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ABSTRACT

The topic of this thesis was selected because of an 
existing need for an analytical study of the use of the 
trumpet and cornet in the early twentieth century, a time 
when composing for these instruments was especially adven­
turous. Three of the most important and most frequently 
performed orchestral works from this period were selected 
as a basis for the study, the early Stravinsky ballets—
The Firebird, Petrushka and The Rite of Spring.

This study consists of analytical and historical in­
formation intended for trumpeters, conductors, and anyone 
interested in the state of orchestration at the time. In 
order to provide an historical perspective, the first 
chapter includes discussion of the orchestra and the trum­
pet and cornet at the turn of the century, and Stravinsky's 
approach to the orchestra in general. Chapter two is con­
cerned with the general use of these instruments in the 
three ballets. Chapters three through seven examine spe­
cific techniques found in the trumpet and cornet parts of 
the ballets. Topics examined in detail are doubling, melod­
ic fragmentation, muting, syncopation, accents, polymeter, 
compositional devices, articulation and special,effects. A 
certain amount of analysis and background is included to 
facilitate the reader's understanding of the music.
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PREFACE

The topic of this thesis was selected because of an 
existing need for an analytical study of the use of the 
trumpet and cornet in the early twentieth century, a time 
when composing for these instruments was especially adven­
turous . Three of the most important and most frequently 
performed orchestral works from this period are the early 
Stravinsky ballets— The Firebird, Petrushka and The Rite of 
Spring. Although much has been written about Stravinsky's 
music, little attention has been given to how he used the 
instruments in question.

This study consists of analytical and historical in­
formation intended for trumpeters, conductors, and anyone 
interested in the state of orchestration at the time. In 
order to provide an historical perspective, the first chap­
ter includes discussion of the orchestra and the trumpet 
and cornet at the turn of the century, and Stravinsky's 
approach to the orchestra in general. Chapter two is con­
cerned with the general use of these instruments in the 
three ballets. Chapters three through seven examine spe­
cific techniques found in the trumpet and cornet parts of 
the ballets. A certain amount of analysis and background 
is included to facilitate the reader's understanding of the 
music.

ix
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C H A P T E R  I

ORCHESTRAL CONCEPTS AND IDEALS

Late Nineteenth and Early Twentieth 
Century Practices

During the last quarter of the nineteenth century the 
orchestra grew in size to its largest proportions since the 
gigantic ensembles of the French Republic around 1800. The 

increase in the number of instruments employed was due in 
part to the improvement of technical capabilities of the 
wind instruments• These improvements led to a more frequent 
use and a greater amount of experimentation by composers in 
extending the range, dynamic power and expressive quality 
of all the winds, especially the brass.

Richard Wagner was at the forefront of orchestral ex­
perimentation during the last half of the nineteenth century. 
His continual blending and mixing of timbres, his reinforce­
ment of a single melody line with various instruments, and 
his use of sustained tones in the brass produced the rich, 
massive texture which would be carried to its culmination 
in the symphonic poems of Richard Strauss and the symphonies 
of Gustav Mahler.

The orchestra which Strauss called for in Elektra 
required twelve trumpets, four trombones, eight horns and

1
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six to eight kettle drums.^ In Mahler's Symphony of a
Thousand, in addition to a mammoth orchestra, several

2choruses are deployed. The concept is that of blending 
colors, derived from soaring melodic lines and rich verti­
cal harmony, into a homogeneous whole. Both composers re­
lied heavily on the brasses, in addition to the strings, 
for tremendous levels of volume and sustained passages of 
crescendo and diminuendo. Trumpets, trombones, horns, and 
even tubas, were asked to duplicate active legato string 
parts. This technique reached its peak in Ein Heldenleben
and exerted considerable influence on the use of brass in-

3struments in the early twentieth century. Additional ef­
fects ,such as the muting of brass instruments, the use of

)

trills, and rapid chromatic passages were quite common.
In contrast to Strauss and Mahler, Claude Debussy 

was more concerned with a light, transparent instrumentation 
in which instrumental colors were no longer blended into one 
gigantic homogeneous sound but were juxtaposed with delicate 
sensitivity and finesse. Debussy's orchestral concept re­
volved around the use of woodwinds amalgamated with strings

1Joseph Machlis, Introduction to Contemporary Music 
(New York: W„ W. Norton, 1979), p. 41.

^Ibid.
3Adam Carse, The History of Orchestration (New York: 

Dover Publications, 1964), p. 319.
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as a primary orchestra center.4 Brass instruments were 
involved in the prevalent woodwind and string sound as 
coloristic devices, many times with mutes. The brass in­
struments sometimes sustain sounds for long periods of time, 
and at other times are very active; even though they rarely 

become forceful and brilliant, the trumpet and cornet parts 
of the Nocturnes, Iberia and La Mer do demonstrate contrasts 
in volume, timbre, articulation and phrasing.

Rimsky-Korsakov, who was Stravinsky’s teacher and 
main influence during his formative years, was also con­
cerned with separating orchestral colors but with a more 
brilliant concept in brass and woodwind scoring. His ap­
proach lies somewhere between the subtleness of Debussy and 
the robustness of Strauss and Mahler. The strings, wood­
winds and brass tend to be used separately and in sharp 
contrast to one another. The driving rhythms and brilliant 
orchestral sonorities found in Scheherazade, Russian Easter 
and The Golden Cockerel foreshadow the appearance of those 

elements in Stravinsky's ballets.
These, then, are the major influence on the orchestra 

at the beginning of the twentieth century, and, naturally, 
they made an impression on the young Stravinsky. In addition

4Paul Bekker, The Story of the Orchestra (New York:
W. W. Norton, 1936), p. 271.

~*Carse, op. cit. , p. 324.
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to Rimsky-Korsakov, there were other Russians who had a 
personal and lasting influence on him, especially Glinka, 
Glazunov and Mussorgsky. Through them he acquired a har­
monic vocabulary, a rich heritage of folksongs, and a sense 
of rhythmic drive which would culminate at varying degrees 
in each of the three ballets. He was also aware, in a
general way, of the music of the French composers: Gounod,

* 7Bizet, Charbrier, Franck, D'Indy, Faure, and Dukas.

