchestration under Rimsky—Kérsékov, harmdny

and ¢ounterpoint under Lyadov, and conducting under'T‘cherepnin."5

21srael V. Nestyev, Sergei Prokofiev, His Musical Life (New
York, 1945), p. 5.

3Sergéi Prokofiev, Autobiography (Moscow, 1959) p. 19.

4Nestyev, Prokofiev, p. 16.

Sgerald Seaman, "The Many-Sidedness of Prokofiev,": The
Listener, 61 (April 9; 1959), 647. '



It is with his entrance into the’conservatory_at'Stm'Petersf
burg that Prokofiev begins the first period of his~crg%{iVe life
which lasted until 1915. The other two periods are the foreign
period (1918-1933) which he spenf.in the United States and France,
and his Soviet period, which began upon his return to Russia in
1933 and lasted until his death in 1953;6

The years spent at the conservatory were not the happiest of
his life, and he frequently argued with many of his professors.
Prokofiev‘found Lyadov'!s classes in harmqny extremely dull. This
can be attributed in part to Lyadov{who felt that teéching "kept
him away from his favorite occup3ti0n——c0mposing."7 Lyadov also
berated the young Prokofiev when he brought in original solutions
to counterpoint problems that were too harsh scunding or'crude,and
would suggest that he should be studying with Richard Strauss or
Debussy.8

He'c0nstantly,quarreled'with.Rimsknyorsakov and often led
"that sedate and scholariy genflemanJinto'intricate diécussions,
Whiéh invariably afforded Prokofiev an oppgr%unity to crack a few
Jokes. "9 |
Prokofiev certainly failed to take advantage of Rimsky-

Korsakov'!s instruction and "deeply regretted that because of his

6Nestyev, Prokofiév, p. 454.

7yictor Seroff, A Soviet Tragedy (New York, 1968), p. 44.

8Nestyev,-§rokofiev, P. 26.

JRena Moisenko, Realist Music (London, 1949), p. .174.
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youth he had failed to appreciate_fﬁlly the opportunity of close
contact with that composer, 110

In his cdnducting~teacher,:Tche:epnin,”Prokofiev.found one
who was considered by the other faculty to.be_atquernist and who
encouraged his own modernisfic-tendéncies, Ichefepnin, while
supporting Prokofiev’s innovative ideas,."succeedeé.in imbuing
him with respect for the classical tradition."ll it was aisq
under Tcherepnin that Prokofiev rekindled his interxest in the
symphony orchestra. In 1909 Prokbfiev graduated from the class of
composition and in 1914 he was gradusted from the classes of piano
and conducting with honors.

Up until this time Prokofiev's creative output contained five
elements which he himself explain; in his autobipgraphy. The first
is "classical,” and can be traced back to the fraining he recéived
from his mother and Tcherepnin. The second element is that of
"innovation." The third is the "motof” or rhythmic e;ement which
is prominent throughout his music. The fourth, and considered most
importan?vby Prokofiev, -is the "lyfical"-elemenf,and the last is
the:"grotesque" or Scherzo qualify Ffound in his music,

Some of the works written in this first period were the

opera Undine, Dreams and Autumnal Sketch fcr'érchestra,xgzmphonz

iE E Minoxr, the First Piano'ConcertO“LE D Flat, the Classical’

Symphony, "and a host of piano works including Diabolic Suggestions.

loNestygv, Frokofiev, p. 463,

11Nestyev, Musical Life, p. 18,
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After graduation from the conservatory Prokofiev divided his
time between composing and concert engagements. "As a ﬁianist,
Prokofiev is magnificent; his technique is superbg.his interpretaxy
style unique.”l2

In 1918. Prokofiev left Russia on-a world tour, 'After-stqps
in Japan and Hawaii he arrived iﬁ the United States in August  of
that same year. This is tﬁe beginning of‘his-"féreign“»period,

Prokofiev'!s first piano recital at Aeolian Hall in New York
City produced sharply divided opinions among the critics. "Per-
sonally, I cannot imagine how any musician of sane mind would write
so many formless and impressionistic wvaporings spontangously,"
wrote the critic for the New York'Heraid.13 At the other end of
the spectyum was this comment by a reviewer for the New Yoxrk.
Tribune: ”He.is.one_of the most stimulating composers that the
Land of ﬁnlimited Trouble has sent us in many moons,"14

After several unsuccessful bouts with the New York critics

Prokofiev went to Chicago, where his reception was indeed much warmer,

The pérformance of his Scythian Suite was well received and the

critics?! reviews were very complimentary and encouraging.  While in-
Chicago he received a commission from the Chicago Opera Company to

write an opera. The result was Love of Three Oranges. He completed

it in 19193 but due to circumstances beyond his control, it was not

12Moisenko, op. cit., p. 175.

13Nestyev; Prokofiev, p. 170.

141bid.
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produced untiil 1921. Dufing the interim he;ma@e several su;cessfui

concert tours of Europe. |
When the opera was finally prcduced in Chiéégé,:if was a

success; and when the company performed‘if-in_Néw_York, it was

well received there also., But the critics still.made Prokhfiev

feel "as if a pack of mad hounds had been let 1005% and torn'jmy

pants to shreds."!® Another important work written while in

America was the Third Piano Concerto,which premiered in Chicago in

1921.

Two &ears later, in 1923, still dissatisfied with his progress,
he moved to Paris, where he lived for the next ten years. At this
time Paris was considered the center of modern music, and much to

Prokefiev?'s surprise, his Violin Concerto was criticized for bein
Y ! ?

"too lucid and not sufficiently complex."16 During this time in
Paris, Prokofiev's compositions were overshadowed by Parisian
artistic movements which at that time tended toward ''soulless
experimentation in the matter of melodic line,.fhythm and harmonic
coloration."17 ..
" During his stay in Paris he"conﬁiﬁued tc write & cogéiderable_
amount of music. '"Prokofiev was always a prolific composer,'and
he attributed his compositional speed to the fact that he Jotted

down all his ideas in notebooks, 18

15S‘eroff, op. cit., p. 120,

16Nestyev, Prokofiev, p. 209.

17'Moisenko, op-. cit., p. 176.

183eaman, gg. cit., p. 646.



7

Some of the works attributed to this period are the ballets

ILe Pas dtacier, (The Steel Leap),.Ibe Prodigal Som, and Sur le ..

