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PREFACE  
ON THIS PUBLICATION

THE HISTORIC COMPANIES BOOSEY & HAWKES  
AND SIKORSKI HAVE RECENTLY BEEN UNITED

Any earlier distinctions between their respective 
territories are no longer valid. Serge Prokofieff is one 
of the great composers of the 20th century whose 
complete oeuvre is now jointly represented by our 
international publishing teams.

We are taking this merger as an opportunity to present 
Prokofieff’s work in a comprehensive, multi-volume 
publication. In so doing, we are directing our attention 
both to evergreen classics and to his compositions that 
still await greater attention on the stage and concert 
platform.
 

We are pleased to be joined by some renowned  
Prokofieff experts for this project. Their specially  
written contributions are supplemented by brief  
introductions and detailed information on individual 
works.

The series continues with the genre of ballet.  
We wish you a stimulating journey of rediscovery!

Yours
Boosey & Hawkes | Sikorski
Promotion

Complete Prokofieff Works  
catalogue & information:

www.boosey.com/ 
ProkofieffWorkList

Publishing rights:

© Boosey & Hawkes, London,  
for all countries

© Boosey & Hawkes, London, for 
the UK, the British Commonwealth 

(excluding CAN), IRL, ZAF
© Sikorski, Berlin, for D, CH, E, GR, IL, IS, NL, P, DK, 
N, S, TR, PL, H, CZ, HR, SLO
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“More modern than thought, 
of universal quality”

All my ballets have an intimate relationship with the 
music that inspires them. No matter whether it is a 
symphonic or a narrative ballet, the music is always my 
most immediate and intimate partner. It is the music 
that excites me, that arouses such strong emotions in 
me that I have to get to my feet and move. In this re-
lationship – between music, emotion and movement – 
lies for me the real key to creation. When I meet with 
my dancers in the ballet studio to begin a new work, 
the purely rational recedes into the background and I 
simply listen to the music.

The music of Serge Prokofieff inspired me to create 
three of the major narrative ballets of my 169 works. 
Romeo and Juliet was, in fact, my first full-length work I 
choreographed. It was created more than 50 years ago, 
when I was a 31-year-old ballet director in Frankfurt. 
My primary goal was to develop a new ‘tanz’ dramatur-
gy, in which movement alone without the help of ‘pan-
tomime’ could communicate the characters’ inner state 
and human relationships. For this to work, I needed a 
score that gave me enough time and space to develop 
the characters and themes.

The Prokofieff score seemed optimal to me, although 
other choreographers used different music. Serge Lifar 
choreographed a Romeo ballet to Tchaikovsky's music, 
Maurice Béjart drew on Berlioz's dramatic Roméo et 
Juliette symphony, and Antony Tudor created a ballet 
to the music of Frederick Delius. Unlike these compo-
sitions, Prokofieff’s music was inspired by Shakespeare 
and written expressly for ballet. It enabled me to de-
velop a danced drama as in psychologically motivated 
theatre.

Twelve years later, I worked with Marcia Haydée's 
Stuttgart Ballet on A Streetcar Named Desire, a bal-
let based on Tennessee Williams’ work. Prokofieff's  
Visions fugitives formed the basis of the first part. The 
fragmentary way in which these sometimes very short 
pieces are composed has much to do with the form of 
my ballet in which memories and remembered situa-
tions weave a narrative framework. 

This music created a very special nostalgic atmosphere. 
Neither specifically American nor Russian, it also has a 

certain sadness for me – a hint of melancholy that can 
perhaps be compared to Chekhov's plays – a passing 
away of social norms and forms. 

When I choreographed Prokofieff's Cinderella score for 
my ballet A Cinderella Story in 1992, I was surprised to 
discover that the music was far more modern and at 
times actually more absurd than I had suspected. Al-
though, some of it seemed composed according to a 
libretto: two minutes of court dancing – as Petipa might 
have demanded it. In Cinderella, Prokofieff at times 
wrote some quite conventional, traditional and seem-
ingly uninspired pieces. But, alongside these are sec-
tions that sound wholly unconventional, idiosyncratic 
and absurd, such as the music of the Autumn Fairy. 
The waltz during the ball has for me a quite mysterious 
atmosphere, and the orchestration creates wonderful, 
suggestive, enigmatic, almost decadent sounds. Situ-
ations and emotions are evoked in the music in a way 

WELCOME  
FROM JOHN NEUMEIER
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completely different from what might be imagined. 
That is what fascinated me in my choreography: sounds 
and images that you wouldn't expect in a fairy tale.

I was particularly struck by the fact that this ‘fairy tale’ 
music was written during Europe’s darkest period of 
the 20th century. Prokofieff’s work on the score was 
interrupted during World War II by Hitler’s invasion 
of Russia, and the premiere did not take place until  
November 1945, a half year after the end of the war. 
Anne Frank began her diary almost simultaneously 
with this composition, in 1942. At first, it occurred to 
me to draw a connection here, confronting the fictional 
story with the real one. I thought about this concept for 
a long time, both consciously and unconsciously. Fi-
nally, I had to conclude that it was impossible to weave 
the two threads together without running the risk that 
a fairy tale world might make the deadly seriousness of 
the real story seem harmless. I then took a whole new 
path, a path of free association.

Prokofieff’s music is Russian, but belongs to the whole 
world. It is at home in international concert halls and 
theatres. Personally, it has been a part of my life for de-
cades, and has inspired works that have become a last-
ing part of the ballet repertoire. I see it as an indication 
of the universal quality of his compositions that remain 
ever open to new interpretations and artistic visions.

