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PREFACE
ON THIS PUBLICATION

The whole of Prokofieff
under one roof
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territories are no longer valid.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.

Complete Prokofieff Works
catalogue & information:
www.boosey.com/
ProkofieffWorkList

After the genres of opera and ballet, we now turn our
attention to Prokofieff’s works for the concert hall.
Since Prokofieff left behind an extremely extensive
oeuvre, especially in the field of orchestral music, our
annotated selection of works in the second part of this
brochure is inevitably personal and partial. Together
with the complete overview in the appendix, it is
intended to stimulate further discoveries.
We hope to unearth new treasures together and wish
you an interesting exploration!
Yours
Boosey & Hawkes | Sikorski
Promotion

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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WELCOME
FROM MICHAIL JUROWSKI

“A mosaic from which an image
emerges in quite a natural way”
Even in his youth, Serge Prokofieff was dubbed ‘The
Sun’ by futurist poet Vladimir Mayakovsky. The writer
recognized the young composer’s genius from the appearance of his earliest works, the premieres of which
were events in Russian musical life even before the
revolution. Prokofieff was the proud owner of a copy
of Mayakovsky’s poem War and Peace with the dedication:
“To the chairman of the globe’s music section –
from the chairman of the globe’s poetry section.
Mayakovsky to Prokofieff” (1918).
Prokofieff’s music serves as one of the foundations of
my conducting repertoire. I have had the fortune to
conduct many of his symphonies, ballets, several operas, all of his instrumental concertos, his cantatas and
individual symphonic works. In the time since I began
my active conducting career, I have gained a certain
amount of experience with his music, and would therefore like to share some observations and characteristic
features of Prokofieff’s style.
During his Parisian years, Prokofieff lived at the center
of cultural life, and socialized with some of the most outstanding musicians, writers and artists of the first third
of the 20th century. Among these figures was Pablo
Picasso, who was at the height of his cubist phase at
the time. While I do not suppose that Prokofieff emulated Picasso in the structure of his ‘musical canvases’, a
certain ‘cubism’ is already contained in the structure of
his musical fabric. In other words, Prokofieff often refuses to develop musical material, instead replacing it
with a new episode. Prokofieff’s musical material consists of diverse musical phrases, forms and episodes, as
if it were put together like granite. It is a mosaic from
which a harmoniously constructed image emerges in
quite a natural way.
Prokofieff feels the metre of the rhythm quite well,
and consistently avoids any monotonous ‘rectangularity’. To his very close friend Nikolai J. Myaskovsky, he
writes that he modifies his ‘building material’ over and
over, intentionally expands or narrows musical phrases, and adds or ‘excises’ measures that he thinks are
unnecessary.
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It is also worth noting that Prokofieff’s music is very
‘capricious’ in terms of its pacing. Often, his instructions offer no indication of a change in the pacing of the
flow. I am consciously avoiding use of the word tempo
here. The tempo can be even and continuous, but the
pacing of the flow as an episode changes should itself
change, sometimes even without transition (a specific
acceleration or deceleration when moving from one episode to another). These are common problems. For instance, it sometimes turns out that the pace chosen for
one episode (or even a phrase!) is too fast or too slow
for another. This requires a quite virtuosic mastery of
the ‘building materials’ and, in general, a finely honed
musical sense.
Prokofieff’s music is extraordinarily expressive, rich
in effect and theatrical in the best sense of the word.
This is true not only of his third and fourth symphonies, which are based on the opera The Fiery Angel and
the ballet The Prodigal Son, but also more generally for
all those works that have nothing to do with musical
theatre. Allow me to contradict the composer, who denied the semantic links between his third and fourth
symphonies and the opera and ballet. If the interpreter knows what happens in the corresponding opera or
ballet action, he is already familiar with all the essential
characteristics contained within Prokofieff’s figurative
music. The same is true of ‘pure’ instrumental works
such as his fifth, sixth and seventh symphonies, the
instrumental concertos, and other works in various
genres. Interpreters capable of revealing the treasures
contained in the musical notation must absolutely possess a well-developed musical imagination in order to
convey to the listener the meaning and atmosphere of
Prokofieff’s world.
In addition, a clear articulation of the musical material is very important. The composer (and great pianist)
himself showed how crucial this is in his own recordings, especially the grandiose version of his Piano
Concerto No.3 with the London Symphony Orchestra
as conducted by Piero Coppola, as well as a rare recording, the dress rehearsal of his Violin Concerto No.1
with David Oistrakh and the Great Symphony Orchestra
of Gosteleradio Moscow, conducted by the composer
himself.