Borysthine; the cantata Seveng They Are Seven; the Third Symphony,

based on themes from The Flaming :Angels; DlveLtlssemelt for orches-

fra; and several piano works.,

In 1933 Prokofiev decided to return to Russia tq_stay; c6n-
cerning that decision the French critic Serge Moreux quotes Prcko-
fiev as saying:

The air of foreign lands does not inspire me
because I am Russian, and there is nothing more
harmful to a man than to live in exile, to be in
a spiritual climate incompatible with his race. I
must again immerse myself in the atmosphere of my
homeland--I must once again see real winter and
spring. I must hear Russian speech and talk with
the people dear to me. This will give me what I
lack here, for their songs are my songs. Here I'm
restive, I'm afraid of falling into academism. Yes
my friend, I'm going home'l9

With his arfival in Russia begins P;okofiev's most productive
and profound period of his life. ~Even though he wrote many works
in Paris, there is no comparison to his output after his return to
Russia. In the five years following his_return he wrote no less

than twenty-seven works,

His first is.fhe s5till popular Lieutenant Kije, originaily-
music for a children?s film; and in 1936 he wrote his famous ballet

Romeo and Juliet. These were followed by Russian Over ture, Alexan-

dex Nzvsky, Concerto No. 2 in G Minor for Violin, Summer Day, for

small orchestra, and the immortal Peter and the Wolf,

19Serge Moreux, "Through the Eyes of a Friend,” Musik der Zeit,
No. 5 (Bonn, 1953), 14.




In a very short time heé assumed-a position of first impor-
tance in Soviet musical life. ' And as Nicholas Slonimsky remarked,

[y

his music became '"probably the greateSﬁ single influence in Soviet
music."20 In 1943 he.was awardéd the $talin Prize for his seventh
piano .sonata, Stalingrad.

And then without warning heé was in-disgrace;._On Februéf; 10,
1948, thé Central Committee of the Communist Parts issued a public
resolution sayiné that "Russian composers had allowed themselves to
be infected by Western musical thinking, with the résult thaf the
complex, dissonant, iconoclastic music they Wroée was far removed
from the masses."21 |

Prokofiev was one of the main targets of this attack, and yet
his music was the exact opposite. "His music is predominanfly

r."22 In some

meleodious, harmonically and contrapuntally clea
instances he used dissonance for descriptive purposes, but it was.

"almost always conceived as purely functional and inevitably gave

: i . X
way to clear and aCCepted‘harmonles."°3

zoDav1d Fwen, The Woxrld of 20th’ Cehturz Music (Englewood
Cliffs, M. J., 1968}, p. 577.

2lrnid,

‘2Rubert Sabin, "Prokofiev, A C1a55101st but Docadent "
Musical America, 71 {Dec. 15 1951), 5.

23Nestyev, Prokofiev, P- 467;



Prokeoiiey did not deserve this;scafhing denouncement of his
work. His music above all else is "Russiaﬁﬂ and he consfghtly
strove "fo discover a fresh musical language attuned to the epoch
of Socialism," as Prokofiev wroté\in the Soviet'?ress.24

_ Prokofiev appears as a phase of reaction of the
absolute against an esthetics that had loaded music
with philosophy, mysticism and literature. His native
tendency was to bring music back to the world of pure
sound, to draw it down from the infinite and intangible
to nearer and familiar spheres.25

James Bakst in A History of Russian Soviet Music states:.
"Prokofiev developed Russian national intonations by integrating
elements of his melodic style with elements of Russian folklore."

After this denunciation the rebuked composer lost no time in
trying to gaiun official favoer. Prokofiev in a letter to a fellow
composer, Khrznprikov states: "The existence of formalism in some
of my works ig p“on“le explained by a certain self—complacen"y,
an insufficient realization of the fact that it is completely un-
wanted by the puhlic,"2§

In his opera, A Tale of a Real Man, Prokofiev attempted. to

correct the Verrors™ in his wmusic as seen by the Central Committee.

He does not completely suéceed,and not until his oratoriq.gg Guard

for Peace, and a vocal-symphonic suite, Winter Bonfire, does he find

final acceptance. In 1951 he again was awarded the Stalin Prize.

24Wo1seﬂko, op. cit., p. 177.
23, Sabaneyev, "Russia's Strong Man," Mod. Music, 4,

26pavid Ewen, op. cit., p. 578. !



Prokofiev died on March 5, 1953. He continued to compose
until the very end and died quite suddenly from suffocation, As
fate would have it, his death was overshadowed by thz death of

Josef Stalin, who died three hours after Prokofiev.



CHAPTER TI

ALEXANDER  NEVSKY

Prokocfiev?!s ability to write music for a'com-~
paratively popular medium and yet to maintain the
highest artistic integrity and standards was proven
by Alexander Nevsky. Although originating as motion
picture music, it is nevertheless one of the composer®s
finest creations, a work of great dignity and powerel

The film is built around thé Russian defense of Novgorod in
1242 against the invading Knights of thg Teutonic Orderland_was
directed by Sergei Eisenstein in collaboration with Dimitri
Vasiliev. Prokofiev had 1ong'admﬁred the work of Eisenstein, and
was delighted when asked to do the sound track. 'Nothing could
have better sqited Prokofievfs talent, his matural predilection
for concrete, visual images than the dynamic %nd many-faceted art
of the motion picture."2

Prokofiev had been to Hollywood during bis stay in the United
States and had observed the making of films, especially the tech-
niq&es of recording the sound tracks, which he later used and re-~
vised for his own purposes. Prck&fiev realized from the beginning
the importance of the musical score (in f£ilms), and he criticized
the " ?fanti-musical? teﬂdencies of culéurally underdeveloPQd

directors."3 He had nothing in this way to fear from Eisenstein

leen, op. ¢it., p. 593.

2Nestyev, Prokofiev, p. 249. 3 hid.

11
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for he found "that in addition to being a brilliant Cirgc%of$
Eisenstein was a keen musician, "% They worked very closéiy
together and used everﬁ conceivable method to create the most
suitable music possible.

On one occasion Prokofiev was having a pa;ticqlaxlj hard'timé.
congeiving‘the sound .that Eisenstein wanted.

Seeing that we were getting nowhere, I ordered some

Tprop' instruments shot, these being played (without

sound) visually and projected the results for Prokofiev-~

who almost immediately handed me an exact 'musical equiva-

lent? to that visual image of pipes and drummers which X

had shown him.> (See figure 1, page 13.)

Other methods of cbtaining a perfect integration of music and
film were tried. '"There are sequences in which the shots were cﬁt
to a préviously,recorded music~track)' and there "are sequences for
which the entire piece of music was written to a final cutting of
the picture."6

Prokofiev.also experimeﬁted_with.the actual recording of the
music. He took a very personal interest in this and qften was
present at the recording sessions. He suggested placing theﬁharns
and. trumpets in one studio and the chHorus in ancthey. This re-~

quired the mixing of three sound sources, which at that time,

4Seroff, op. ¢it., p. 215.