Stravinsky1s New Approach 

The major influence in Stravinsky's approach to or­
chestration was his private study with Rimsky-Korsakov. An 
even earlier influence, however, was provided by an operatic 
performance:

Imagine my joy, therefore, when for the first 
time I was taken to the theatre where they were 
giving an opera with which as a pianist I was al­
ready familiar. It was A Life for the Tsar, and 
it was then I heard an orchestra for the first 
time. And what an orchestra— Glinka's ! The im­
pression was indelible, but it must not be sup­
posed that this was due solely to the fact that 
it was the first orchestra I ever heard. To this 
day, not only Glinka's music in itself, but his 
orchestration as well, remains a perfect monument 
of musical art-— so intelligent is his balance of

Lawrence Thomas Fredrickson, "Stravinsky's Instru­
mentation: A Study of His Orchestral Techniques" (D.M.A.
thesis, University of Illinois, 1960), p. 15.

7Joan Peyser, The New Music (New York: Dell, 1971),
p. 94.
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tone, so distinguished and delicate his instru­
mentation; and by the latter I mean his choice of 
instruments and his ways of combining them.®

Even though Stravinsky used conventional instrumen­
tation to a certain extent, his orchestra had an altogether 
new sound. Texts on orchestration have generally indicated 
what their authors felt to be proper and logical instru­
mental combinations. Stravinsky by-passed traditional 
logic of orchestrational procedure by approaching melodic,
harmonic, and rhythmic design with a new concept of instru- 

9mental color. He often dispensed with entire sections of 
the orchestra, confining his score to one particular instru­
ment or family of instruments.

Stravinsky's usage of the winds in various combina­
tions , with each other and with individual string colors, 
has been an important influence on orchestral technique in 
the twentieth century. His linear approach to harmony is 
a result of the contrapuntal involvement of individual 
instrumental lines, and thus his orchestration allows each 
instrument to stand out clearly. He generally does not 
double the melody line with a blend of instruments from 
various choirs, but instead emphasizes individual timbres.

8Igor Stravinsky, 
Victor Gollancz, Ltd., 1

(London:

^Theodore M. Finney, A History of Music (New York: 
Harcourt, Brace and Company, 1935), p. 576.
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To quote Stravinsky:
We have had enough of this orchestral dappling 

and these thick sonorities; one is tired of being 
saturated with timbres, and wants no more of all 
this overfeeding which deforms the entity of the 
instrumental element by swelling it out of all 
proportion and giving it an existence on its own.
There is a great deal of reeducation to be accom­
plished in this field.10

The most important technique seen in the way instru­
ments are used in the three ballets, however, is the em­
phasis placed on each instrument1s percussive possibilities. 
Stravinsky's orchestral approach was more rhythmic, using 
the brass as a primary force to articulate and propel the 
driving rhythms. In some instances, the result of Stravin­
sky ’s concern for rhythm actually elevated the brass above 
the strings and woodwinds in importance, resulting in a new 
concept of orchestral writing— that of the rhythmic orches­
tra.

Stravinsky1s use of the trumpet and/or cornet as a 
rhythmically driving force can be seen in all three of the 
ballets to varying degrees. The "Dance of the Subjects of 
King Kastchei" in The Firebird and the "Russian Dance" in 
Petrushka are examples of the use of the instruments to 
propel a metronomic pulse with no allowance for rubato, 
thus producing vigor and excitement. In The Rite of Spring, 
syncopation and displacement of accents are produced by the

•^Stravinsky, op . cit. , p. 195.
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trumpets, resulting in a variety of percussive metric 
pulses.

The use of the adjective "percussive," when applied 

to orchestration, usually refers to the concept of sharp, 
staccato, penetrating, rhythmic writing for the instru­
ments being used. The second tableau of Petrushka contains 
one of the most original sounds in the early twentieth 
century. When the orchestra "retaliates with menacing 
trumpet-blasts, Stravinsky produced a percussive sound 
that may be described as an orchestrated drum roll: a
fortissimo tremolo in the middle register of all instruments, 
above and through which muted trumpets and trombones sound 
a biting answer to the piano. This rhythmic-percussive ap­
proach to composition provided the vehicle for greater ex­
pansion in the role of the trumpet and cornet than that of 
the previous century.

llgric Walter White, Stravinsky: The Composer and His
Works (Berkeley and Los Angeles: University of California
Press, 1.966), p. 156.
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CHAPTER II

EVOLUTION AND USE OF THE TRUMPET AND CORNET

Evolution and Use to 1910

Beginning with the addition of valves to the orches­
tral trumpet, circa 1850, the instrument and the use of 
the instrument underwent a half century of transition. Tra­
dition dictated that the natural trumpet in F with tuning 
crooks to E, E-flat, D and C should remain in use. This 
instrument was still preferred in many localities, espe­
cially in Germany and Austria, until the turn of the cen­
tury . In other countries and in some areas of Germany and 
Austria, the valved F trumpet with tuning crooks gathered 
popularity. Thus, the valved instrument and the natural 
instrument existed simultaneously in European orchestras 
for a half century,

Eventually, due to virtuoso demands of the composer 
and technical improvements in valved instruments, the valved 
trumpet completed its triumph over the natural instrument. 
And although composers continued to write for various crooks, 
players began to use fewer and fewer crooks by transposing 
the parts at sight.^

^Adam Carse, The History of Orchestration (New York: 
Dover Publications, 1964), p. 292.

8
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In France and Russia, smaller valved instruments in 
B-flat, A and C were being used. Also, the cornet, which 
had been in existence since 1825, found its greatest orches­

tral use in these two countries. The French have had a long 
tradition of cornet and trumpet virtuosity. The symphonic 
use of these two instruments together extends back to the 
works of Berlioz and Meyerbeer. Since the cornet first 
appeared in the works of these composers, the French have 
held it in high esteem.

From the beginning, the cornet earned much undeserved 
abuse from composers, orchestrators, theorists, and critics. 
Several factors led to this predicament. First, the bad 
playing frequently heard at street corners and in inferior 
bands, along with the fact that the cornet adapted easily 
to light music and dance tunes, had an adverse effect on 
serious musicians. Secondly, because its tone was always 
compared to the trumpet, the cornet was saddled with de­
scriptions such as coarse, vulgar, commonplace, trivial, 
toyish, et cetera. Berlioz even referred to the cornet as 
detestably vulgar and noisy.^ Much of the problem stemmed 
from the fact that often the cornetist * s education had been 
left in the hands of the town-band or military musicians. 
However, as the instrument developed, it did find legitimacy

Sibyl Marcuse , Musical Instruments (New York: W. W.
Norton, 1975), p. 127.
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in France, and by 1857 was elevated to inclusion in a 
course of study at the Paris Conservatory.

At the turn of the century the cornet was not as 

closely related to the trumpet as it is today. It had a 
greater amount of conical tubing and a deeper and more 
conical mouthpiece than the modern cornet. The construc­
tion of the instrument allowed it to have a dark tone 
quality. The conical bore and deeper mouthpiece also made 
it easy to play smooth, lyrical solos. This also detracted 

from its ability to play heroic fanfare figures, which are 
generally associated with the trumpet.