For example, it is important to understand that the tenuto symbol in Prokofieff’s tonal palette should be read
as a pesante, and not as an extension of the note. It is
also very important to note carefully the difference in
dynamic gradations (f–ff, p–pp) in order to distinguish
between accent, sforzando and fortepiano.
A special event in my creative life was the restoration
of Prokofieff’s music for Mikhail Romm’s film Queen
of Spades, based on Alexander Pushkin’s work. This
film was never finished, because the director was directly ordered by Stalin to shoot another film, Lenin in
October. By this time, however, Prokofieff had already
completed the composition on time according to the
contract. The entirety of the music for the film has been
preserved in a detailed draft score (along with a part
of the score transcribed by the musicologist Georgi
Kirkor, Prokofieff’s assistant). Studying the draft score
for several years helped me understand many previously hidden aspects of Prokofieff’s creative process.
For example, he divided a musical piece into phrases
or periods, to each of which he assigned a rehearsal
number, giving quite detailed indications regarding
the polyphony of the parts, the opposing positions and
the details of the texture. The piece as such was never
completely repeated. To save time, Prokofieff sometimes wrote: from here, the sequence, “b, g, a, h” and
so on. I thus engaged with the ‘forbidden’ side of the
creative process, which a composer normally carefully
conceals after completing a piece, destroying the auxiliary materials after the work is finished. I write this
here to demonstrate once again that Prokofieff’s world
consisted of ‘mosaic puzzles’ that were often independent of one another, but which taken together make up
the whole picture (of his musical world).
It is said that Prokofieff had a notebook in which he
jotted down unrealized musical ideas. The film Queen
of Spades never appeared on the screen, but the scores
were archived. The beautiful theme for Lisa later (in
1945!) became the main theme of the third movement
of his Symphony No.5, thus giving eternal life to this
brilliant music. Mikhail Bulgakov is right when he says
in his novel The Master and Margarita, one of the
classics of the last century, that “Manuscripts don't
burn!”
My one encounter with Prokofieff has been forever
etched in my soul. It was 1953, during his last winter.
By then I was already seven years old, and I still remember that brief meeting quite clearly. At that time,
we were living at 3 Myusskaya Street in Moscow, in
the House of Composers, which also contained the
Composers Union, the Music Fund and the Composers
Union Restaurant. A number of well-known composers
(Kabalevsky, Khrennikov, Kara Karayev, Alexandrov,
Glière, my own father Vladimir Jurowski, etc.) lived in
the same building, as did Prokofieff’s son Oleg. He was
married to conservatory professor and pianist Samuel
E. Feinberg’s niece. I don't know who Prokofieff had
been with that evening, but as my father told me, Serge
Sergeyevich felt ill, and my father brought him to our
apartment for tea.