SSergie Eisenstein, The Film Sense (N.Y., 1942}, pp. 158-159,

6Jay Leyda, KINO, A History of the Russian and Soviet Film
(N(Y" 1960), p. 351. )
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Two of the shots from Alexander. Newsky shown to Prokofiev by
Eiscnstein (sec pages 158-159), to which the composer wrote- his
“musical equivalent.”

e WD s AN R e A R e kA S B A o v i Sl

Fig. 1--Two shots from the film Alexander Nevsky from The
Film Sense by Sergie Eisenstein.
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was not a standard practice. In another instance. hz noted that

too powerful a sound played directly intc a microphonevﬁquld dig-
tort the recording. He used this to good advantage.
When the music characterizing the_Gerﬁan

crusaders was being recorded, bhe had the musicians

play the fanfares directly into the microphones;

the result was a harsh, snarling sound which -

sharpe?ed a?d exaggerated the themes of the

Teutonic Knights.

The film was first shown in Russia on December 1, 1938, and
was a great success, This was due in large part to the mutual
respect that Eisenstein and Prokofiev shgred‘for.each cher;

When the film was shown in the United States it received
excellent reviews;but Eisenstein still félt that one aspact of the
film'w;s still being overlocked. ° "I think there could be more
said about the visual and sound unity and composition: in some of
the segquences we'lve reached with Prokofiev the results T was dream-
ing about pretty long ago."g

While he was compesing the film score, Prokofiev "realized
that he had ﬁere the materiais for .a major musical composition. He
ext;acfed the most graphic pages of his score, amplified and ex-
tended them, and devéloped the whole into a cantata."lo

The cantata has seven sections or pictures and is founded on
the lofty patriotic idea as expressed by the hero of the movie,-

Duke Alexandar Nevsky: "If a stranger visits Rus, he is welcome to

.

7Seroff, cp. cit., p. 216,

8Nestyev, Prokofiev, pp. 294-295,

10

9Leyda, op. cit., p. 350. (Ewen, ep. cit., p. 594.
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come as a guest; but if he comes with a sword, by the sword shall

he perish. - By that stands and shall stand the Russian . land,vil

The seven secticns are

I. "Russia Under the qugolian Yoke"  In sombre

music the composer evokes. the feeling of desolation that
seizes Russia following the Tartar invasion in ‘the middle
of the thirteenth century. e

II. "Song of Nevsky" With ringing, soaring lines of
music the chorus raises its voices in praise of the
hero, Nevsky, who has helped bring about the defeat of
the Swedes on the Neva River.

IXII. "Crusaders in Pskov" The Teutonic Knights,
masquerading as religious crusaders, are depicted in
music that pointedly combines Gregorian cadences with
brutal, modern harmonies and soncrities,

0

IV. '"Arise, Ye Russian People™  The people of Russia
are urged to rise against the invadexrs, the wmsic now
reflecting the intensity of this sentiment.

V.. "The Rattle on the Ice" A gruesome realistic
i

picture is drawn of the savage battle on Lake Chud,

Vi. "Field of the Dead" Grief for the dead, ex~-

pressed in a song by a Russian girxrl, miungles with the

exaltation of patriotism, :

Vil. U'Alexaunder'®s Entry Into Pskov" A grandiose

hymn of triumph is sounded by cherus and orchasira

to celebrate the victory of Nevsky as he =2nters with

glory into the city of Pskov, +2 .

The cantata required much extra work in developing it from
the film score, Some movements were basically the same, but most
kad to be reworked and expanded. Prokofiev was very careful to

make sure that the cantata had an inner logic of its own arnd not

Just a randonm selection of excerpts from the film. The general

llhcisenko, op. c¢it., p. 181,

123wen, op. cit., p. 5%4.
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structure has certain features of the scnata form., The first four

<

movements serve as the introduction and exposition, the firfth is

the development of the main theme and the last movement serves as
a recapitulation.13
The orchestration of the cantata is typically Prokofian and

is "laudablé, economic - and clear."'4 With only a few 'nstruménts
he can paint startlingly real "musical" pictures for the listener.
A good example of this is the first movement. "The combination of
the very high and very low reéisters of these instruments, mo&ing
in unison four octaves apart, creates an unusual effect which
heightens the feeling of a vast and desolate Russian landscape.«”l5
The. instrumentation is standard except for the additicn of &
tenor saxophone,whiph is used to imitate the sound of a "guéliﬁ"
a Russian national instrument having a round concava body, nDarch-

ment sonndboard, and one horsehair string.16

Prokofiev kept Alexander_Nevéky_on a level that the Russian
necple could understand and incorporated many other means, besides ~
that of orchestration, to do this,

In the second movement there "is an obvious'relétionsﬁip be-

twaeen the priccipal melody of this chorus and the traditional.

Russian folksong; the byliny."l7

ey

Nestyev, EEEEEzigE’ p. 299.

l4soviet Press as quoted in Realist Music, p. 183,

lsiestyev,_Proggfiev, p. 300.

1

16, . . 7 n s
“)M01senko, Cp. Sit., P« 39. Ibid., p. 300,
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The third movement contains the musical description of the

Catholic Teutonic Knighis., The composéer gives us a good idea of

.

what he went through tc make this movement relevant to today's
audience,.
As the action is laid in the 13th century I was

above all interested to know what nusic was sung by

the Catholics at that pericd. I got hold of a book

containing a collection of Catholic chants of various

periods, but this music was so strange to us that it

was impossible to use in the film. No doubt the Teu-~

tonic Knights, going into battle, sang it with frenzy

but to modern sars it would have sounded cold and ex-

pressionless. So I was obliged to compose for the

Knights music that would sound more apt to contemporary

listeners, g

In the fourth movement he creates a very "Russian" song that
calls the people to arms. "In its harmonic structure, which alter-
nates between C minor and E £lat major, it is quite akin to
Russian folk song."19

'he €ifth movement is the most developed of all the sections.
It vividly paints the scene on Lake Chud from early dawn until the
enemy perishes beneath the ice. The use of dissonance and over-
laying of the main themes against a very rhythmic background pro-
duces the most dramatic moments in the cantata.

The aria "The Field of the Dead” in the sixth movement convevs

its Russian nature through its melody and harmonization,

"In Alexander Nevsk Frckofiev comes forth as a poet of
Y P

Russia, extolling her vest spaces, the expanse cof her fields, and

the might of her people."zo

[T ST, .-

WALy aham, op. cit., ps 40,
19 ‘ 20, . -
Nestyev, Prokofiev, p. 302, Ibide, p. 459,



. CHAPTER III
PROKOFIEV'S USE OF THE BRASS SECTION:

In Prokofiev's Alexander Nevsky the brasses play an im-.

portant part im the overall effectiveness and descriptive power
of the work.
The brass section called for can be classified as the tradi-
tional section in a score which employs woodwinds by threes:
4 Horns
3 Trumpets
3 Trom?ones
1 Tuba™
The brasses in the score are all written in C, a practice
that Prokofiev was fond of and one that he wanted to see acopted
by other composers. The brasses are not over-used in any section
of this work. Further, it is the manner in which they are used

that is of the utmost importance to this study.