The cornet also had been associated with less than 
genteel connotations. Much of its use in the nineteenth 
century was relegated to dance halls and other locations 

devoted to common entertainment. Stravinsky was quite 
aware of these connotations, as borne out in his usage of 
the cornet in Petrushka.

French composers utilizing the cornet in the nine­
teenth century, in addition to Berlioz and Meyerbeer, were 
Bizet, Franck, Chabrier, Dukas and D'Indy. These com­
posers were influential in the first significant Russian 
usage of the instrument in the ballets of Tchaikowsky; this 
apparently led to the choice of that particular instrument 
for Petrushka.
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Stravinsky 1s Use 

The scores of the three ballets examined here demon­
strate that Stravinsky's approach to the entire orchestra 
varied from previous traditions. His concept of a percus­
sive , rhythmic orchestra quite naturally drew heavily upon 
the brass and percussion sections. His usage of the trumpet 
and/or cornet in this manner appears in varying degrees in 
all three ballets.

The trumpet passages in The Firebird, especially in 

the "Dance of Kastchei's Subjects," demonstrate an awareness 
on Stravinsky1s part that the trumpet is a valuable instru­
ment for volume reinforcement and for providing rhythmic 
accents and syncopations.

The trumpet and cornet are used in the most varied 

fashion in Petrushka. The contrast in usage of these in­
struments in this ballet ranges from the brutal, percussive 
use as found in The Firebird to the most lyric. Here it is 
evident that Stravinsky was also aware of the capabilities 
of the cornet: its dark tone, its lyric qualities, and its
dance-hall reputation. All of these attributes are empha­
sized in the waltzes and the dance of the ballerina.

The characteristic percussive use of the trumpet 
found in the two ballets previously mentioned culminates 
in The Rite of Spring. It contains the most incisive use 
of the trumpet as a driving, rhythmic force. (In this
ballet the trumpet is used almost solely in this way.)
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The last two ballets contain an increased level of 
technical difficulty in the trumpet and cornet writing. Due 
to the fact that these were composed after Stravinsky had 
heard The Firebird and many other compositions performed by 
the orchestra of the Paris Opera, they may have been com­
posed with specific virtuoso trumpeters in mind. It is 
possible that Stravinsky took Strauss' advice in his new 
edition of the Berlioz treatise on orchestration: "I advise
all my young colleagues to go into the tuning room of the 
orchestra and to study what the musicians are playing there,
when they feel unobserved. In this way one can learn what

3the instruments can do in reality."

Whether or not Stravinsky took the above quote to 
heart, one thing is certain. In these three ballets, Stra­
vinsky used new and existing techniques in such an imagina­
tive fashion that the usage of the trumpet and cornet was 
transformed from a nineteenth century approach to that which 
we are familiar with today— musically, idiomatically and 
dramatically.

Stravinsky1s Selection of Instruments
Stravinsky's preference for smaller instruments pro­

gresses through each of the ballets and their revisions.

3Paul Bekker, The Story of the Orchestra (New York:
W. W. Norton, 1936), p. 265.
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The original score of The Firebird was composed for four 
trumpets pitched in A. The 1911 version of Petrushka was 
published for two trumpets and two cornets pitched in A 
(and/or B-flat), and piccolo trumpet in D. The Rite of 
Spring was scored for four trumpets in C, bass trumpet in 
E-flat and piccolo trumpet in D. The 1919 version of The 
Firebird was rescored for two trumpets in C , and the 1947 
version of Petrushka was rewritten for three trumpets in C 
and B-flat. The 1919 version of The Firebird is now consid­
ered standard, so all examples cited from The Firebird are 
from that version. Pertinent differences between the 1911 
and 194 7 versions of Petrushka will be examined even though 
performances of the later version are not as frequent as 
those of the earlier scoring. There is also much similarity 
in use of the instruments in the two versions.

Stravinsky's choice of smaller instruments pitched in 
C , B-flat and A allowed greater security in the trumpeter1s 
execution of jagged, percussive passages which occur in many 
sections of the ballets. Where Mahler and Strauss scored 
for F trumpet in its extreme upper register, Stravinsky was 
able to score the same concert pitch in a lower harmonic of 
the instrument. The following example is from The Rite of 
Spring, first tableau. The scoring is for piccolo trumpet 
in D and for four trumpets in C . Even though this fanfare- 
type passage is reasonably difficult as written, it would
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be extremely difficult to perform on the larger valved
trumpet in F, considering required speed and brilliance.

Example 1. The Rite of Spring, "Ritual of the Rival 
Tribes," measures 69 and 70.

F**,"■?„ r----y-- *-i
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The use of the piccolo trumpet in D allowed for more attacks 
with greater sureness and ease on extremely high pitches, as 
is noted in some later examples.

The cornet is used only in Petrushka and was probably 

selected because of its less than genteel connotations. It 
is used at times to perform music related to the romance 
involving the Ballerina and the Moor, and other human and 
worldly happenings at the Shrove-Tide fair.

The bass trumpet in E~flat is used to perform material 
which is either out of the range of trumpet in C or which 
was originally scored for horn. Stravinsky rescored several 
passages for it which were originally written for horn.
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ORCHESTRATIONAL EFFECTS OF 
THE TRUMPETS AND CORNETS

Different Approaches to Doubling 

Stavinsky's approach to doubling of the instruments 
at either the octave or the unison is generally geared 
toward maximizing intensity of the line being doubled. 
Unison doubling is frequently used, and is more piercing 
and strident than doubling at the octave. Stravinsky 
saved unison doubling for the most brutal and strategic 
passages in the ballets. For example, it is generally 
associated with Petrushka's personality and misery. In 
example one, both muted trumpets and cornets play in uni­

son, triple forte level, on the C triad of the Petrushka 
chord. Simultaneously, the rest of the orchestra is per­
forming trills or arpeggios based on the Petrushka chord. 
It should be noted that even though the trumpets are muted 
at this point, the unison doubling of all four instruments 
allows this passage to cut through the surrounding mass 
of sound.

15

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



16

Example 1. Petrushka, second tableau, measures 29-32.
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In the 1947 version, the forces are reduced to two trum­
pets in B-flat, but the effect is still quite penetrating.

Octave doubling, used about as frequently, has a 
similar effect to unison doubling, but the result is less 
intense dynamically. In these ballets, this type of dou­
bling is achieved either by doubling the trumpet or cornet 
with a different instrument, or by staying within the same 
family of instruments. Example two is the first trumpet 
passage of any length from the "Dance of Kastchei's Sub­
jects" from The Firebird. The trumpets are in octaves.
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Example 2. The Firebird, "Dance of Kastchei's Sub­
jects," measures 20 and 21.