Alina Cojocaru and Edvin Revazov in Prokofieff’s  
ROMEO UND JULIA | Choreography: John Neumeier 
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Serge Prokofieff composed nine ballets in all. The first 
went unperformed and the last was still under revision 
when he died; the second (like the first) was conceived 
before he left Imperial Russia for America and Europe, 
the next four from his time in France during the 1920s, 
and the last three written in Soviet Russia, including 
the one left unfinished. The styles of his ballets also 
fall into distinct periods defined not by place but by id- 
iom. He moved from a primitivist (neo-nationalist) 
mode through constructivist and neoclassical styles; the  
longer, heavier Soviet ballets hew to nineteenth-century  
traditions. In every place and every style, Prokofieff had 
to change his scores, over and over again, to accom-
modate the people who commissioned them. Each was 
a struggle but most succeeded, and three have found 
their way into the permanent repertoire.

His mentor in the art was Sergei Diaghilev, impre- 
sario of the Ballets Russes, a Paris-based company 
that strove to be on the modernist cutting edge. Some 
ballets he presented were decidedly anti-balletic, de-
molishing the genre in service of its provocative re-ani- 
mation. One path to modernism ran through the past, and 
Diaghilev commissioned courageously designed and 
danced ballets based on Slavic exotica. Influenced by 
that approach, Prokofieff’s first ballet, Ala i Lolly (1915), 
to a scenario by poet Sergei Gorodetsky, is set among 
the Scythians, the nomadic peoples of the Eurasian  
steppe, and features an assortment of pagan gods, 
monsters, and moon maidens. The score is in turn bar-
barous, mysterious, and glorious with the dance of the 
pagan monsters represented by a wall of brass, stacked 
chords, and hard-driven, syncopated ostinato patterns. 
Diaghilev rejected Prokofieff’s orchestral tour de force, 
hearing echoes in it of Igor Stravinsky’s scandalously 
successful Le Sacre du printemps and the conventional 
ballet d’action dramatic structure wherein the hero de-
feats evildoer to rescue a maiden with assistance from 
a magical helper. 

Prokofieff rebounded from this setback with Chout, 
a ballet based on a fairytale collected by Alexander  
Afanasiev. It’s a Russian life-in-the-provinces burlesque 

INTRODUCTION  
BY SIMON MORRISON

The young composer around 1920
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about a “buffoon who outfits seven other buffoons” 
and swindles a merchant. Diaghilev fashioned the sce- 
nario for Prokofieff with help from Leonid Massine. 
The music matches the mayhem and merriment of the 
plot, with quick-change effects, hairpin dynamics, and 
harmonic clashes. Barnyard noises and fiddle playing 
complement the village setting. Prokofieff assigns the 
buffoons’ wives a seven-part fugue and their daughters 
a Glinka-style round dance. The magic comes from the 
folksong-inspired melodies and the pantomimic pas-
sages depicting beating hearts, a cracking whip, and 
the abduction of a goat. Diaghilev accepted Chout for 
production, but not before Prokofieff added entr’actes 
and integrated the episodes, excising marvelously il-
lustrative passages that tracked the physical action 
second by second. It premiered on May 17, 1921, at 
the Théâtre de la Gaîté in Paris, with choreography by 
Fyodor Slavinsky and Mikhail Larionov.

Prokofieff’s next ballet was composed for Boris Romanov,  
who ran a touring ballet company out of Berlin and had 
a tangential connection to Diaghilev. Prokofieff met 
him in St. Petersburg before the Russian Revolution, 
and accepted the commission as a side-project. Titled 
Trapèze, the plot derives from an earlier project by 
Romanov, a “puppet farce” called “What Happened to 
the Ballerina, the Chinamen, and the Tumblers.” The 
scenario presented to Prokofieff had five parts, and he 
scored it, to suit Romanov’s modest operation, for five 
instruments: oboe, clarinet, violin, viola and double  

bass. It opens with a theme and variations for the bal-
lerina, then shifts to a group of boors, tumblers (for 
which Prokofieff composed a rapidly unfolding fugue), 
and then Chinese characters, who fight the others over 
the ballerina. She perishes in a firecracker explosion, 
and general mourning ensues. Romanov changed his 
approach from comedy, which he claimed bored him, to 
theater of the grotesque, with décor made of ropes al-
lowing for the dancers to crawl up walls and spin in the 
air. Little is known about the premiere, on November 
6, 1925, in the German town of Gotha, and Prokofieff  
repurposed the music, fashioning from it his Quintet in 
G Minor and a related Divertissement. 

His third ballet, Le Pas d’acier (1925-26), updated the 
Slavic exotica of earlier Ballets Russes productions 
knowing that the Soviet Union under Stalin would now 
fascinate Parisian audiences. It was conceived in two 
acts, the first set before the Russian Revolution and in-
volving a processional of peasants, hawkers, and vari-
ous ne’er-do-wells along a railway station platform; the 
arrival of a train; a group of Commissars; petty thieves; 
an orator (who reads Marx to the crowd from a book 
that falls from his hand, only to have it bounce back 
on a rubber band; and a love intrigue between a sailor 
and a cigarette girl). The entr’acte was to have sym-
bolized the transition in Russia from a rural to indus-
trial economy with the dancers, in Leonid Massine’s 
choreography, transforming the railway station plat-
form into the outlines of a factory. Act 2 of the ballet,  

Stage design draft for Chout by Mikhail Larionov, 1921
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allegorizing the fulfilment of one of Iosif Stalin’s Five-
Year Plans for brutally rapid economic development, 
included machine dances (imitating hammers, pistons, 
and conveyor-belts), culminating in the dramatic reunion 
of the sailor and cigarette girl in their new, proletarian 
costumes. The ballet celebrates harmonious labor, with 
individual desire subordinated to the collective good.