"Russia under the Mongolian Yoke"

"The first mcovement is a remarkable tome picture of the vast,
empty Russian landscape, remarkable above all fér the economy of
the means employed."2 (See Figure 2, page 19.)

Out of a total of forty-two measures, the brasses are only used

in thirteen of those measures; and yet it is because of the brasses,

1y

Jalter Piston, Orchestration (New York, 1955), p. 207.

2Moisénko,'gB. cit., p. 38.

18
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particalarly the tubaz, that the movement achieves its ijective.
Of the thirteen measures using brass, the tuba appears in eleven.
In the first Zour measures the tuba, in relationship to the strings,
ieaves an indelible imprint on the listener's memory. The first

sound covers a spsn of five octaves with the tuba serving as the
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Fi¢g. 2--~Prokofiev, Alexander Nevsky, I, measures 1-7

foundation. The tuba note is doubled by the basses and celli, but
it is the tuba sound that predominates. In the first few measures

the tuba is performing its normal function, that of ccntributing
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"massive solidity to the bass of the oxchestral tutti, doubling

the bass instruments at the unison or octave below'."3
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Fig. 3--Prokofiev, Alexander Nevsky, I, measures 8-10

In Figure 3 the second trumpet enters in the low register
which Prokofiev favors, producing a color that is in keeping with
the descriptive nature of the movement. This tessitura of the
trumpet is used frequently for its very distinctive timbre. In
using the trumpet this way, Prokofiev gets'away from the "traditiomal
flourish of trumpets and drums. "4 .

The entrance of the second trumpet also reinforces fﬁe okoe

iine and helps control the '"natural tendency to loudness and even

coarseness™ that the oboe possesses in this lower register.

3Piston, op. cit., p. 290.
A1vid., p. 249.

5.
Ibid., p. 152.
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Fig. 4--Prokofiev, Alexander Nevsky, I, measures 11-13

In Figure 4 the entrance of the tuba brings emphasis to the
dissonance in measure ten and prepares the listener for the climax
in measure eleven. In measure eleven the horns enter on a dissonant
chord, but the effect is 1essened by:the use of muted, TIn their
first entrance the horns are used.in a traditional way to reinforce
the harmoiiic structure and give added weight to the dissonant
<limax of ihe measure. 'Thg first trumpet enters in measure eleven,
also muted, which results in a "nasal' quality that adds to the
descriptive elément. Again it is the tuba that predominates be-
cause of the lcw register in which it enters, and the fact that his

E is an anticipatior of the resolution to the dominant seventh



chocd in measure twelve. In Figure 5 the tuba enters again in 3

recapitulation of the opening theme of the movemert.
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Fig 5--Prokofiev, Alexander Nevsky, I, measures 27-34

That the first movement ends with a clear tonal image of

5]

Russia’s vastness is due in part to the special scoring for the

brass section by Prokofiev.

"Seng about Alexander Nevsky"

In this second section it is again the tuba that performs the

predeminant brass role. The br

o
1]

ces are used in twenty-eight of
the ninety measures that comprise this second section, and the tuba
appears in all but one of those twenty-eight measures, The only

other brasses used are the horns, which appear in eleven measures.
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The second section is primarily a c¢horal muyement ﬁith the
orxrchestra serving as the accompsniment. It is a good é%ample of
the simplicity that Prokofiev strove for in his oréheéfration.

The "Sbng about Alexander Nevsky" is a recélling»of."the pre=-
vious exploits of Prince Alexaﬁder_Névsky in repelling a Swédish

invasion,?'6

and from the first entrance of the tuba,.a reflective
quality permeates the music. The tuba in measures one through
eight, (See Figure 6, page 24.) carries the responsibility of the
harmonic progression. The basses somewhat reinforce the tuba in
measures one, three, five and seven; but the tuba playing the sus-
tained notes becomes the main bass instrument.

The use of the tuba in this texture is not traditional but
certainly contributes to the "Russian" quality that is evident from
the very beginning. It is alsc interesting to note the dynamic
level, pianc, It is not uncommon for the_tuba.ﬁo_plgy Eiﬁﬁg in
this register; but a great deal of control on. the gart of the per-
former is needed to play softly with the strings, as opposed to
playing a piano passage in which ali of the brasses are used.

:'In Figure 7 the tuba cadences with the strings to bring the
lento section of ﬁhis movement to én'end. (See Figure 7, page 25.)
The use of the tuba in the last two measures'éeems to give 2 féeling

of finality to the section that would not be achieved by the string

basses alone.

6Abraham, op. cit., p. 38,
—iin ——— &



o @ Lento. J: so 3 w;::m 3 I L2
R = 3 =t S et =
Prensto d
B e e e e I Sty St ¢
2 C1, = ST = = = ""f_:‘r______g_:;:z:; S
$77|3¢3%| TLL[ErGY Hz3 i v TS 5{5&. %.3““—'{
ploauto # ¢
o = P eany e e sad .
CL b, 3 AT E:J =, = » === e |
prensite
i /) - & e e -
Tuba [FEEEEE ==tamsss ’:;—3*: $ = =y
? # ? ? k../ F b &% ey ¥
»
5 .
Loy e Tz e e o £ ="
Afri :\3.5:;‘:-—'-' L o S ST ;—%E:
3 A 3 |[6n.Z0 j(ze.30
CORO Yes Twaslon (he [Biv_er
Tenort [ ——c —= EEEEEEr
?

Fig. 6--Prokofiev, Alexander Nevsky, II,

In the Piu mosso section (see Figure 8, page 26),

takes on another role,

measures 1-10

the tuba

that being rhythmic as well as harmonic.

In measure thirty-five while the double basses are doubling the

vocal part, the tuba plays the root of the g minor triad and also

emphasizes the fact that the measure is in 3/4 meter.
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Measures thirty-nine through fortv-five (see Figure 9, page
27) return to the original slow tempo; and the tuba is seen in
still a third role, that of being a melodic instrument.
Through these measures the tuba doubles the bass line of the
cho;us an octave lower, giving the sound a very virile quality.
Ihis doubling also secems to strengthen the feeling of natibnalism
conveyed by the words "For our great larnd, our native Rugsi?n land."
In measuvre forty thé horns enter in their characteristic role
of providing a harmonic background. Prokofiev's choice of the
horns at this point compliments the vocal timbre which is comprised

of the basses alone.