When Prokofieff entered, he asked quite loudly: “What
is the young man doing?” His voice was guttural, and
somewhat ‘flattened’. My mother said: “He’s already
asleep.” But I called out: “I'm not asleep yet.” My parents came into my room with the guest. I lay in bed and
looked up at Prokofieff. He seemed to me to be very
tall, with distinctly red hair that stood out against the
background of a large bald spot. His shoes were the
same colour as his hair. He was wearing a dark grey
striped suit. My father asked me: “Do you know who
that is?” “I do know,” I said. “That’s Serge Sergeyevich
Prokofieff.” “Do you know what he wrote?” I answered:
“Peter and the Wolf.” I had literally worn holes in the
album with the recording of Peter and the Wolf, because
I listened to it every day, and knew its every note.
By this time, I already knew what Prokofieff looked like.
We owned a comical sculpture created by a group of
caricaturists called Kukryniksy. Here, the tuxedo-wearing Prokofieff was depicted in the form of a penguin.
With his sunken chest and bulging belly peeking out
from under his jacket, he seemed to me to be less penguin than kangaroo.
This visit by Prokofieff simultaneously became my first
conscious encounter with death, as Prokofieff died soon
thereafter. His death occurred on March 5, 1953, on the
same day that Joseph Stalin, the figure responsible for
making a hell of Prokofieff’s final years, also died.
Death has no power over the music of the genius Serge
Prokofieff. His sunlight still shines on us today.
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INTRODUCTION
BY DOROTHEA REDEPENNING

The mirror of a life –
The concert works of Serge Prokofieff
Sergei Prokofieff was an excellent pianist, and saw
himself primarily as an opera composer. This explains
his creative focus on piano and stage works, with which
he was admittedly less successful than he hoped. But
works for the concert hall also make up a considerable
proportion of his oeuvre. Seven symphonies spanning
his entire creative period, numerous programmatic
symphonic works and solo concertos form the main
corpus of his instrumental orchestral output. In addition, he wrote orchestral suites derived from all of his
compositions for the stage. These works, regardless
of their instrumentation, reflect the diverse influences
and stimuli to which Prokofieff responded with keen interest. They shaped his stylistic development, from his
role as the enfant terrible of the pre-revolutionary St.
Petersburg music scene to his cooperation with Sergei
Diaghilev, his efforts to gain a foothold in the United
States and then in Paris, and his confrontation with the
Soviet aesthetic of socialist realism.

by expressing simple, true-to-life subjects in artful language. Far more radical were the Russian Futurists,
led by poets such as Vladimir Mayakovsky and Velimir
Khlebnikov who, in their A Slap in the Face of Public
Taste manifesto (1912), called for the destruction of
classical Russian literature.
As a student, Prokofieff was fascinated by all this. In
accordance with the syllabus, he tried his hand at two
symphonies, one in G major and one in E minor, the
latter of which later took shape as his Piano Sonata
No.4. He also penned programmatic symphonic works,
a symphonic tableau called Dreams, op. 6 (1910, unpublished at the time), and the symphonic sketch
Autumn, op. 8 (1910, rev. 1915 and 1934), which with
its dark timbres, especially the solo bass clarinet,
evokes an oppressive atmosphere of the kind beloved
by symbolist writers. The five-movement Sinfonietta,
op. 5 (1909, rev. 1914-15 and 1929 as op. 48), is translucently orchestrated, showing traces of the later composer of ballets.

IN RUSSIA
Prokofieff entered the St. Petersburg Conservatory in
1903 at the age of 12 (at the time, it was customary to
engage in specialist training in parallel with one’s general education). The time was one of great political and
artistic upheaval. The bloodily suppressed revolution
of 1905 – January 9 of that year went down in history
as ‘Bloody Sunday’ – led to ongoing unrest and strikes
that also rippled into life at the conservatory. In 1898,
Sergei Diaghilev had launched a new art movement under the name World of Art (Mir iskusstva), advocating a
purist aestheticism. It took its models from old Russian
folk art and icon painting. On behalf of the movement,
Diaghilev organized exhibitions in St. Petersburg and
Paris, from which the Ballets Russes later emerged.
Literary symbolism, represented by authors such as
Konstantin Balmont, Sergey Gorodetsky, Valery Bryusov
and Alexander Blok, followed similar stylistic ideals, investigating the depths of the human soul through the
use of dark poetic images. Around 1910, lyrical poets
such as Anna Akhmatova and Osip Mandelstam began
distancing themselves from these others, proclaiming
the birth of Akmeism (after the Greek Akmé = blossom,
pinnacle). These poets sought to overcome symbolism
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1941 with his former study companion,
composer Nikolai Myaskovsky