The following example contains octave doubling in the trum­
pets and various combinations of octave and unison doubling 
in conjunction with the horns and trombone.

Example 3. The Firebird, "Dance of Kastchei's Sub­
jects ," measures 22-25.

Stravinsky also doubled instruments at the octave or 
unison by gradually adding instruments to increase volume 
and intensity. In the following example from Petrushka, 
an excruciatingly painful scream is developed in the trum­
pets and cornets as Petrushka is being attacked by the Moor. 
The trumpets and cornets are completely alone as each in­
strument enters separately at different dynamic levels and 
crescendos to a piercing climax.
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Example 4. Petrushka, fourth tableau, measures 
334-341.
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This device is also used on Petrushka’s final shriek 
at the end of the second tableau.

Example 5. Petrushka, second tableau, measure 105.

Occasionally Stravinsky doubled the beginning of a 
pitch or a chord in other instruments which would release 
their note immediately after the initial effect. In the 
following example the trumpets and cornets doubled at the 
octave by horns take over the phrase-ending sonority which 

was introduced in the entire orchestra. Immediately after 
the attack, the woodwinds, strings and harp cease playing, 
leaving only the upper brass to act as a pivot chord to the 
next dance. This technique achieves a bell-like attack 
and enhances the tone of the remaining instruments. This 
has been referred to as "attack" or "ictus'1 scoring.
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Example 6. Petrushka, first tableau, measures 70-73.

f l  f 'tr
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Doubling the cornet or trumpet melodically with 
strings or woodwinds provides interesting and varied or­
chestral colors. In Petrushka, a lyric melody by the solo 
trumpet is doubled an octave higher in the clarinet, and 
two octaves higher in the flute; it takes place in the
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first tableau as the organ grinder on stage plays the organ 
with one hand, pantomiming a cornet solo with the other.
The melody is from a popular French song, "Elle avait un 
jambe en bois."

Example 7. Petrushka, first tableau, measures 
123-130.

F l . l . U .

In The Rite of Spring, mezzo forte Trumpet I, in the 

middle range, reinforces first violins and Oboe I in the 
upper register and second violins in the middle register.
It is interesting to note that Stravinsky used only one 
trumpet at a medium dynamic level in the middle register 
to balance the oboe and strings which are marked dynamically 
higher.
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Example 8. The Rite of Spring, "Ritual of the Rival 
Tribes," measures 7-11.

O h .
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In the "Sacrificial Dance," forte trumpets are com­
bined with fortissimo violins, violas and Horns II, IV 
and VI to produce a violent ostinato. The powerful ac­
cents in the trumpets are accompanied by successive down- 
bows in the strings which produces a dark and heavy sonor­
ity.
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Example 9. The Rite of Sprinq, "Sacrificial DsncF.measures 164-171.
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The preceding examples demonstrate that Stravinsky 
did not hesitate to use the trumpet and cornet in a variety 
of ways where doubling is employed. Although he doubled 
these instruments primarily with each other in order to 
intensify the dynamic level, he also used them in combin­
ation with other instruments for achieving variations in 
timbre.
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Melodic Fragmentation and Interplay 

Melodic fragmentation is a prevalent technique in the 

cornet and trumpet parts of the ballets. A melodically 
fragmented passage which is divided among the trumpets, 
Cornet II and the trombones accompanies the entrance of 
Petrushka inside the little theater. The dynamics vary from 
pianissimo to forte, and all instruments are muted. The 
rapid triplets portray the frantic helplessness Petrushka 

feels upon finding the Ballerina and the Moor together.

Example 10. Petrushka, third tableau, measures 
185-197.
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Melodic exchange between trumpets themselves occurs 

as the ghost of Petrushka is jeering at the magician at 
the end of the ballet. Piccolo trumpet in D and Trumpet 
II in B-flat alternate arpeggios.
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Example 11. Petrushka, fourth tableau, measures 
399-404.

cu iv rc i

Fragmentation which involves a trumpet interacting 
with orchestral instruments other than brass is dramatically 
illustrated in the introduction to The Rite of Spring in an 

exchange between muted piccolo trumpet in D and Oboe I.
Both instruments begin in unison, and are scored in jagged 
ascending and descending arpeggios.

Example 12. The Rite of Spring, Introduction, first 
tableau, measures 61-68.
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Melodic fragmentation and interaction among trumpets, 
horns, oboes and clarinets, which involve exchange of me­
lodic material and pyramiding of entrances, immediately 
precede the curtain of the fourth tableau. The short, 
staccato fragments are rapidly passed from instrument to 
instrument until the pyramid first begins in the clarinets, 
and, as the curtain rises, is rapidly intensified by trum­
pets , horns, oboes, and finally cornets in the upper regis­
ter.

Example 13. Petrushka, fourth tableau, measures 26-31.

ct.n t.rv.

A soft, delicate solo in Trumpet I in The Firebird 
exchanges short melodic passages with, and is at times
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doubled by, the woodwinds. The trumpet easily penetrates 
the thin accompaniment in the strings.

Example 14. The Firebird, "Dance of Kastchei's Sub­
jects ," measures 73-77.
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Melodic fragmentation and interplay involving the 
trumpet and cornet have not only been observed in a wide 
variety of uses but also seem to have been employed at 
strategic points in the ballets. Examples ten and eleven 
are especially important passages to the story-line of 
Petrushka. Example twelve immediately precedes the haunting 
bassoon solo from The Rite of Spring. Example thirteen 
takes place just as the curtain rises on the last tableau
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in Petrushka, and example fourteen is a sudden contrast to 
the violent measures which precede it in The Firebird.

Use of Mutes
Stravinsky's use of mutes .is basically directed 

toward changes in timbre as opposed to volume reduction.
The orchestral straight mute, which has been used tradi­
tionally since the nineteenth century, is quite effective 
in focussing the tone of the trumpet into a very sharp, 
metallic timbre which cuts through the orchestra easily. 
This is the primary use of the mute in the trumpet and cor­
net parts of the ballets.

The mute is used to produce a very biting effect in 
the opening measures of The Firebird. The sharp, brittle 
quality of the rapid thirty-second notes in the "Introduc­
tion" is intensified through the use of the mute. In the 
following motivic exchange among the trumpet, clarinet and 
bassoon, the cutting effect of the muted trumpet is quite 
effective.
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Example 15. The Firebird, Introduction, measure 8.