The next entrance of the tuba in measure fifty (see Figure 10,
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page 28), is characteristic of Trokofliev but not of normal tuba
writing. The tuba is treated as a solo voice added to the chorus
rand strings, playing the woots of the harmonic progression. Pro-

kofiev further adds to the effectiveness of this two measure
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Fig. 8--Prokofiev, Alexander MNevsky, II, measures 34-38




figure by writing the tuba part in contrary motion ta the strings

and chorus.
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Fig. 1C--Prokofiev, Alexander Nevsky, II, measures 48-54-

The horn entrance in measure eighty-three is in perfect
agreement with the spirit of the words "Rise to arms, arise."

(See Figure 11, page 29.)
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The harmony progresses Irom a B flat chord on the first beat to
perfect fifths on the ‘second, to a deminant C chord minuélfhe third
in measure eighty—four; so that the progression goes from con-
sonnance to dissonance as the call to arms is sounded by the
chorus, The harmonic movement is coupled with an-increaseiin_
dynamic level. Thus, the euntrance of the tuba emphasizes even
more strongly. the open harmony of measure eighty—féur. The actual
horn writing is in keeping with the usual practice of writing the
first and third horn parts high, and the second and fourth parts
low.

Again, the tuba lends a strong feeling of finality with the

entrance of low B flat in the last measure.

"The Crusaders in Pskov®

The third movement describes the sacking of Pskov by the
Teutonic Knights, and it is in this movement that Prokofiev uses
the brasses most effectively. In this-mo?ement'the brass section
is used to portray the inbumane and barbaric qualities of the
invaders; .

Out of the eighfy measures in this Séction the brasses are
employed in sixty. This movenment deals with war and cruelty, two
erotions that the brasses are often used to depict; and yet
Prokofiev succeeds in putting his own stamp of individuality on
this ancient theme.

In his brass writing for this movement Prokofiev uses less

than a common approach, as can be seen in Figure 12, page 31.
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Fig. 12--Prokofiev, Aleﬁander Nevsky, II1, measures 1-8

The first chord is very dissonant and for a good reason. The
basic chord is a C# minor triad with a B# sounding against it. It
is interesting to note just'how dissonant it does sound, and then to
realize that the B# is only present in one voice, the second trom-
bone. The strength of this note can be attributed in part to the
veicing of the trumpets. Not only are the trumpets in their low
register, but the second and third trumpets are in mutes. Thigs use
of open and muted trumpets simultaneously adds a definite harshness
to the sound; but at the same time, it prévenfs them from overpowering
the cother parts. 1In addition to this the first and second horns
are douvbling the trumpet note in octaves, but on thei::instrument
the C# precdominates over the trumpets. The horns are also serza
soxrd (without mute) at this point. The third and fourth horns are
playing the fifth of the chord, G#, in octaves in a range that
blends well with the trombones. The first trombone is the only
instrunent playing the third, E, and this merely prcves cnce again

the strength of that particular note of the triad.
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' The principal reason Tor the’di‘tinctive scund in this mea-
sure is due to the fact that, minus the tuba partg all the parts
lie within the range o% one octave. The tuba being an octave lower
reinforces the moving part and adds depth to the chord.

The tension abates somewhat as the tuba and thixd trombone
move down to the cH (B#); but when they reach the Bf, it becoﬁes
even more dissonant. Now there is the sonority of a C# minor triad
sounding against a B# and a BY. The dissonance is strengthened
further by the first trumpets and the first and second horns re-
peating thelr notes on the second beat ¢f the measure. This,
coupled with the movement of the third trombone and tuba, serves
to provide momentum within the measure. Measures three and four
provide a slight release of tension accompanied by a marked iqw—
ering of the dynamic level, but the dissonange is still présent in
the moving trombone and tuba parts.

In Figure 13 the opening mctive has been transpcesed to A

minor, and the spacing has been widened considerably. The same

Fig. 13--Prokofiev, Alexander Nevsky, III, neasures 9-13
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dissonant relationships are present in the harmony, but the expan-
sion of range makes this passage even more striking than when. first
heard. The trumpets are now in a register that is very penetrating

and powerful. This is true of all the parts.
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Fig. 14-«Prokofiev, Alexander Nevsky, IiI, measures 16-20

'In Figure 14 appears one of the most distinctive brass motives
found in the emtire work. In measure seventeen the third trumpet
and tuba zre doubied at the interval of two octaves. This doubling
occurs throughout this section and adds immeasurably to the ominous
effect that Prokofiev wanted. The chant in the chorus is one of
mock religiocusness: and the nature of the Ffigure, mentioned in the
previous paragraph, up a step then down one-half step, yields a

sense of foreboding that reminds the listener that beneath the
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exterior of the crusaders lies cruelty and treachery. Prckofiev
further supporis this idea in measure eighnteen, where the horns and
tuba together produce a perfect fifth followed by a perfect fourth.
In this same figure the horns are also leaping an octave, further
strengthening the hollow sound of the fourth.
In.Figure 15 the horns and £rombones state the fanfare tﬁéf
represents the Knights, and Prokofiev sets this égainst the chorus,
He uses muted trombones in unison with the horns to obtain a harsh

quality that he originally obtained in the film by having the brass

'play the fanfare directly into the microphones in the recording

studio.
V.
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Tohere is a coustant increase in dynamic level and harmonic

complexity until there comes a re-statement of the original brass

motive as it appeared in measures seventeen and eighteen, bringing

.
s

to an end this section of the third movement.
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After a Largo,con_prima.sectioh of soli strings depicting the

suffering of the Russian people, the brass enter with»the fanfare

of the Teutonic Knights in ominous counterpoint to the motive in

the strings. (See Figure 16.)
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Fig. 16--Prokofiev, Alexander Nevsky, III, measures 54-59

The tension and dissonance have by now increased considerably.

The score shows an expansicn of the instrumentation and a wider

'L

ved

2

§

spacing of the brasses in the fanfare motive, which is pl

against a constant shifting harmonic structure in the strings. In

measures twenty-nine through thirty-three the fanfare was given by

unison horns and trombones. In this entrance it appears in octaves
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using horns,.tromboneg and trumpets; The biting, piercing quality
is maintained by using senza sord- horns together with con sord.
(muted) trumpets and ttvombones. This combination éllows for the
fact that when muted, brass instruments lose coﬁsiderable body in
their sound. The open horns.are filling this vacuvum while allow-
ing the trumpets and trombones to supply the harshgess_in the fané
fare., The counterpoint climaxes in measure fifty-nine, and Proko-
fiev adds the first trumpet, senza scrd, at the very last moment
to heighten the climatic effect.