That, at any rate, was the plan, which Prokofieff de-
scribed as an exercise in “lyricism” and “simplicity” 
in the first half, and then, in the second, an intricate-
ly rhythmicized representation of “hammers large and 
small, transmission shafts turning and flywheels, as 
well as flashing colored light signals.” The Construc- 
tivist set, by Georgiy Yakulov, was to have danced along 
with the dancers. Diaghilev demurred on the scenario, 
however, and turned the first half into a baffling series 
of skits taken from Russian folklore. This plan left the 
big skit in the second half – the metamorphosis of the 
hero and heroine into model urban workers – devoid of 
sociopolitical context. Even so, the ballet succeeded, 
and the June 7, 1927, premiere at Théâtre de la Ville 
baffled reviewers while causing a political stir. Le Pas 
d’acier remained in the Ballets Russes repertoire until 
1929. Prokofieff imagined a performance in Moscow, 
but the Russian Association of Proletarian Musicians 
condemned the work as a satire of the Soviet experi-
ment and prevented the production.

Before Diaghilev died in 1929, Prokofieff collaborated 
with George Balanchine in Paris on the Biblical ballet 

L’Enfant prodigue. The scenario, by Boris Kochno, bears 
a Russian imprint, drawing on Alexander Pushkin’s  
re-conception of the Prodigal Son parable in his 1930 
short story “The Stationmaster,” which features a 
daughter whose departure from home leads to her fa-
ther’s demise. Balanchine drew on Russian sources of 
his own, namely the circus and Soviet physical culture 
spectacles. Bald-headed “companions” performing ac-
robatics lead the protagonist into danger. These figures 
toss each other in the air, move bow-legged across the 
stages, and form Constructivist shapes. The love inter-
est, a statuesque siren, enslaves the Prodigal, perch-
ing on his shoulders after luridly crawling backwards 
across the stage in a parody of the contortionists seen 
in Russian Orientalist ballets. The bacchanalia pre-
ceding the melodramatic ending, the father’s forgive-
ness of his son, likewise reached back to Russia and 
Vsevolod Meyerhold’s biomechanics.

The rehearsals preceding the May 21, 1929, premiere 
left Prokofieff dismayed. It wasn’t the meditative ballet 
he expected it to be, and so he decided to reuse the mu-
sic in a meditative symphony of conventional forms. He 
ended his relationship with Balanchine apoplectic, he 
told his diary, about “the lasciviousness of the Siren’s 
dance: a loose woman in biblical times would not have 
behaved in the same way as a modern prostitute, the 
representation must be refracted through the prism of 
the intervening centuries.” Evidently Prokofieff wanted 
his score to provide this prism, hence the clichéd (dis-
tancing) musical exotica and occasional use of church 

Stage design model for Le Pas d’acier by Georgi Yakulov, 1927
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modes. A fanfare on a diminished seventh denotes 
the Prodigal’s catastrophic decisions; there is some 
snake-charmer sinuousness for the Siren and choppy 
motifs for the companions’ burlesque. For this ballet, 
unlike those before, Diaghilev convinced Prokofieff to 
get the noise, the banging, out of his music and stick 
to melodicism. A tune from a score for piano, Things 
in Themselves, became the ballet’s ending. The theme 
is subject to chromatic manipulation, representing a 
protagonist subject to forces beyond his will, but it is 
indeed simpler. Distillations and dilutions of the tune 
appear in other Prokofieff compositions: the thing in 
itself became, in variation, Juliet’s C-Major expression 
of innocence in his first Soviet ballet. 

At this point, Prokofieff was close to relocating from Paris  
to Moscow as the culmination of a long courtship with 
Soviet officials who hoped to repatriate the composer. 
Before that momentous move, he accepted the commis-
sion to write a ballet for Serge Lifar, the newly appointed  
ballet master of the Paris Opera and the lead dancer 
in L’Enfant prodigue. The ballet, Sur le Borysthène,  
did not succeed, for reasons Lifar laid at Prokofieff’s 
feet rather than those of the dancers. Set on the 
Dnieper River in the Ukraine of his childhood, it relies 
on flowing melodies and troubled rhythmic undercur-
rents. The score broods, yearns, and remonstrates, ap-
proaching in places the romantic effusions of his later 
ballets, though fleetingly. The river of sound allegorizes 
the emotional and psychological journey of the protag-
onist, a Red Army soldier coming back home after the 
First World War. He reunites with his sweetheart, but 
finds himself drawn to another woman, herself unhap-
pily engaged. The drama is melancholic through and 
through, with happiness built on its opposite, and the 
protagonist realizing that the home he once had is gone 
forever. Prokofieff’s amorphous neoclassicism and ex-
panded diatonicism did not lend itself to dance, accord-
ing to the critical consensus, and the ballet, premiered 
on December 16, 1932, did not last in repertoire.
 
Not long after his repatriation, Prokofieff was contract-
ed by Vladimir Mutnïkh, director of the Bolshoi Theater,  
to compose the ballet score Romeo and Juliet with 
dramatist Adrian Piotrovsky and the director Sergey 
Radlov. The composer hoped to push dance and panto-
mime to the background and foreground real life such 
that, in the original scenario, the drama between the 
Montagues and Capulets is interrupted by a Soviet May 
Day parade. Prokofieff also devised a happy ending 
whereby the young lovers escape into a transcendent 
“elsewhere.”