Fagotti

Curjil 5b P»

In the "Dance of Kastchei’s Subjects," Trumpet I ef­
fects a sudden change in timbre with the immediate inser­
tion of a mute. The surrounding instrumentation changes 
from a full., sonorous quality to a more cutting, brilliant 

quality when the mute is employed. The trumpet line is 
doubled by oboes I and II in unison.
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Example 16. The Firebird. "Dance of Kastchei's Sub­
jects, " measures 155-161.
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In Petrushka, cornets and Trumpet II are muted to 

produce a series of strident, accented punctuations as the 
quarrel between Petrushka and the Moor reaches its peak in 
the third tableau. They are joined by muted trombones to 
intensify the percussiveness of the tritone-based sonority.

Example 17. Petrushka, third tableau, measures 
213-217.

KMgiyrf aordj /y‘

Piccolo trumpet in D and trumpet in B-flat are also 
muted as Petrushka's ghost gives its final dissonant ex­
clamation at the end of the ballet.

Example 18. Petrushka, fourth tableau, measures 
405-408.
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Most of the uses of the mute in all of the ballets 
are typified by the preceding examples. There are a few 
instances, however, where the mute is used in a more gentle
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fashion. One such passage is found in The Rite of Spring 
during the-"Ritual of the Rival Tribes." Trumpets I and II 
are muted in the most legato trumpet passage of the compo­
sition.

Example 19. The Rite of Spring, "Ritual of the Rival 
Tribes, " measures 29-32’.
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CHAPTER IV

RHYTHMIC INVOLVEMENT OF THE TRUMPET AND CORNET

Syncopation and Displaced Accents 

The trumpet and cornet have two prominent uses re­
garding the rhythmic elements of the ballets. These are 
to provide rhythmic drive through explosive syncopated at­
tacks and to shift the rhythmic pulse through the use of 
displaced accents. In The Firebird, a brief but effective 
passage appears in which consecutive offbeats in Trumpet II 
propel the rhythm of the thematic material in the "Dance of 

Kastchei's Subjects." The trumpet line is doubled one and 
two octaves lower in the horn.

Example 1. The Firebird, "The Dance of Kastchei's 
Subjects," measures 18 and 19.

Cersl.

T**»

In Petrushka the cornets and Trumpet I help push the 
rhythm of the "Gypsy Dance" through the use of offbeats.

32
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Example 2. Petrushka, fourth tableau, measures
156-161.

r
mi
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Cornets and trumpets in Petrushka, along with all of 
the woodwinds except bassoons, obscure the actual 5/8 meter 

by performing musical material organized into groups of 
four instead of five. The first eighth note of each mea­
sure is accented, but this does not prevent the meter from 
being obscured by the rising and falling of the eighth notes 
in pairs.
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Example 3. Petrushka, first tableau, measures 82-85.
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In another example from Petrushka, the rhythmic em­
phasis is shifted in the trumpets and cornets to the third 
subdivision of each beat through the use of accents and 
ties. Here the trumpet and cornet syncopation is used to 
reinforce the introductory measures of a solo clarinet 
cadenza.
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Example 4. Petrushka, second tableau, measures 81-83.

Cl. 1. 21.

Tr. I. B.

The trumpets, trombones and high woodwinds have a 
series of FFF quarter and eighth notes which are separated 
by rests, which continually displaces the accent from mea­
sure to measure in the following passage from The Rite of 
Spring. In order to clarify the example, four layers of 
rhythmic activity have been extracted from the passage.
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Example 5. The Rite of Spring, "Dance of the Earth," 
measures 56-60.

The trumpets and the trombones participate with the 
strings in punctuating the changing meters in the following 
example from The Rite of Spring.
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la R«

12
Tr. in Do

3

Tr. bas. 
is Mil.

2
Trim.

Vl.I

VI. II

Vi«.

Vo.

Cb.

Example 6. The Rite of Spring, "Sacrificial Dance," 
measures 172-180.

ent'rgtco
'P"cmtr

The preceding passages are certainly not the only 
uses of trumpet and cornet in providing rhythmic drive and 
explosive accents in the ballets. As stated in chapter 
two, one of the important and innovative aspects of the 
use of these instruments in these works is rhythmic. Thus, 
these elements can be seen in many different passages cited 
in this thesis.

Polymeter

The trumpets are involved in polymetric figures less 
than in the rhythmic techniques previously mentioned, but 
the uses are important to the musical scheme. In The
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Firebird, most of the orchestra, including the trumpets, is 
notated in 2/2. The piccolo, flutes, clarinets, bassoons 
and horns are given quarter notes in 6/4, which creates a 
three-against-two conflict for twelve measures.

Example 7. The Firebird, "Dance of Kastchei's Sub­
jects ," measures 207-211.

eempre f f

Coral

sempre ff

ires fo r i .

Immediately following this passage, the trumpets, 
trombones and horns are given accented half notes in 6/4. 
Three measures later, the trumpets begin a series of eight 

eighth notes per bar, reestablishing the rhythmic conflict.
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Example 8. The Firebird, "Dance of Kastchei1s Sub­
jects," measures 217-224.
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The first entrance of the trumpet and cornet in 
Petrushka takes place where their strong penetrating power 
is used to double the piccolos and oboes in a polymetric 
passage which is in conflict with most of the orchestra.
Two measures after the curtain rises, Trumpet II is joined 
by Cornet I and Trumpet I in a passage with rapidly chang­
ing meters. The time signatures change each measure from 
7/8 to 5/8 to 8/8 to 7/8 to 5/8 as the rest of the orches­
tra changes between 3/4 and 2/4. The trumpet line is based 
on a melodic and rhythmic variation of one of the folksongs 
(which will be discussed later) that is used extensively 
in this work.
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Example 9 .  Petrushka, first tableau, measures 3 3 - 4 1 .
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This passage is revised in the 1947 orchestration, 
which, although it alleviates a conflict in time signatures, 
does not change the effect.