agitated, others get up and rush for the exit: ‘This kind
of music will drive you crazy!’ The hall empties. The piano concerto breaks off with an unrelentingly dissonant
chord from the brass section. The audience is scandalized. The majority hiss. Prokofieff takes a provocative
bow, and begins playing again. Shouts can be heard
from all sides, such as: ‘To hell with this Futurist music!
We want to hear beautiful music! If we wanted this, we
could get it from the cats at home!’ From one group
of progressive reviewers, on the other hand: ‘Genius!
What freshness of youth! What a temperament! Absolutely primal!’”
The score for this concerto was lost in the turmoil of the
October Revolution and the Civil War (a few years ago, it
emerged that the people living in Prokofieff’s Petrograd
apartment during the difficult years had burned the
score as fuel). It is impossible to say whether he set
down the concerto a second time from memory, or
whether he toned down the reconstructed version as
compared to the original. Today, the work does not
have its original provocative impact; indeed, the majority of Parisian audiences liked the work upon hearing
it in 1923.

At the piano, drawn by Hilda Wiener, Brussels 1936

Prokofieff completed his composition studies in 1909,
receiving the, for him, disappointing grade of “good”
(he had submitted his early sonatas). He first presented
his Piano Concerto No. 1 in D flat major, op. 10 (191112), in 1912 in Moscow and in Pavlovsk. In 1914, at
his official graduation concert as a pianist, he won the
highly prestigious St. Petersburg Conservatory’s Anton
Rubinstein Prize with this work. Despite its brevity (less
than 20 minutes playing time), the typical Prokofieff is
already evident here, with his preference for dense instrumentation, parallel voices, a dryly brilliant piano
part, striking dissonances and clear formal elements.
In 1908, Prokofieff made his debut at St. Petersburg’s
‘Evenings for Contemporary Music’, a concert series
specializing in current music. Here, as he says in his
memoirs, he was the first in Russia to perform works
by Arnold Schoenberg. Because this concert series was
increasingly regarded as a forum for the musical
avant-garde, dedicated to bold experimentation and
uncompromising progress, the daily press associated it
with the Futurists. Given this context, it is understandable that the premiere of the Piano Concerto No. 2 in G
minor, op. 16 (1912-13), caused a tumultuous scandal at a
1913 summer concert in Pavlovsk. In his autobiography,
Prokofieff quotes from a review in the St. Petersburger
Zeitung, with obvious relish in having played the role
of enfant terrible: “Onto the podium steps a young man
with the face of a St. Petersburg conservatory student,
S. Prokofieff. He sits down at the grand piano and starts
giving the keys a good wipe down, trying to see which
ones sound higher and which lower, all with a sharp, dry
touch. The audience is disconcerted. Some are visibly

Prokofieff’s proximity to the contemporary art of the
time finds expression in his rejection of classical tonality, pathos and sentimentality. This is evident in piano
works such as the Sarcasms, op. 17 (1912-14), and the
Visions fugitives, op. 22 (1915-17), as well as in vocal
works based on poetry by Balmont and Akhmatova. On
a study trip to London in 1914, he met Diaghilev in person, and presented to him the Piano Concerto No. 2.
The impresario was apparently so impressed that he
suggested turning it into music for a ballet. This idea
developed into a ballet project about the Scythian deities Ala and Lolli. When that fell through, Prokofieff
turned it into the Scythian Suite (‘Ala and Lolli’), op. 20
(1914-15), a rough-edged work in four movements that
shows the clear influence of Igor Stravinsky’s Rite of
Spring (1913). The Scythian Suite received its premiere
in early 1916 in Petrograd, as St. Petersburg had been
called since the outbreak of World War I, and caused a
scandal similar to that unloosed by the Piano Concerto
No. 2. Serving as a sister work to the suite is the opulent cantata Seven, They Are Seven, op. 30 (1917),
based on a Balmont poem entitled Calls of Antiquity,
which was first performed in Paris in 1924.
During World War I, Prokofieff composed Symphony
No. 1, op. 25 (1916-17), nicknamed Classical Symphony. About this work, the composer remarked: “I thought
that if Haydn were alive today he would compose just
as he did before, but at the same time would include
something new in his manner of composition. I wanted
to compose such a symphony: a symphony in the classical style.” Igor Stravinsky’s Pulcinella, the key work of
neoclassicism, was written two years later (1919-20). In
his symphony, Prokofieff stylizes classical and baroque
stylistic elements, combining them with the unexpected harmonic turns typical of his work, which account
for its novel, even thoroughly ironic effect. The symphony was premiered in Petrograd on April 21, 1918.
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It must soon have become clear to Prokofieff that he
would not be able to develop his career further under
the prevailing conditions of revolution and civil war. After the premiere of the Classical Symphony, he received
permission to leave the country, and in May 1918 travelled from Petrograd via Siberia and Vladivostok to
Japan, where he gave several concerts.