The plan was to premiere Prokofieff’s Romeo and Ju-
liet during the 1936-37 season. But Mutnïkh, who had 
come to the directorship of the Bolshoi from the Central 
House of the Red Army, died – a victim of the purges.  
Mutnïkh’s arrest and execution put the staging of 
Prokofieff’s ballet on hold, since anything associated 
with an arrested cultural official was considered con-
taminated. Moreover, the plot of Romeo and Juliet, in-
volving a potion thought to be poison, a stabbing, and 
class conflict, could not possibly be produced in 1937, 

the twentieth anniversary of the Revolution. To see the 
ballet performed, Prokofieff had to jettison the happy 
ending, the long divertissement of exotic dances, the 
jarring harmonic shifts, and the ironic juxtapositions of 
numbers (the exotic divertissement follows the scene 
of Juliet taking poison, for example) that had convinced 
the censors Prokofieff was not taking the task of com-
posing a ballet to Shakespeare seriously. 

A premiere of sorts took place in a provincial theater in 
Brno, Czechoslovakia, on December 30, 1938, a ges-
ture of Soviet cultural support for the nation on the eve 
of its fall to the Nazis. Ivo Váňa Psota choreographed 
the ballet and took the part of Romeo. Zora Šemberová 
partnered him as a winsome Juliet. It was a partial pre-
sentation, not the full score, with a chorus reciting the 
end of Shakespeare’s play after Váňa Psota had run out 
of music for dancing.

Prokofieff and his first wife Lina, 1924



8

In August 1938 Prokofieff received a telegram from the 
Mariyinsky-Kirov Theater in Leningrad expressing in-
terest in staging Romeo and Juliet during the 1939–40 
season. The invitation came from the choreographer 
Leonid Lavrovsky, who had earlier proposed perform-
ing the ballet with students. In his hands, Romeo and 
Juliet became a drambalet, a naturalistic production 
that blurred the line between acting and dancing even 
as the division between good and evil hardened. To be 
a heroine or a hero in Lavrovsky’s universe was to sub-
mit, to soften, and meld ballet with melodramatic act-
ing. To be a villain was to remain trapped in the realm 
of stiff-boned caricature, the bland world of obvious 
political lessons. Prokofieff had no choice but to accept 
Lavrovsky as the choreographer of the Soviet premiere, 
but he resented it – especially after he learned that 
his score would be overhauled to be made more trag-
ic. Prokofieff forfeited, among other things, the happy 
ending, a pantomime for Juliet’s nursemaid, and the 
parodic “ballet of the nations” sequence in the third act 
of the original Romeo and Juliet.

Even after the required changes were made, some 
without Prokofieff’s permission, the dancers struggled 
with the score. Galina Ulanova, the passionate balleri-
na who would forever define the role of Juliet, echoed 
various official complaints about Prokofieff’s clotted 
harmonies and tangled rhythms. “To tell the truth we 
were not accustomed to such music, in fact we were a 
little afraid of it,” she explained. “It seemed to us that in 

rehearsing the Adagio from Act I, for example, we were 
following some melodic pattern of our own, something 
nearer to our own conception of how the love of Romeo 
and Juliet should be expressed than that contained in 
Prokofieff’s ‘strange’ music. For I must confess that we 
did not hear that love in his music then.”

During the Soviet phase of the Second World War, 
Prokofieff received a commission for another ballet, 
Cinderella, which reached the stage on November 21, 
1945. The scenario, crafted by the versatile, talented 
dramatist Nikolay Volkov, is exquisite, and the official 
censors of Glavrepertkom found nothing wrong with it. 
Cinderella was, allegorically, a perfect Soviet nationalist 
ballet, just as the Cinderella staged at the Bolshoi in the 
1830s (with music by Fernando Sor) had been a perfect 
tsarist nationalist ballet, with a heroine an enduring 
symbol of Mother Russia no longer willing to be a maid-
servant to Europe. Her years of neglect and disrespect 
had come to an end through the defeat of Napoleon  
in the nineteenth century, Hitler in the twentieth.

Prokofieff, the choreographer Rostislav Zakharov, and 
the rest of the creative team agonized over details as 
trifling as the toothache suffered by one of the cob-
blers. The crown worn by the Prince was a sticking 
point: It looked monastic to some, fanciful to others, 
but all agreed it had no place in a Soviet Cinderella. 
Zakharov made clear that he respected the richness of 
the classical traditions but would not allow his dances 

Prokofieff, Shostakovich and Khachaturian at the plenum for the organizing committee  
of the Union of Soviet Composers, 1940
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to drift into abstraction. He explained that his first task 
was to listen closely to the music, then fill the ballet 
with action, and finally ensure that the dancing, includ-
ing the fouetté turns he had in mind for his heroine, 
elucidated the central concept of triumph over adversi-
ty. As a result, Prokofieff’s music was amplified and bol-
stered, the dreamlike textures eliminated and brasses 
more exultant. The composer lost one of his mazurkas 
along with a scene that featured the Prince roaming the 
African subcontinent in search of the woman who had 
worn the glass slipper. The final ballet merited a spec-
tacular command performance on December 23, 1945, 
before two thousand foreign diplomats in Moscow busy 
negotiating the postwar world order.

Yet changes to the scenario, score, and even the decor  
drained the magic from Cinderella. It became a morality  
play not just about the war, but also about a working- 
class victim who overcomes her upper-class oppres-
sors. At least the heroine transcends the strictures of 
drambalet. Her stepmother lives only in pantomime; 
likewise, the lumpy stepsisters are unable to dance. 
Cinderella’s glory shines in the court dances of the ball-
room scene where she is free to move, to feel.