Polymeter with no change in time signature can be 
seen in The Rite of Spring at the "Entrance of the Wise 

Elder," where all the trumpets are involved in a rhythmic­
ally complex passage in which the trumpets have overlapping 
patterns of different lengths. Trumpet I and piccolo trumpet 
are in contrary motion on a pattern which lasts four beats. 
Trumpet II has a pattern which lasts eight beats. Trumpet 
III has a four-beat pattern, and Trumpet IV has an eight- 
beat pattern. The ties across the bar lines, in addition 
to the rhythmic conflict with the bass drum, tom-tom and 
guero, create a distinct feeling of polymeter even though 
all time signatures are the same.
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Example 10. The Rite of Spring, "Entrance of the 
Wise Elder," measures 15-17.
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CHAPTER V

THE ROLE OF THE TRUMPET AND CORNET
IN COMPOSITIONAL STRUCTURE

Qstinato

The use of ostinato and/or pedal point has a har­
monically static effect, but at the same time generates 
rhythmic animation and agitation. It is an extremely im­
portant element in the trumpet and cornet passages in 
Petrushka and The Rite of Spring. However, there are al­
ready two notable examples in The Firebird. At number 
five, in the "Dance of Katschei's Subjects," the trumpets 
have staccato eighth and sixteenth notes. Trumpet I moves 
in a generally ascending chromatic line while Trumpet II 
remains stationary. This is accompanied by Horn I on a 
rhythmic ostinato, and violin and viola on an Alberti-type 

figure in sixteenth notes; this corresponds to the move­
ment in the trumpet lines while Violin I performs a legato 
melody.

43
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Example 1. The Firebird, "Dance of Kastchei's Sub­
jects ," measures 40-45.
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In the same dance, the trumpets and horns have a two 
measure repeated pattern of sixteenth notes in which each 
trumpet changes pitch periodically. This repetition is 
accompanied by ostinato or pedal type figures in other in­
struments of the orchestra, continuing to the return of the 
dance theme.

Example 2. The Firebird, "Dance of Kastchei1s Sub­
jects ," measures 130-134.
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In Petrushka the first example of both trumpets and 
cornets being used as ostinato instruments occurs at five 
measures after 8. The trumpets and cornets exchange mea­
sured eighth note trills which act as background material 
for the theme in the piccolos, flutes and oboes. The os­
tinato trill is doubled in the clarinets, bassoons and 
horns.

Example 3. Petrushka, first tableau, measures 86-89.

jr.

C l.!. U.

r. I I I .  !V.

mf

At the beginning of the "Russian Dance," the cornets 
perform articulated pedal points a major ninth apart which 
hammer out the rhythm of the dance theme. This is also 
doubled in the piano and Horns III and IV. The orchestra
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is tutti at this point, and the theme is in the flutes, 
clarinets, upper horns and piano.

Example 4. Petrushka, first tableau, measures 
296-301.

Pl&nti Piccoli

Flauti I. II.

Qboi I. II

Corao mglese.

I. II.

CUrinettimSiV
III

Faroiti

Cortu m F.

III. IV

Pistoniin Sib

Piano

Allegro grastopin
Violin! 1,

V io lin i IX.

V io l* .

V io lo n c f i lU . 

Contrabass!.
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As the curtain rises in the fourth tableau, the trum­
pets and cornets are joined by the horns in an eighth note 
ostinato pattern which alternates between a major triad and 
a diminished seventh chord and produces an effective swell 
into beats two and four of each measure. The slur and 
crescendo from the second half of each beat to the staccato 
eighth note that follows (reinforced by trombones and cel­
los) , has a remarkable driving effect carrying right into 
the action of the last tableau. The entire orchestra is 

performing some type of ostinato or pedal figure at this 
time.

Example 5. Petrushka, fourth tableau, measures 34-37.
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Trumpet I adds to a gigantic, swirling ostinato in 
the same work as it alternates sixteenth note scales and 
trills with Cornet II. They join the horns and the entire 
woodwind section in producing this effect.

Example 6. Petrushka, fourth tableau, measures 131-134. -

V io !*.
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In The Rite of Spring, Trumpet I and III exchange a 
staccato eighth note ostinato of alternating minor thirds 
which is balanced by the English horn in contrary motion.

Example 7. The Rite of Spring, "Dances of Young 
Girls," measures 150-153.

- - Y- - - - ~r~. -  — y- -. .
— j— — ^"'*"'^2'—

-tea—  - -ssa _  __
<ti

*r lj'*1* " * I™**"
4 = — — — ^ __,__ r- •„ ........... ..1--

------- ---------------
mf

In the same dance, all trumpets are involved in a 
driving ostinato based on staccato half diminished seventh 
chords. As the four trumpets in C perform staccato eighth 
and sixteenth notes, the trumpet in D is given the previous 
eighth note ostinato as Trombone I doubles the English horn.

Example 8. The Rite of Spring, "Dances of Young 
Girls," measures 155-158.
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In the "Sacrificial Dance," the entire orchestra is 
involved in an extremely percussive ostinato consisting of 
three distinct elements. The most melodic of these has 
Trumpets I , II and III reinforced with the trumpet in D 
participating in the accented successive down-bows in the 
strings. Bass trumpet in E-flat has sforzando eighth notes 
on the second beat of each measure also reinforcing this 
figure. The third element of this complex orchestral os­
tinato is left to the lower instruments.
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Example 9. The Rite of Spring, "Sacrificial Dance,"
measures 164-171.

Car. ia Fa <

Tr. ia Do

iEEE==p=S= ElEESjfE&r

‘“ •6? 5 '

m3

Tbo.

ijli.G.C.

n.I
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Parallel and Contrary Motion

Parallel motion among the trumpets and cornets re­
sults from the tendency on the part of some early twentieth 

century composers to utilize block-chord melody. The most 

striking example of parallel motion occurs in the entire 
brass section at the end of The Firebird. The parallel FFF 
accented major triads are a breath-taking prelude to the 
final gigantic crescendo.

Example 10. The Firebird, "Finale," measures 73-85.

C®rai

Tr**

TM*

In Petrushka a final rage by the Moor, four measures 
before 68̂  which precedes the entrance of the Ballerina is 
stated in the cornets and Trumpet I in fifths and octaves 
followed by tritones. All notes are sforzando.

mmpnti..
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Example 11. Petrushka, third tableau, measures
51-54.

I | 4
I j i.   . |

jfpfltj '[

Interrupting blasts in trumpets and cornets punctuate 
the folksong "Ia vechor moloda," in ascending and descend­
ing parallel motion in major and minor triads during the 
"Nursemaids' Dance."

Example 12. Petrushka, fourth tableau, measures 
206-212.

In The Rite of Spring, the four trumpets in C intro­
duce a theme of the "Dance of the Young Girls" in parallel 

chords based on major and minor thirds and seconds. This 
passage continues for fourteen measures, and is the first 
use of anything which resembles a lyric line in the trumpet 
parts.

I- fhi_ri am* —

f  L J

h V  f! f ffysrmjm;
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Example 13. The Rite of Spring, "Dance of the Young
Girls," measures 119-126.

! ( 
3 )

T r . is Do < 
3  /

An extreme amount of dissonance and brutality is 
achieved in the "Sacrificial Dance" through the use of 
parallel dissonances simultaneously moving in contrary 
motion. The four trumpets are involved with one element 
of the complex orchestral display— a descending scalar line 
of dissonant sonorities. This loud, sweeping passage is 
surrounded by flutter-tonguing woodwinds and tremolos in 
the strings. The effect is bone-crushing. This example 
contains many elements of primitivism, which is discussed 

in a later chapter.