IN THE WEST
In August 1918, Prokofieff arrived in San Francisco. He
initially tried to establish himself as a pianist, but soon
recognized that he would inevitably be regarded as no
more than the second-ranked Russian pianist, behind
Serge Rachmaninoff. He thus focused on concerts with
his own works, and on performing as a soloist with
American orchestras. He also received commissions,
in part for collections of piano pieces, but also for the
Overture on Hebrew Themes, op. 34 (1919), which
he wrote for a Jewish ensemble that had emigrated
from the Soviet Union, with an original instrumentation consisting of clarinet, string quartet and piano.
The short work, which incorporates klezmer themes, is
also known in a version for small orchestra (1934). His
most important commission was for the opera The Love
for Three Oranges, op. 33 (1919). In conjunction with
this, he composed a six-movement orchestral suite, the
highlight of which is the famous march. In April 1920,
Prokofieff travelled to London and Paris, resumed his
discussions with Diaghilev, and established contact
with Serge Koussevitzky, who had also emigrated to the
West and established himself as a conductor there. The
summer of 1921 saw two highly acclaimed premieres,
including the world premiere of the ballet Chout, op. 21,
and the European premiere of the Scythian Suite under
Koussevitzky. From that point on, Prokofieff travelled
regularly back and forth between the United States and
Europe. In late 1921, he traveled to Chicago for the premiere of The Love for Three Oranges, and while there
also gave the first performance of his Piano Concerto
No. 3 in C major, op. 26 (1917-21), the origins of which
dated back to his student days. The work makes use
of the options available in the traditional three-movement form in an original way. In the first movement,
a clarinet duet with the high strings acts as an introduction and reprise marker, with an altogether motoric
and brilliant arrangement that also displays Prokofieff’s
taste for grotesque effects. The andantino is a set of
variations on a laconic but catchy theme. In the finale, a
rondo, sparkling glissandi compete with broad tutti effects, kaleidoscopic thematic development and smooth
harmonies. The piano is always in the foreground, leading the way into a coda that has the power to bring audiences applauding to their feet. This extremely striking concerto flopped at its premiere. It was only when
Koussevitzky integrated the concerto into his repertoire
that it began to establish itself in concert halls.
In 1923, Prokofieff returned to Europe for good, settling
in the small village of Ettal in Upper Bavaria, where he
married the Spanish singer Lina Llubera (given name:
Carolina Codina). His public life took place primarily in
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Paris, where, as he soon realized, he would perpetually
be forced to differentiate himself from Stravinsky. He
presented himself to the public with Symphony No. 2
in D minor, op. 40 (1924-25), which Koussevitzky premiered on June 6, 1925. This extremely complex work,
constructed according to Prokofieff “of iron and steel”,
has an idiosyncratic two-movement form, a sonata-allegro and a variation movement, and is modelled on
Beethoven’s Piano Sonata No. 32, op. 111. With its brittle sound, marked by harsh dissonances, the symphony
was not a success at its premiere, and did not establish
itself in the repertoire. Prokofieff later said that this was
probably the only time that he began to “worry that he
might play the role of a second-rate composer”.
Prokofieff intensified his cooperation with Diaghilev, and continued to try to make a name for himself
as an opera composer. Almost all of his concert-hall
repertoire from this decade consists of satellite works
to his stage repertoire. From the ballet Chout (based
on a Russian fairy tale about a fool who fooled seven
other fools) emerged a suite with 12 movements (op.
21a, 1920). He also wrote orchestral suites based on