By the time Prokofieff began work on his third Soviet 
ballet, The Tale of the Stone Flower, the Iron Curtain 
had descended across the continent. The story was 
drawn from a prize-winning collection of tales native 
to the Ural Mountains, as collected by Pavel Bazhov 
and published under the title The Malachite Casket. 
The Mistress of the Copper Mountain guards a cache of 
fabulous jewels and stones buried beneath the rugged 
terrain. The hero is a stonecutter, an artist-laborer ob-
sessed with chiseling a dazzlingly lifelike flower out of 
malachite for his betrothed; the villain is a corrupt bailiff  
doomed to be entombed in the core of the mountain at 
the Mistress’s command. The symbolism might seem 
opaque – Mother Earth subdues the lawless outback 
within the dark, deep context of the mining folklore of 
the 19th-century Russian interior – but it comes down 
to good versus evil and even art versus life. This is the 
one and only time that Prokofieff created a score with 
an artist as a hero. This artist shapes and reshapes ob-
jects from clay, seeking the divine perfection of organic 
inorganicism, a stone flower. 

The ballet was meant to be less ruminative, in this phil-
osophical sense, than broadly entertaining. Together 
with the wild trio of gypsies who take over the central 
market scene, the death of the bad guy was intended 
as a tremendous coup de théâtre, accompanied by the 
copper instruments of the orchestra and illuminated in 
glistening malachite green. In concept and realization, 
The Tale of the Stone Flower suggested an alchemical 
project, with everyone involved seeking a magical ar-
tistic and political formula to make ballet an exciting 
adventure again.

That did not happen. Ideologues imposed changes on 
the plot, then on the music, and finally on the chore-
ography – all with the aim of yoking the ballet to so-
cialist realism. The choreographer Leonid Lavrovsky 

recalled his miseries with the censors. “Prokofieff and I 
brought our libretto to [the repertoire committee] over 
and over again, endlessly, and they told us: yours is a 
love triangle; please make it about labor. We rewrote it 
fifteen times, pared the romance, making it about real 
life, showing labor. We put it on the stage. But during 
this time attitudes began to change, and even our own 
interpretation of the subject. And they said: we don’t 
need this.” There followed the familiar complaints 
about the music from the artistic and political council. 
It was bleak; it lacked emotion; the rhythms tripped up 
the dancers. 

The Tale of the Stone Flower eventually made it to the 
stage in 1954, a year after Prokofieff’s death. It was 
panned. That the choreographer Lavrovsky was out of 
favor with cultural officials at the time did not help, but 
in truth it was an enfeebled ballet. The music ended up 
being stitched together out of bits and pieces of other 
scores by Prokofieff and the musical hangers-on in his 
life. It has never been performed in anything close to 
the intentions the composer and his second wife Mira 
Mendelson had for it when they drafted, and re-drafted, 
the scenario.

The first Prokofieff ballet awaits its champion, and the 
last a critical edition. Those in between, despite long 
paths to the stage, defined Prokofieff as one of the most 
talented and beloved composers for dance of all time.

Vladimir Preobashensky as Danila in The Tale of the 
Stone Flower at the Bolshoi Theatre, 1954
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Prokofieff in 1930s Paris, photgraphed by D. Wasserman
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CHOUT at the Opéra national du Rhin 2011 | Choreography: Virginia Heinen
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op. 21 (1915/1920) | 55 minutes

Ballet in 6 scenes

Scenario by Serge Prokofieff, Sergei Diaghilev and 
Leonid Massine after Alexander Afanasiev

SCORING
Roles: Chout, the buffoon – Choutikha, his wife – Se-
ven Buffoons – Their Wives – Their Seven Daughters 
– The Merchant – The Goat – Matchmakers; Soldiers, 
Servants, Merchants

2.picc.2.corA.3(III=bcl).3—4.3(III=atpt in F).3.1—timp.
perc(3)—2harp—pft—strings; narrator ad lib.

WORLD PREMIERE
17 May 1921 Paris, Théâtre de la Gaîté 
Choreography: Fyodor Slavinski & Mikhail Larionov 
Conductor: Serge Prokofieff

RECOMMENDED RECORDINGS

At first glance, Prokofieff’s scenario revolving 
around a buffoon and his pranks seems to be related 
to Stravinsky’s Petrushka or the stories about Till 
Eulenspiegel. But folk motifs, such as cross-dressing, 
amorous human-animal confusion or the macabre 
game with death, point ahead to the modern age and 
fit in perfectly with the bizarre and garish aspects 
of Prokofieff’s musical language. The full range of 
this sonic dramatist can be experienced in this early 
masterpiece. He introduces the ‘Russian’ element 
through the melodies; several are developed as 
leitmotifs, such as the dreamy theme of the buffoon 
or the noisy theme of the seven fools. Prokofieff uses 
genre-like situations as the occasion for genuine 
character pieces, particularly evident in the two 
funeral processions for the seven wives of the fools 
and for the goat. While the rich merchant, since he 
is in love, is drawn surprisingly lyrically, Prokofieff 
creates extremely sharp harmonies and glaringly 
dissonant orchestral colours when the plot leads to 
torture and murder.

  www.boosey.com/audio-clip/227

CHOUT  
THE BUFFOON

WDR Symphony  
Orchestra Cologne | 
Michail Jurowski  
(complete ballet music) 
cpo 999 975-2 (CD)

Scottish National  
Orchestra | Neeme Järvi 
(Suite op 21a, together 
with the suite from Le 
Pas d’acier op 41a) 
Chandos CHAN 8729 
(CD)
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(1924) | 28 minutes