^  J :
crtfJa.6.--
f

, .1 i r*“>i p**i
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Example 14. The Rite of Spring, "Sacrificial Dance,"
measures 91 and 92.

///
f 1 .a lto

M •f *;■
Ob

f/f m
C.in*. /y/gM* p'jmCI.

fff

>#
2.6

Cor. ia F* » 2-
3 .7
4 .8 J9

i. pice. 
ia  Rw

J f
T r .4  m nU  in T r  bns. in M iV

*#

div. a 3

fjj

ffff
div x 3

iff jp semfre
EEA " * p srmfrr' ■

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



5 6

Contrast, Interruption, Sectionalization

Due to the modular structure of Stravinsky's style of 
composition, the trumpets and cornets are often called upon 
to suddenly interrupt the flow of the music at certain 
points in order to introduce an entirely new section or 
new material. Stravinsky has recognized and exploited the 
potential in these instruments for extreme dynamic range 
and color contrast.

The first use of the instruments in this fashion oc­
curs as the trumpets perform three forte octaves followed 
by melodic fragments in the cornet, which introduce Petrushka's 
confused and excited state as the Ballerina enters his room. 
The mood is immediately changed from a placid, euphoric 
state to one of utter chaos. This material is also rein­
forced in the woodwinds and horns.
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Example 15. Petrushka, second tableau, measures
66-70.

Aiipgro,«•

ffc===l====fci^^ I
J & ---------

CIS. U.

limit* p

T r. I II.

Later, the solo cornet interjects only three notes 
to interrupt the more tranquil musings of the Moor and in­
troduce the appearance of the Ballerina.

Example 16. Petrushka, third tableau, measures 61-66.

raff i ll

m * fiSpfa *»
f

tf0. tyn'f'hfrf tTt
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In The Rite of Spring four trumpets in C accompanied 
by horns and strings suddenly introduce the "Ritual of 
Abduction."

Example 17. The Rite of Spring, "Ritual of Abduction," 
measures 1-5.
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s r m f r t t
( p i t t i r - y ilEJrrfc "f iffiEfcfc£dE5ir:

The muted trumpets, completely alone, are used to 
abruptly introduce new material in "The Sacrifice." The 
first appearance of this important motive is only one bar 
in length, but is expanded four measures later.
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Example 18. The Rite of Spring, "Introduction to the
Sacrifice," measures 22-33.

The trumpets interrupt the progress of the "Mystic 
Circles of the Young Girls" with a sforzando attack which 
diminuendos into a soft transition and gradually builds in 
power to the "Glorification of the Chosen One." The 
sforzando attack also appears in the horns, and these two 
instrumental groups are alone at this sudden interjection.
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F i .  gr.

O b,

'o r .  in  Fa

Tr, so Do

Example 19. The Rite of Spring, "Mystic Circles of
the Young Girls," measures 51-56.

flO Z l poco a  poco crescendo ed

m u  « o rd ;)/C s

tflTf y

The use of the trumpet and cornet in providing 
structurally important elements to the compositions is 
quite varied. -His employment of these instruments in pro­
viding sudden interruptions in the music of the ballets 
ranges from piercing, forte sonorities to soft, subtle, 
muted passages.
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CHAPTER VI

METHODS OF ARTICULATION

Conventional Articulation

The contrast between Stravinsky's lyric use of the 
cornet and his bombastic use of the trumpet is exemplified 
in one example from Petrushka and one example from The Rite 
of Spring.

The most lyric solo in any of the three ballets is 
the one for cornet in the first waltz of the third tableau. 
The cornet is paired with the flute in a duet of the melodic 
material, and is accompanied only by solo bassoon arpeggios. 
The singing effect is exaggerated by the designation: 
Cantabile Sentimentalmente.

61
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Example 1. Petrushka, third, tableau, measures
102-1.21.
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In contrast, the most brassy, brutal use of the 
trumpet takes place in a jagged melodic pattern which en­
compasses an octave and a tritone. The passage is in the 
"Sacrificial Dance" and is scored for trumpets in D. Dy­
namics and performance instructions are FFF, marcatissimo, 
and en dehors. This repeated figure is accompanied by 

forte major triads, executed by three trumpets in C and 
bass trumpet in E-flat.

Example 2. The Rite of Spring, "Sacrificial Dance," 
measures 196-198.
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Another way in which Stravinsky approaches articula­
tion and phrasing is to alternate crisp, delicate attacks 
with a soaring lyric melody as in the "Ballerina1s Dance" 
from the third tableau of Petrushka. The lilting quality 
of this cornet solo is achieved by contrast in articula­
tions .

Example 3. Petrushka, third tableau, measures 67-94.

A lleg ro^ n«._______________      „  *     -C77

4-jnnim Inbn&JifajzT'i Irm ashi u —  u. m  w _ ^ j -*, , nufii/o p

Astern in Sii>
T a m b o u r  rn i l ita ir> 3 .!

j >j  - M — liJ-.cJ- -jij- -.-j tj .j>J Jj>J   i-J  aJ-vJ...

W cfrttrjtlftln uitun 3fiir \& ia \Uttis to
  — - i j .  j j . i-t jJ .  . i;J -'J-. ijii  iiJ  Itnmb.Hiat.

There is not only variety in articulations and phras­
ing in the use of the trumpet and cornet as solo melodic 
instruments, but also variety in their scoring in chordal 
passages.

Trumpets provide the upper voices in the heroic brass 
chords which are doubled throughout the orchestra in the 
"Finale" of The Firebird.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



64

Example 4. The Firebird, "Finale," measures 61-72.

Corn}

_ >. tins.M.

M,

In Petrushka the cornets and Trumpet I provide vio­

lent, dissonant, chromatic blasts along with the horns and 
trombones, to portray the unbridled rage of the Moor as he 
stalks about his room.

Example 5. Petrushka, third tableau, measures 45-48.

tm fm

In The Rite of Spring there are several uses of the 
trumpets as rhythmic punctuations while scored in chordal 
structures. In the "Dances of the Young Girls," the
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trumpets interject short, biting, quintal chords between 
passages in the flutes and first violins.

Example 6. The Rite of Spring, "Dances of the Young 
Girls," measures 26-31.

Multiple Tonguing

Passages which favor multiple (double or triple) 
tonguing demonstrate that Stravinsky was fond of rapid
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repeated articulations. Passages of these appear in each 
ballet. However, the final decision of whether to single 
tongue or employ multiple tonguing depends upon the trum­
peter' s ability and preference.