In Chicago, 1933

With Ernest Ansermet and Igor Stravinsky, 1929

The Steel Step, op. 41a (1926), The Prodigal Son, op.
46a (1929), and, written after Diaghilev’s death, On
the Dnieper, op. 51a (1933). The two operas Prokofieff completed during his Paris period – The Gambler,
op. 24 (1915-17, completed 1928), and The Fiery Angel,
op. 37 (1919-27) – also resulted in symphonic works.
The orchestral work derived from The Gambler is subtitled Symphonic suite of four portraits and dénouement,
op. 49 (1931), and depicts the four main characters,
Alexei, the grandmother, the general and Polina, along
with the final opera’s image.
The work referencing The Fiery Angel is Symphony No.
3, op. 44 (1928), which was premiered in Paris by Pierre
Monteux on May 17, 1929. Its four movements follow
the classical model, and have neutral titles. There is no
explicit indication of any reference to the opera; yet all
the themes are based on material associated with the
main female character, the extravagant Renata, and
her search for Madiel, the fiery angel. These are not
‘symphonic images’; rather, the themes from the opera
are transformed and rearranged in such a way that they
function as genuinely symphonic material.

to say in which context the various themes first belonged. In 1947, the symphony was extensively revised
(as op. 112). Because of the cultural and political repression at the end of the 1940s (see below), this version could not be premiered until 1957, four years after
Prokofieff’s death. In this more densely orchestrated
version, which is a good 10 minutes longer, the symphony has become part of the international repertoire.
Particularly striking is the main theme of the first movement, which recurs repeatedly like a refrain. It sounds
like a distant echo of the march from The Love of Three
Oranges, and foreshadows the ‘Dance of the Knights’ in
Romeo and Juliet.

The orchestral work Divertimento, op. 43, written in
the second half of the 1920s, also traces its origins
back to a work for the stage, a ballet score with the
title Trapèze. The commissioning ensemble consisted
of five musicians; hence the Trapèze music has become
known as Quintet (op. 39, for oboe, clarinet, violin, viola and double bass). Divertimento is made up of four
movements, and is also available in a version for piano.

The composer’s last two piano concertos also belong to
the Paris period. Piano Concerto No. 4 in B flat major, op.
53 (1931), was commissioned by Paul Wittgenstein, who
lost his right arm in World War I and subsequently commissioned a whole series of concertos for the left hand,
for instance from Paul Hindemith, Maurice Ravel and
Erich Wolfgang Korngold, among others. Wittgenstein
ultimately did not play all the works dedicated to him,
either because he did not like them, or because there
was not enough time for rehearsal, as in the case of
Prokofieff’s work. Prokofieff’s piano concerto has an
original form of four movements, with two vivace elements that serve as a frame, and two moderately slow
(andante and moderato) middle movements. The outer movements are lively and melodious, concertante
throughout, while the middle movements are lyrical
and expressive. This concerto was not premiered until
1956.