Ballet in 8 scenes

Scenario by Serge Prokofieff and Boris Romanov

SCORING
Roles: The Ballerina – The Boors – The Chinamen

ob.cl—vln.vla.db

WORLD PREMIERE
6 November 1925 Gotha 
Choreography: Boris Romanov

The music of this ballet, relating in parts to 
Prokofieff’s Quintet op. 39, follows his style typical 
of the early 1920s, sometimes spiky and lively, 
sometimes sentimental, with a skilful counterpoint 
that is particularly effective here due to the scant 
instrumental scoring. Echoes of circus music and 
puppetry were in keeping with the subject matter 
envisaged by the patron for his small company of 
emigrant dancers, the ‘Russian Romantic Theatre’. 
Piano versions of two movements not used in the 
original 1925 production (Overture and Matelote, both 
included by Prokofieff in new orchestral versions 
in his Divertimento op. 43) were rediscovered 80 
years later in the Prokofieff archives in London and 
orchestrated by Samuel Becker in the Trapèze scoring 
to complete the ballet. The first concert performance 
of this reconstruction took place in January 2003 with 
members of the Royal Northern College of Music 
under the musical direction of Robin Newton. In April 
the same year Trapèze finally returned to the stage, 
with the English National Ballet in a choreography by 
Christopher Hampson, conducted by Anthony Twiner.

TRAPÈZE

I started work on the full score. A sheer delight,  
since I had already thought everything through.  
I experience the same pleasure as a child adding  
colour to his drawing.
         SERGE PROKOFIEFF
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TRAPÈZE at the Sadlers Wells Theatre 2003 | Choreography: Christopher Hampson
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LE PAS D’ACIER als community dance project at Wuppertal Opera 2014 | Choreography: Josef Eder
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op. 41 (1925-26) | 35 minutes

Ballet in 2 scenes

Scenario by Serge Prokofieff and Georgi Yakulov

SCORING
Roles: The Young Female Worker – The Sailor –  
The Speaker; Corps de ballet

2.picc.2.corA.2.Ebcl.bcl.2.dbn—4.4.3.1—timp.
perc(5)—pft—strings

WORLD PREMIERE
7 June 1927 Paris, Théâtre Sarah-Bernhardt 
Choreography: Leonid Massine 
Conductor: Roger Désormière

RECOMMENDED RECORDING

Shortly after the premiere of Prokofieff’s Second 
Symphony, with its modernist sounds, Diaghilev 
approached the composer and asked him for a ballet 
that would deal with contemporary subject matter: 
an illustration of the new age emerging in the Soviet 
Union and, above all, its technical achievements. 
Prokofieff met the challenge of astonishing his 
demanding Parisian audience with a whole new kind 
of exoticism, counteracting expectations of mere 
dance entertainment with both uproar and refinement. 
In his new score, Russian echoes combine with the 
pounding, rattling and screeching of machines, while 
stubborn ostinati and flaring sounds banish false 
sentimentality. Paradoxically, in the face of garish 
orchestral effects and heaps of dissonance, this ballet 
music represented for Prokofieff the transition from 
chromaticism to diatonicism: “This ballet is quite 
diatonic, a whole series of themes even move only 
on the white keys.” A constructivist music whose 
radicalism still has a strong impact today.

  www.boosey.com/audio-clip/229

LE PAS D’ACIER 
THE STEEL STEP

WDR Symphony Orchestra 
Cologne | Michail Jurowski 
(complete ballet music, 
together with L’Enfant 
prodigue) 
cpo 999 974-2 (CD)
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op. 46 (1928-29) | 38 minutes

Ballet in 3 scenes

Scenario by Boris Kochno

SCORING
Roles: The Father – The Prodigal Son – The Siren – 
The Servant – The Sisters of the prodigal son –  
The Friends of the prodigal son

2.picc.2.corA.2.bcl.2.dbn—4.2.3.1—timp.perc(1-2)—
strings

WORLD PREMIERE
21 May 1929 Paris, Théâtre Sarah-Bernhardt 
Choreography: George Balanchine 
Conductor: Serge Prokofieff

RECOMMENDED RECORDING

Immediately after the successful premiere of Le Pas 
d’acier, Diaghilev asked Prokofieff for a new ballet 
score for the Ballets Russes. It was the last piece 
the famous impresario was to commission for his 
company. The dancer and writer Boris Kochno created 
the scenario. He had been inspired to create the 
subject by reading Pushkin’s The Postmaster, where 
an image viewed by the narrator depicts the biblical 
story of the Prodigal Son (and mirrors the loss of 
the daughter suffered by the title character of the 
short story). While in the Gospel of St Luke poverty 
and hunger cause the licentious emigrant to return 
home, Kochno dramatised the story through the 
appearance of the seductive siren and the robbery of 
the son, and he allowed the themes of sin, repentance 
and redemption to come to the fore. In Prokofieff’s 
composition, a reduction of means and an exceedingly 
clear structure are particularly striking, marking a new 
milestone on his stylistic path. Balanchine’s premiere 
choreography, in the set designs by Georges Rouault, 
still appears to this day on international stages; 
stars from Serge Lifar to Jerome Robbins to Mikhail 
Baryshnikov have embodied the title role.

  www.boosey.com/audio-clip/230

L’ENFANT PRODIGUE 
THE PRODIGAL SON

São Paulo Symphony  
Orchestra | Marin Alsop 
Naxos 8.573186 (CD)
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L’ENFANT PRODIGUE at Hamburg Ballet 2009 | Choreography: George Balanchine
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SUR LE BORYSTHÈNE at the Metropolitan Opera House New York 2009 | Choreography: Alexei Ratmansky
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op. 51 (1930) | 35 minutes