In Figure 17 the horns appear in a different setting than any

used in the entire work thus far. Here Prokofiev uses the horns to
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Fig. 17--Prokofiev, Alexander Nevsky, III, measures 58-62

reinforce and strengthen the vocal parts. The first horn doubles

the first tenor paft, the second horn doubles the second tenor
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part, and the third and fourth horns double the first and second
bass parts. There is a general crescendo from measure‘fifty-eight;
and the horns support the chorus against the increasing dynamic
level and complex harmomnic structure in the strings.

In measure sixty-five (see Figure 18), two trombones enter
with the fanfaxe in what seems té become an coften used practi;e for

.

Prokofiev in this work, one con sord. and one senza sord. Against

r7'en lexnte

Fig. 18--Prokofiev, Alexander Nevsky, IIT, measures 65-66

this faufare Prokofiev uses two trumpets in a partial rhythmic
augmentaficn of the same ranfare.

In Figure 19 the brass are used in a typical Prckofian manner.
In measure seventy the horns, con sord, and trombones, senza sord,
state the fanfare in C# minor. 7Two beats later the trumpets, one

senza sord, and two con sord, state the fanfare in diminution and

Fig. 19--Prokofiev, Alexander Nevsky, IIT, measures.70-74

. H
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in the key of E minor. In measure éeventyufwo_the thixd.tfombone
and tuba enter with the theme again in diminutien ‘and in the tonal
level of F minor.

This polytonal treatment of ‘the ?heme'is in keeping with-
Prckofiev's views on harmcny., Although he strove ﬁqr basically
simple harmonries, he was not against using dissonance for "dé;“
scriptive purposes" ox for "depicting the terrible, cruel, and ugly
side of life.n’

The movement ends with a return to the criginal brass mofive
as it appeared in measures nine and ten, and it seems to provide

a final testament to the inhumane and barbaric qualities possessed

by the Teutonic Knights.

‘"Arise, Ye Russian People™

With this section Prokofiev sets into musical terms the
Russian call to arms against the Teutonic Knights. In the opening
five measures (see Figure 20, page 39}, Wé-again see the low regis-
texr of the t;umpet used to create an individual, personal sound.
Exceptifér the first and second trumpet all the brass and woodwinds
are playing the same rhythmic pattern in éctaveé. What stands out
in this passage is the economy of means employed to gain the desired
effect. The first and second trumpet figure,as an anticipation of
the unison syncopated figufe, b;lances well azgainst the other parts.
The horns are used as before to emphasize the choral parts, but not

so much harmonically as melodically.

7 . L . .
Nestyev, Prokofiev, p. 479.
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Fig. 20--Prokofiev, Alexander Nevsky, IV, measures 1-6
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Fig. 21--Prokofiev, Alexander Nevsky, IV, measures 7-11
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In measures seven and sight (see Figure 21, page 39), he uses
the First and second horns in unison to emphasize the most im-
portant notes of the meiodg while leaving the tones of secondary
importance to the chorus.

In Figure 22 is used a sihilar technique, the’;rombones and

tuba now added for more emphasis, that is reserved for the imf

portanf cadences on the fourth and first beats of the measure.
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Fig. 22--Prokofiev, Alexander Nevsky, IV, measures 21-25

In Figure 23, page 41, the trumpets and herns in measurés
twenty-eight and twenty-nine appear in what can be‘termed'a conven-
tional manner. The figure is like a fanfare in its appearance; and
the trumpets and horns are in thirds, a practice that dates back to

s

the first use of brass instruments in classical music. ‘In this
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instance it seems very appropriate io fall back on an old estab-
lished practice because the brass instruments are doubling the
vocal parts and reachinb a climax at the same time.

In measures thirty through fhirty-three the horns are used
very effectively to modulate from E Flat major to Q.major and éo
provide some feeling of inner motion as the tempo slackens its

pace.
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Fig. 23--Prokofiev, Alexander Mcvsky, IV, measures 26-33

After a slow section which contrasts beautifully with the.pre-
vious one, the brass enter in measure sixty-five (Figure 24,
page 43), where they serve,;-triple function. They effect a modu-
lation back to E Flat major, prbvide a return to the oviginal tempo,

and support a change in the vocal texture as the sopranos and altos

take up the original thene.
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This is perfect integration of brasses with choral parts and
supperts the total concept of the movement. With two well placed
notes Prokofiev. returns to the original mood of a call tc arms..

This section ends with the "fanfare-like" figure found origin-
ally in measures twenty-eight and twenty-nine. Pqupfiév has very
judiciously maintained his individualistic scoring orf the brass
section. When he does use a well entrenched practice, he uses it

to its best advantage.
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Tig. Z24--Prokofiev, Alexander Nevsky, IV, measures 65-66




"The Battle on the Ice"

This section is the culmination point of both the motion
picture and the canta£é.' It is a massive movement, both in
length and content; and there céﬁ be no doubt in the mind of the
listener that the battle that took place on Lake Chud was brutal
and devast%ting. The brasses are used very extensively and pro-
vide some of the most dramatic and powerful seguences.

The first enfrance of the‘brass in Figure 25 is a statement
of the Teutenic Knights fanfare. Prokofiev uses a muted trombone

and Engliéh horn played off-stage to give it a feeling of Dis-

tance, a .foreboding sound serving as a final call to hattle.

Ia distanse

Fig. 25--Prokofiev, Alexander Nevsky, V, measures 13-16

In Figure 26, page 44, the tuba is ajain used a scla and enters
with a development of the original farnfare. 7The second horn and
tenor saxophone enter two measures later with a restatement of the

last three measures of the fanfare. The tuba's development c¢f the
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theme lends motion and i3 in keeping with the iuncreasing intensity
of the battle.
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Fig. 26--Prokofiev, Alexander Nevsky, V, measures 20-25

Figure 27, page 45, illustrates the rhythmic aspect of
Prokofiev's writing that pe himself labels motor, firmly estab-
lished in the strings and woodwinds combined with an interesting
use of the first'trumpet. The first trumpet, con sord, is used to
ech? the'figure played by the violins and violas. The trumpet is
the only instrument playing this line; it lends an important contra-
puntal element to the momentum of the combined violin, viola, and
trunpet line.

The motor rhythm of Frokofiev was mentioned in the preceding
paragraph; but, as seen in Figure 28, paue 4€, the composer creates
an even greater rhythmic drive by his use of the tuba (measures

fifty-one and fifty-two). In haviog the tuba play only the
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Fig. 27--Prokofiev, Alexander Nevsky, V, measures 36-39

dowrbeats and in not doubliing the string bass part; which is an
entirely feasible texture, Prokofiev has reinforced the natural
"strong-weak" division of each individual beat. This serves to
increase the rhythmic energy of the beats and provides a change in
the basic feeling of the rhythmic pattern (which had remained the
same since the start of this section).