Symphony No. 4 in C major, op. 47 (1929), is closely linked with the ballet The Prodigal Son; Prokofieff
worked on both works simultaneously, so it is impossible

Piano Concerto No. 5 in G major, op. 55 (1932), is stylistically related to No. 4. Here, Prokofieff chooses a
five-movement form, in which the fast outer movements
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correspond to one other in their cheerful, effervescent
character. The formal construction is kaleidoscopic.
While the opening allegro sets comic accents, repeatedly interspersing clear cadenzas, the finale wanders
through several keys, even remote ones, without any
harmonic breaks becoming apparent. Serving as centrepiece is a toccata that lives fully up to its name. It
is framed by two slow movements, a grotesque-seeming moderato and an extended, very lyrical larghetto,
which serves as the concerto’s emotional core. The premiere took place in Berlin under Wilhelm Furtwängler
on October 31, 1932, with Prokofieff as soloist.
The composer wrote two suites around the same time.
One (op. 60, 1934) is a five-movement film score for the
film Lieutenant Kijé, and also exists in a vocal version
and as a ballet. The other (op. 61, 1938) is music for
the play Egyptian Nights (which draws on Shakespeare,
Bernard Shaw and Pushkin). Both suites were commissioned by Soviet institutions; the suite for Lieutenant
Kijé was broadcast by Radio Moscow on December 21,
1934, while Prokofieff conducted the theatre music at a
Moscow concert on December 22, 1938.
With the two orchestral works Chant symphonique,
op. 57 (1933), and Russian Overture, op. 72 (1936),
along with the two suites and two symphonies referenced above, Prokofieff largely takes a step back from
hard, dissonant sounds and the pleasure of a dense,
noisy orchestral writing. Also in this new style was
Violin Concerto No. 2 in G minor, op. 63 (1935), which
is distinguished by its particular melodic richness,

but also by its playful metrical frictions (in the middle movement) and whimsical dance character (in the
finale). The violin concerto was written for French
violinist Robert Soetans, who gave the premiere in
Madrid on December 1, 1935.
Since the end of the 1920s, Prokofieff had regularly
travelled to the Soviet Union, in part to determine
whether a return would be possible for him. Soviet cultural officials were interested in him, and his works were
performed a number of times, especially in Moscow
and Leningrad. He received a commission from
Leningrad’s Kirov Theatre for the ballet Romeo and Juliet,
which he began working on in 1935. A year earlier,
authorities had declared socialist realism to be the new
and obligatory Soviet aesthetic, a fact certainly noted by
Prokofieff. He signaled his approval by announcing in
December 1932 in the newspaper Vechernaya Moskva
that he was looking for “material that has as its subject
the positive beginning, an eroica of development, depicting the new man, the struggle and the overcoming
of obstacles”. This has the sound of applied socialist
realism. In November 1934, speaking to the Izvestia
newspaper about Romeo and Juliet, he said: “The music
necessary here is what I would like to call ‘lightly serious’ or ‘serious-light’. … It should be melodic above
all, and the melody must be simple and comprehensible without slipping into the homespun or trivial. …
The simplicity must not be the old simplicity, but rather
something new.”

IN THE SOVIET UNION

With David Oistrakh, beginning of the 1950s
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In the summer of 1936, Prokofieff and his family finally
moved back to Moscow, at a time in which the Stalinist
‘Great Terror’ was becoming a grim reality. At this
moment too, Prokofieff’s younger colleague and the
most prominent Soviet composer, Dmitri Shostakovich,
had fallen into public disfavour due to official criticism,
initiated by Stalin himself, of his opera Lady Macbeth
of the Mtsensk District. Shostakovich’s 1937 rehabilitation with his Symphony No.5 could not at that time be
foreseen. Prokofieff enjoyed privileges, including being
allowed to continue giving concerts abroad. However, this permissiveness ended after a tour of America
in 1938. Prokofieff complied, and showed a willingness to cooperate with his Peter and the Wolf, op. 67
(1936) – loved by all children around the world – as
well as a Cantata for the 20th Anniversary of the October
Revolution, op. 74 (1937), a Hail to Stalin, op. 85 (1939),
for the Soviet chief’s 60th birthday, and music for Sergei
Eisenstein’s propaganda film and international classic,
Alexander Nevsky (op. 78, 1939). Prokofieff continued
his longstanding habit of repurposing stage works in
the form of orchestral suites and piano arrangements.
For example, he based suites on the ballets Romeo and
Juliet, op. 64 (1935-36), Cinderella, op. 87 (1940-44),
and The Tale of the Stone Flower, op. 118 (1948-53), as
well as on the operas Semyon Kotko, op. 81 (1939), and
Betrothal in a Monastery, op. 86 (1940-41). The suite
referencing Betrothal in a Monastery is entitled Summer
Night, op. 123 (1950). The Walz Suite, op. 110 (1946),