Ballet in 2 scenes

Scenario by Serge Prokofieff and Serge Lifar

SCORING
Roles: The Bridegroom – The Bride – The Soldier – 
The Friends of the bridegroom – The Friends of the 
bride – The Father of the bride – Young Girls;  
Young Folks

2.picc.2.corA.2.bcl.2.dbn—4.2.3.1—timp.perc(1)—
strings

WORLD PREMIERE
16 December 1932 Paris, Palais Garnier 
Choreography: Serge Lifar 
Conductor: Philippe Gaubert

RECOMMENDED RECORDINGS

“The plot is unimportant”, Prokofieff declared in 1930 
about his new ballet music. In the abstract style that 
was current at the time – one thinks of Stravinsky’s 
Apollon musagète – a framework of musical numbers 
was developed (Dance of the Men, Variation of the 
Women, Pas de deux, etc.), and an underlying lyrical 
mood was to be structured through outbursts of 
energy – a procedure that was intended to avoid 
too strong a pre-determination of content, also with 
regard to possible future performances in the USSR. 
Nevertheless, colouristic-romantic aspects crept 
in during the course of the work, since both the 
composer and his co-librettist and choreographer 
Serge Lifar had their roots in Ukraine, whose 
landscape and folklore served as a framework for the 
score. Although no further stage productions took 
place during Prokofieff’s lifetime after the short Paris 
premiere series, and only the concert suite of the 
ballet’s music met with initial success, the composer 
always regarded this creation with special esteem: 
“One day this piece will still come into its own”. 
Indeed, in 2009 Alexei Ratmansky created a successful 
version for the American Ballet Theatre, which was 
subsequently also shown by the Amsterdam National 
Ballet.

  www.boosey.com/audio-clip/10305

SUR LE BORYSTHÈNE 
ON THE DNIEPER

... a delicately lyrical mood,  
punctuated by uninhibited  
bursts of energy.

WDR Symphony  
Orchestra Cologne | 
Michail Jurowski 
cpo 999 976-2 (CD)

Ukrainian State  
Symphony Orchestra | 
Theodore Kuchar  
(Sinfonische Suite op. 51a) 
Naxos 8.550968-69 (CD)
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op. 64 (1935-36/1940) | 135 minutes

Ballet in 4 acts (9 scenes) and a prologue

Scenario by Serge Prokofieff, Adrian Piotrovsky, 
Sergei Radlov and Leonid Lavrovsky after  
William Shakespeare

SCORING
Main roles: Count and Countess Capulet – Juliet, their 
daughter – Count and Countess Montague – Romeo, 
their son – Count Paris – Count Paris’ Page – Father  
Lorenzo – Tybalt, Countess Capulet’s nephew –  
Mercutio and Benvolio, Romeo’s friends – Juliet’s nurse –  
Rosalind, Romeo’s former lover – Duke of Verona

Minor roles: Citizens of Verona, Servants at the Monta-
gues’ and the Capulets’, Entourage of the Duke, Masks

2.picc.2.corA.2(II=Ebcl).bcl.tsax.2.dbn—6.3.cnt.3.1—
timp.perc(6)—2harp—pft—cel—org—vla d’amore—
strings

On-stage: 2mand—2thn.2barhn.6tpt.tflgn.euph.2tuba—
perc:tgl/SD/BD/cym

Reduced versions: 
John Longstaff: 1.picc.1(=corA).2(=Ebcl,bcl).
tsax(opt.).1—2.1.1.1—perc(2)—harp—pft(=cel,org)—
strings(min.5.2.2.2.1)

Carlos Domínguez-Nieto: 1.picc.1.corA.1.bcl.2— 
1.1.1.1—perc—harp—vla d’amore—strings

Tobias Leppert: 1.picc.1.corA.1.bcl.1.dbn—4.3(=cnt). 
3.1—perc(3)—2mand—harp—pft(=cel)—strings

William McDermott: 2.2.2.2—2.2.1.1—timp.perc(2)—
harp—pft—strings

WORLD PREMIERE
30 December 1938 Brno, Divadlo na Hradbách 
Choreography: Ivo Váňa Psota 
Conductor: Guido Arnoldi

RECOMMENDED RECORDINGS

In 1935 Prokofieff was commissioned by the 
Bolshoi Theatre in Moscow to compose a ballet to 
Shakespeare’s Romeo and Juliet – the Leningrad 
Kirov Theatre had previously expressed interest in a 
commission, but then backed out. However, due to the 
political circumstances, the premiere finally took place 
neither in Moscow nor in Leningrad, but in 1938 in 
Brno in what was then Czechoslovakia. It was not until 
1940 that Prokofieff’s Romeo and Juliet, in a version 
revised by the choreographer Leonid Lavrovsky, was 
performed at the Kirov Theatre and six years later at 
the Bolshoi Theatre. The work established Prokofieff’s 
worldwide fame. The ballet plot closely follows the 
storyline of Shakespeare’s original. The immediately 
recognisable expression and style that the composer 
developed, to a particularly mature degree in this 
score, shaped all his subsequent work. Continuing the 
traditions of Russian ballet, Prokofieff created rousing 
waltzes, marches and other classical dance forms, 
which he embedded in a lyrical, scenic sound painting 
full of dynamic contrasts and high emotions.

  www.boosey.com/audio-clip/10311

ROMEO AND JULIET

Zurich Ballet | Michail  
Jurowski | Choreography:  
Christian Spuck 
ACC20484 (DVD) 

Baltimore Symphony  
Orchestra | Marin Alsop 
Naxos 8.573534–35  
(2 CDs)
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ROMEO UND JULIA at original locations in Michael Nunn’s and William Trevitt’s film version  
“Romeo and Juliet: Beyond Words” 2020 | Choreography: Kenneth MacMillan
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CINDERELLA at the Landestheater Linz 2019 | Choreography: Mei Hong Lin
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op. 87 (1940-44) | 135 minutes