Figure 29, page 47, shows the careiful attention given to tone

color and tessitura in the brass writing. The trumpets are placed

at the very bottom of their range and are.cowbined with the
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Fig. 28--Prokofiev, Alexander Nevsky, V, measures 48-52

trombones. All the brass are muted, adding a harshness to the
motive, which depicts the cruelty of the battlefield. Of special
importance is the horn entrance in measure seventy-eight. Rather
than having the trumpets go up to their C#, thereby-des;roying the
strength of the theme, the horns enter with the proper C# in the
corrédt octave and carry the theme to its climax. -

In measure seventy-nine the third trombone drops out leaving
the horn sound to predominate. 1The third trombone had been the
only instrument playing senza scrd; now his exit leaves the first
and second trombone and first and third horns,gga §2££" playving

against the third and fourth horns, senza sord. The tonal color of
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the muted instruments now predominates but is strengthened by the
instruments playing senza sord.
The second *trumpet, con sord, takes over the role of keeping

the pulse going by offsetting the rhythmic patfern of the strings
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Fig. 30 -Prokofiev, Alexander Nevsky, V, measures 88-91

and high woodwinds. In measure ninety Prokofiev alters the origin-
al fanfare by retaining the tuba and first and second horns on G
instead of completing it in octaves. 1In order to offset this

change, and to retain the strength of the climax, the first trumpet



enters, senza sord, with the originai ending of the fanfare. This
entrance of the first trumpet keeps the fanfare pushing ahead to
its climax and offsets %he sustained note of the tuba and horxn.

As this section progresses toward its large climax and the
entrance of the chorus, Prokofiev uses the trumpets to sustain the

emotional intensity until measure ninety-nine in Figure 31.
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Fig. 31--Prokofiev, Alexander Nevsky, V, neasuras 93-100
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The ferfare enters in measure.ninety«three; here the compcser
prevenis a premature ciliimax by beginning the fanfare again in mea-
éure ninety-seven. When the full force of measure ninety-nine
arrives, Prokofiev wisély leaves the ﬁredominant_rhythmic part to
the chorus, saving the trumpeté until measure one h?ndred and
thereby making their entrance stronger.

So far the trumpets have been used in this section mainiy to
state the fanfare and provide the ominous sound associated with
the Teutonic Knights. In Figure 32 they assume the role of main-
taining the motor rhythm alternating with the French horns. This

excerpt also illustrates one of the few instances where all the

trunpets play the same rhythmic pattern.

Fig. 32--Prokofiev, Alexander Nevsky, V, measures 118-120

Because of the drumatic association of ominous and foreboding
mocds with the trumpets, the use of the first trumpdt in Figure 23,

page 51, markedly stands out. This treatment certainly is not new,
iy

but it takes on new dimensions because of Prokofiev's characteristic

.



51

uses of the trumpet to this point. It is also the first use of a
trumpet doubling a woodwind instrument,
In Figure 34, page 52, can be seen a combination of the brass

motive first heard in the second ‘section, measure seventcen, with
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Fig. 33--Prokofiev, Alexander Nevsky, V, measures 129-1321

the.Knights' fanfare. Against the full orchastra and chorus these
brass motives maintain their full individuality and dominant posi-
tion with respect to the total ensemble.

Figure 35, page 53, is an evample of Piokofiev's excellent
integration of dynamics with instrumentation. Imnstead of just
using dynamic markings, which are relative, Prckofiev, through the

addition and deletion of instruments, obtains a more positive con-

trol over the dynamics.
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Measure 188 btegins forte with the trumpeti entrance indicating
a crescendo into measure 189. To compensate foir the tuba’s de-~

creasée to mezzo piano,one trumpet states the theme, and only the
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Fig. 35-~Prokofiev, Alexander Nevsky, V, measures 188-191

first and second horn continue past measur2 188. This provides the
mementum geing into measure 189 but not the heaviness that wonld
result if both trumpets and all four horns had continued until the
key change in measure 192.

Prokofiev returns to a pclytonal harmonic structure in' Figure

36, page 54. Against a key center of B-Flat in the strings and
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woodwinds, the fantare enters in C#¥ minor. This polytonal
technique is also used within the brass section,as seen in Figure

37 below.
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Fig. 37--Prokofiev, Alexander Nevsky, V, measures 294-298

The fanfare has been stated in the key of G# minor by the
.

second‘and third trumpet when the tuba, first trumpet, and horns
enter with the same theme in G minor. Such polytonal treatment of
the fanfare is very effective, as it keeps thellistener censcious
of the nature of the invaders while depicting musically what was
earlier shown on the motion picture screen.

A different treatment of this same fanfare canrbeiseen in
Figure 38, page 56. Rhythmically it is both a diminutioﬁ_and an
augmentation of the original, but'a greater interest lies in the
mzledic structure. The theme is first stated senza sord.by two
trumpets and two trombopes,and the listener expects it to be
carried to its normal conclusion; but in measure 257 instead of

leaping a perfect fifth to C#, the motive descends a minor sixth

to © natural, Thié alteration is in keeping with the éynamic
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change which occurs in measure 258, bqt it still keeps fhe listen-
er's interest by the sudden leap downward. Harmonicaliy#lthe faﬁ»
fare is in G# minor, played against a tonal centef of B-Flat major.’
In measure 260 éppears the first true use of_anu"echo" effect by
Prokofiev. The fanfare is piayed in its same configuration,but it
is now muted. He has kept the polytonal aspect in ;ﬁe "echo™ by
stating it in F minor agqinst a tonal center of D major. With the
change of only one tone, Prokofiev has given the fanfare a new
character and kept thé listener interested in its development.

In tﬁe final climatic moments of this panorama, the brass
serve as a bridge between the striﬁgs and woodwinds. In Figure 39,
page 58, the trombones, by their pyramiding figure, and the trumpets,
by their change in registers, support the ascending string passage
and seem to make the woodwinds' descending passage a logical out-
growth of what has preceedéd. The whole structure in this passage
seems to be perfectly integrated to provide a very strong,>unified
climax.

Prokofiev plainly expounds upon the capabilities of the brass
gecfion by reversing their role, as sho&n in Figure 40, pagé 59. Un-
til this point the'brass have depicted boldness, strength, and
cruelty. In this final entrance before the "Field of the Dead,"
the brass form the link between the ferocity of battle and thé
grief that ultimately follows. 1In the short space of six_mégsures
Prokofiev proves that the brass section is just as capable of

tender passages as of those portraying the opposite end of the

emotional. spectrum.



Fig. 39--Prokofiev, Alexander Nevskv, V, measure 319
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Fig. 40-—Prokofiev, Alexander Nevesky, V, measures 349-357

The "Battle on the Ice" has shown the importance that Prokofiev
assigned to the brass section. BEvery brass entrance plays an
important role in the overall scope of the movement. His selection
of instruments, use of mutes,and use of doublings are conmnsistent
with the descriétive nature and emotional mood of this movement.