A passage in which double tonguing is an option, de­

pending on the tempo, is at the close of the "Dance of King 
Kastchei's Subjects" in The Firebird. The driving effect 
of the FFF eighth notes is sometimes enhanced by the use of 
double tonguing.

Example 7. The Firebird, "Dance of Kastchei1s Sub­
jects ," measures 241-247.

I.___
Hi. - —timnniiinr--—=^|p3f||gpi

Double tonguing also enhances the crispness required 
in a brief chromatic punctuating passage in Trumpet I dur­
ing the "Russian Dance" in Petrushka. The scoring for solo 
oboe, bassoon and trumpet accompanied by pizzicato cellos 
is especially transparent.

Example 8. Petrushka, first tableau, measures 
339-345.

Pist. M l w m Fill
Tr. i.n.

*>«<•<> wum, t n a p 1IS

i l l ®
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m m i m m *
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A light, gnetle double tongue is required by both the 
solo cornet and flute to complete the waltz of the Ballerina 
and Moor (the first part of which was cited in example one 
of this chapter).

Example 9. Petrushka, third tableau, measures 
1§,0-184.

X i -

'•U 4*iarU~n

t ± ~ U £ j

Several passages requiring multiple tonguing by the 
trumpets appear in The Rite of Spring. In the beginning of 
the "Ritual of Abduction," due to the quick tempo, the pic­
colo trumpet in D must double tongue the sixteenth notes in 
the rapid solo passage which is doubled in eighth notes by 
the clarinet in D, Oboe I , flutes and piccolos.
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Example 10. The Rite of Spring, "Ritual of Abduction,"
measures 1-6.

Presto 1= n: p ic c .2  m u U  in  F l.g r .S

~A-

All the trumpets double tongue the following chordal 
ostinato from the same dance. The passage is light and 
crisp, and reinforces melodic material from the previous 
example.

Example 11. The Rite of Spring, "Ritual of Abduction," 
measures 12-17.
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Triple tonguing is a necessity in performing the ex­
ceedingly fast triplets in the exchange between Trumpets I 
and II in the "Ritual of the Ancients."

Example 12. The Rite of Spring, "Ritual of the 
Ancients," measure 31.

i'----157-7;

i® Do

The previous examples are but a few of the passages 
which can utilize multiple tonguing to increase effective­
ness and ease in performance. However, the use of the tech­
nique in most cases ultimately depends on the tempo selected 

by the conductor.
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CHAPTER VII

EXTRA-MUSICAL EFFECTS 

Primitivism

Donald Grout defines primitivism as "the stylized 
imitation of primitive music by means of pounding frenetic 
rhythms, limited melodic range with much repetition of 
motives, and pungent, percussive h a r m o n i e s . M a n y  of 
these elements plus parallelism and ostinato, which are 
generally associated with primitivism, can be seen in ex­
amples previously cited. There are a few places, however, 
which emphasize the primitive elements.

Example one is scored for eight horns and five trum­
pets in an extremely dissonant, pounding orchestral fortis­
simo which is reinforced periodically by dissonant trombone 
chords. The triadic, parallel motion of the trumpets forms 
dissonant clusters with other instruments of the orchestra. 
The narrow melodic range and repetition in this passage 
also indicates folk derivation.

^Donald Grout, A History of Western Music, revised 
edition (New York: W. W. Norton, 1973), p.665.
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Example 1. The Rite of Spring, "Spring Rounds," mea­
sures 36-41.
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lillil

*W n n

£=^^1=3=iff. -sK ̂
^  ar 'jrn n

p=iP=E==§
m  . . . . .fff fff fff

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



72

In the "Sacrificial Dance," all five trumpets rein­
force the strings in a frantic, driving dissonance through 
rapidly changing time signatures.

Example 2. The Rite of Spring, "Sacrificial Dance," 
measures 11-18.

J Mart

Trumpets participate periodically in variations of 
the above example, continuing their forward thrust to the 
end of the work.

Example three demonstrates the more subtle use of 
primitive elements. The repetition and narrow range of
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this important trumpet passage are used in a much more sub­
dued manner than is generally associated with primitivism. 
This example was previously cited in conjunction with its 
use as a sudden change in character during the introduction 
of the second tableau of The Rite of Spring.

Example 3. The Rite of Spring, "Introduction to the 
Sacrifice," measures 29-33.

Programmatic Associations

Due to the programmatic nature of the ballets, most 
of the music in each work is directed towards an event which 
is taking place on stage. However, some passages have more 
obvious programmatic connotations than others. Many of 
these have been previously cited in other examples, such as 
Petrushka1s shrieks and jeers, and the evil elements de­
picted in Kastchei's garden from chapter three.

A few additional examples include the short accented 
sixteenth notes in example four which depict the Firebird 
as he plucks golden apples from the magic tree in Kastchei's
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garden. Stravinsky even refers to this effect in the muted
2trumpets as "pecking."

Example 4. The Firebird, "Variations of the Firebird,' 
measures 15-20.
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The tritone between the last two notes in measures 
two and three of the following material from The Firebird 
depicts the evil of Kastchei.

Example 5. The Firebird, "Dance of the Subjects of 
Kastchei," measures 55-59.

Tr*>«
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f If

f
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Another use of the tritone in the cornet parts ap­
pears in the following repeated figure from Petrushka which 
accompanies the appearance of a masker disguised as the 
devil who taunts the crowd at the Shrove-Tide fair.

2Jack Coleman, "The Trumpet: Its Use in Selected Works
of Stravinsky, Hindemith, Shostakovich and Copland" (Ph.D. 
dissertation 65-12, 257 University Microfilms, 1965), p. 52.
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Example 6. Petrushka, fourth tableau, measures 
266-268.
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The use of flutter-tonguing appears in Petrushka and 
The Rite of Spring to add emphasis to events on stage. 
Flutter-tonguing is used to portray the grotesque person­
ality of the Moor in the first appearance of the puppets in 
Petrushka just before the magician brings them to life.

Example 7. Petrushka, first tableau, measures 
288-290.

i v-
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Flutter-tonguing is also used to emphasize the more 
pagan elements in The Rite of Spring. In the following 
example it accompanies trills in the woodwinds and brass 
to add emphasis to the conflict between tribes in "The 
Ritual of the Rival Tribes."
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Example 8. The Rite of Spring, "The Ritual of the
Rival Tribes," measure 59.

trtm.

No other special effects are used in the trumpet or 
cornet parts in the ballets; the use of the aforementioned 
techniques is rare but tastefully used.
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