Ballettin 3 acts

Scenario by Nikolai Volkov and Rostislav Zakharov 
after Charles Perrault

SCORING
Main roles: Cinderella – Cinderella’s Father – 
Cinderella’s Stepmother – Cinderella’s Stepsisters – 
Prince – Dance Instructor – Fairy Godmother (Beggar 
Fairy) – Spring Fairy – Summer Fairy – Autumn  
Fairy – Winter Fairy

Minor roles: The Prince’s friends, Guests at the ball, 
Spanish women, Oriental women; vendors, cobblers, 
dwarfs, grasshoppers, dragonflies

2.picc.2.corA.2.bcl.2.dbn—4.3.3.1—timp.perc(5)—
harp—pft—cel—strings

On-stage: 2.picc.0.4.0—4.3.3.1—2vln

Reduced version by Daryl Griffith:  
1.picc.1(=corA).1.bcl.1—2.2.1.1—perc(2)—harp—
pft(=cel)—strings

WORLD PREMIERE
21 November 1945 Moscow, Bolshoi Theatre 
Choreography: Rostislav Zakharov 
Conductor: Yuri Faier

RECOMMENDED RECORDINGS

The decisive factor for the creation of Prokofieff’s 
second major ballet score was the sensational success 
of the Soviet premiere of Romeo and Juliet. The 
Leningrad Kirov Theatre asked the composer to write 
music for the famous fairy tale of Cinderella. In the 
first months of 1941 Prokofieff worked particularly 
intensively on this work and it was premiered in 1945 
with Galina Ulanova in the title role. “What I wanted 
to set to music above all was the romantic love of 
Cinderella and the prince, its budding and unfolding, 
the obstacles in its course and its fulfilment”, 
Prokofieff said. His Cinderella music is thus less 
illustrative than immensely lyrical and in this respect 
picks up on the aesthetic that the composer had 
already tried out so successfully with Shakespeare’s 
love drama Romeo and Juliet. Before the poor girl and 
her prince find each other, Prokofieff sometimes uses 
a melancholy, sombre melodic style. At times, the 
ensemble sections employing larger dance groupings 
undergo an extreme musical compression.

  www.boosey.com/audio-clip/10266

CINDERELLA

Mariinsky Ballet &  
Orchestra | Valery  
Gergiev | Choreography: 
Alexei Ratmansky 
Mariinsky 8 22231 85552 1 
(Blu-ray & DVD)

London Symphony  
Orchestra | André Previn 
EMI Classics 5 09996 
770627 (2 CDs)
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op. 118 (1948-53) | 150 minutes

Ballet in 4 acts (9 scenes) with prologue and epilogue

Scenario by Leonid Lavrovsky and  
Mira Mendelson-Prokofieva after Pavel Bazhov

SCORING
Main roles: Danila, gemstone cutter – Katerina, his 
bride – Mistress of the Copper Mountain – Prokopich, 
old master – Severyan, steward – Ognevushka- 
Poskakushka, fire fairy

Minor roles: Danila’s friends, Katerina’s friends, 
Workers, Masters, Guards, Gypsies, Precious stones, 
Vendors, Stewards, Merchants

2.picc.1.corA.2.Ebcl.bcl.2.dbn—4.3.3.1—timp.
perc(5)—harp—pft—strings

WORLD PREMIERE
12 February 1954 Moscow, Bolshoi Theatre 
Choreography: Leonid Lavrovsky 
Conductor: Yuri Faier

RECOMMENDED RECORDINGS

In 1948, only a few years after Romeo and Juliet and 
Cinderella, Prokofieff turned to fairy-tale material. The 
story is set in a mythical landscape in the Urals and 
tells of the gemstone cutter Danila, who is obsessed 
with the idea of creating a malachite vase that is 
indistinguishable from a living flower. Forgetting his 
fiancée Katerina, he follows the mistress of the Copper 
Mountain into her stone kingdom, where she gives 
Danila’s vase its full splendour. Thanks to Katerina’s 
loyalty, Danila is freed at the end. This large-scale 
stagework was completed after several years of work 
and was only premiered after the composer’s death. 
In his last ballet music Prokofieff continues with his 
melody and harmony, but also uses the leitmotifs 
and the proven sequencing of contrasting numbers 
familiar from his most successful works. But there are 
also differences to Romeo and Juliet and Cinderella, for 
example with his grouping of many scenes into small 
divertissements, juxtaposed with lush, sometimes 
monumental orchestral passages.

  www.boosey.com/audio-clip/101651

THE TALE OF THE STONE FLOWER

The Tale of the Stone Flower is a ballet about 
the joy of creative work ... of the mightiness and 
immeasurable richness of our natural world.

Bolshoi Ballet | Aleksander 
Kopilov | Choreography: 
(1957, reconstructed) 
Arthaus Musik 101121 
(DVD)

BBC Philharmonic 
Orchestra | Gianandrea 
Noseda 
Chandos CHAN 10058 
(CD)
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THE TALE OF THE STONE FLOWER at the Bolshoi Theatre 1990 | Choreography: Yuri Grigorovich
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IN THIS BROCHURE SERIES
each with a detailed overview of the works and numerous illustrations

with a welcome from Sir David Pountney
and a new article by Rita McAllister on 
Prokofieff’s operatic works 

www.boosey.com/ProkofieffOpera

with a welcome from Michail Jurowski
and a new article by Dorothea Redepenning  
on Prokofieff’s concert works

www.boosey.com/ProkofieffConcertWorks