"Alexandex's Entry into Pskov"

The final movement of the cantata is the most melodramatic,
and for the mest part the brass play a subservient role to the rest
ot the orchestra and chorus. With the first chord Prokofiev estab-
lishes a triumphant mood signalling the victorious return of Prince
Nevskﬁ.' The power oi the first chord, both musically and psycho-
logically, is provided by the brass section, as can be seen in.
Figure 41, page 60. 7The horn parts are doubled on perfect intervals
rather than forming a complete chord, and this voicing contributes

heavily to the strength of the complete chord.
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Fig. 41--Prokofiev, Alexander Nevsky, VII, nreasures 1-10

After the first measure the horns provide a feeling of mo-
and offset the sustained notes of the strings and chorus.
though from its initial entrance the chorus plays the main

in this opening section, the brass entrance in measure five

strengthens the feeling of victory by its entrance with the percus-

sion. This serves to keep the texture full when the alti, tenori,

and bassi drop out for 1wo beats, allowing them to make a fresh,

powerful entrance in measure six.
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With thé trumpet enirance in Figure 42 the mood changes from
- a statement of victory to one of celebration. For the first time
the trumpets are used in a strictly harmenic role, and their stac-

cato articulation is in keeping with the predominant mood of

gaieiy.
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Fig. 42--Prokofiev, Alexander NWevsky, VII, méasures 21-26

In Figure 43 the first and second trumpet appear in a texture

that has not been used previously.

Alexander Nevsky, VII; measures 53-54

~

The melodic Jine is divided betweesn the first and second trum-
pet.with a partial overlapping to provide continuity.' Mosf
probably this altermation was used-in order to provide the first
trumpet with a few well deserved bezats of rest. The pause is
momentary, and it is the first truapet that carries the line to its
ccnélusion.

In Figure 44, page 62, the final ciimax bhegins, and the horns

bhle as standard
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2
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e
N

enter »ith a countermelody that is easily re

practice in this finale-type setting. This is the only instance in
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the entive cantata where Prokefiev has not managed to alter a

standard practice and put his own stamp of individuality on it.
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ig. 44--Prokofiev, Alexander Nevsky, VII, measurés 95-102

- The cantata ends in a typically grandiose fashion with the
full orchestra and chorus. The counter-melcdy, as seen iﬁ F
45, page 63, in the first and second trombone is basically related
to the original Teutonic Knights fanfare, and its chromatic rise

leads directly and effectively into the last chord of the piece.
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SUMMAEY AND CONCLUSIONS

This research probliem has shown the means by which Prokgflev
has obtained a unigue sound by his writing for the brass section

in Alexander Nevsky, and how the brasses are used in relation to

the rest of the orchestra. Throughout the work he has succeeded

in maintaining a creative individuality that he considered to be
of the utmost importance. "The cardinal virtue ¢f my life has
alwavs been the search for originality. 1 hate imitation. I
hate hackneyed methods. I do not want to wear asayonz's maskf T

1 The fact that he maiantained this

Fe

want always to be myself.®

individuality in a wvery nationalistic setting is a further tribute

b

-+

O hiis

il

skill and creativitw.

In Prokofiev's writing for the tuba can be found the most
wf’eﬂtivc use of a single instrument it the entire work. Through-
out'tﬁe'work the tuba is employed in many different'settings, but
it always maintains its individuality. Prokofiev reali d the

capabilities

LI‘

of the tuba and assigned it a very important role in

the. overall contaxt of the work.

o
f'r
@

Tbe tuba not only Derro;ns traditional role in the brass

section,but appears as a solo instrument in several passages not

[/

lwostyev, PEOW“FLGV, p. 466.
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normally associated with the tuba. 1In the second section the tuba
is delicately balanced against the strings in a texture.that
evokes a stréng feeling of Russian nationalism. In the fifth
section, "The Battie on the Ice," the tuba is used in such a way
that it is the most predominant bass instrument, also playing an
important ﬁart'in the. thematic development of this section. As a
rhythmic instrument, the tuba constitutes an integral Factor in
purveying the motor element so important in Prokofiev's writing.
Through the examples givenyit can be seen that" Prokofiev
treated the tuba as a very important voice in the overail composi-

tional structure of the werk and did not mereiy assign to it the
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traditional role of providing depth toc the brass tutt
In creating new orchestral colors and veicings, Prokofiev has
shown that he, once again, gave the tuba careful counsideration as

a means to an end.

i

The Feeling of vast spaces and bleakness in the beginning of
the first section is due to the unique doubling of the tuba and
first violins at an interval of four octaves.

In the second section, "The Crusaders in Pskev;" thé.doubling
of the third trumpet and tuba at an interval of two octaves pro-
vides a scund that descriptively portrays the veiled treachery of
the Teutonic Knights.  This figure appears in several other move-
ments and always stands out no matter how full the @rchestfatian.

It is also in this second section . that Prokofiev_consistentlﬁ
uses muted and open brass together. By so doing, he is able.tb

produce a coloring that is veiy graphic and allows him te obtain
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exacting dynamic levels., In sone instances the same;type'af
instrument is used muted and open simultaneouslily., In adﬁifinn to
contrelliing dynamics,{his technique allows Prokofiev to create a
harsh timbre verv indicativg ot the mood.df battle.

In his use of the trumpe- s low register, Prokofiev has taken
advantage of a littie-used range on that instrument. In thisxv
tessitura Prokofiev has discovered a tonal queality that integrates
well with the nature of the»piece,and'ﬁne that i1s very unique. In
many sections of the work he uses this low vey _ster i »onJunc tion
with the horns to inteunsify the descriptive powér of a pussage.
Also, as a direct result of this use of the low register, the
trumpet writing in the normal range assumes added dimensions. In
a like manner, when the brass do appear in a traditiomal sefting,
they are much more effective because oF the contrast with Pro-
kofiev's special treatment of thewm.

Not only in the orheestral writing do the brasses play a
significant role, but also in the choral sections of the work.

The brass writing does not hinder the chorus in any way; there are,
in.fact,several instances in which it adds st -eucthadnd emphasis,
in the first section the brass are doubled with the vocal line
to reinforce a particular timbre or quality. In. the fourth sec-
tion, "Arise, Ye Russian Peopla2,” the brass provide the Ihytﬁmic
impetus for the chorus and alsu provide harmonic support.
“The conclusion to be drawn from this analysis of Alexander

Nevsky is that the orchestral brass instruments are treated in
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extures, each of which is capable of

Fd
o]

significant -compositional

its own emotional Furthermore, they are unique and

indispensable in this powerful and moving composition, a testament

to the creative genius of Prokofiev.
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