With his sons Sviatoslav and Oleg, 1936
uses dance music from the opera War and Peace, the
ballet Cinderella and the music for the film Lermontov
(1941). Prokofieff composed three suites for each of
the three ballets, with some being given their own opus
numbers. Those drawn from Romeo and Juliet have
earned a firm place in the international concert repertoire.
During World War II, and until his death (he died on
March 5, 1953, the same day as Stalin), Prokofieff
proved himself quite clearly as a Soviet composer. This
can be seen in the symphonic suite The Year 1941,
op. 90 (1941), a March for wind orchestra (op. 99, 1944)
and the Ode to the End of the War, op. 105 (1945), which
is very unconventionally orchestrated with eight harps,
four pianos, wind orchestra, percussion and double
basses. Two orchestral works can also be grouped
here: Thirty Years, written for the 30th anniversary of
the October Revolution (op. 113, 1947), and The Meeting of the Volga and the Don, op. 130 (1951), which the
composer wrote to commemorate the opening of the
Volga-Don Canal on July 27, 1952.
The premiere of Symphony No. 5 in B flat major,
op. 100 (1944), on January 31, 1945 coincided with
the news of the Red Army’s victorious advance across
the Vistula – that is, with a decisive turning point in
World War II. For this reason, this stirring classically
conceived symphony was regarded from the outset as
a ‘victory symphony’, and as a high point in the composer’s oeuvre. He himself said it was conceived “as a
symphony of the greatness of the human spirit”. His
biographer Israel Nestyev felt in the work a “firm belief
in life”, and described it as “jubilant song in praise of
life’s joy”.

Prokofieff’s major late works are overshadowed by
four cultural-policy resolutions passed after the end
of the war under cultural commissar Andrei Zhdanov. The first three were devoted to literature, the theatrical repertoire and film, with the second part of
Eisenstein’s Ivan the Terrible (with music by Prokofieff)
subjected to scathing criticism. The resolution on the
subject of music (1948) attacked in particular the great
composers who were also successful in the West –
Shostakovich, Khachaturian and Prokofieff. Making
great efforts, Prokofieff completed the opera The Story of

With conductor Yevgeny Mravinsky after the second
performance of the Symphony No.6 in the Great Hall
of the Leningrad Philharmonic, October 1947
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between major and minor keys, and especially by the
static, quiet major-key ending that evokes the sound
of a music box (produced by bells, xylophone and piano playing in unison in a high register), from which
emerges a trumpet figure with the notation ‘penserioso’ (pensive). Following the advice of conductor Samuil
Samosud, Prokofieff replaced the quiet ending with a
repetition of the noisier galloping theme. In the score,
both endings are provided.

With Mstislav Rostropovich, early 1950s

a Real Man (based on a wartime tale by Boris Polewoi),
a translucently orchestrated work infused with folk
melodies that flopped at a closed performance in
December 1948. In his personal life, after separating
from his Spanish wife, he married another woman, and
his first wife was subsequently arrested and deported
as a Western spy (although she was rehabilitated in
1956, dying in London in 1989).
Symphony No. 6 in E flat minor, op. 111 (1945-47),
which was immediately premiered in Leningrad, remained unaffected by these events. This complex,
densely orchestrated work has three movements;
by the close of the first movement it has turned to a
major key, and ends optimistically. Listeners regard
Symphony No. 7 in C sharp minor, op. 131 (1951-52),
as evoking associations such as “serenity”, “touching
childhood memories” and “the poetry of youth”. But
it is precisely because of its simple melodicism that
this symphony has a peculiarly resigned, even wistful
effect. This impression is reinforced by the oscillation

Prokofieff’s compositions for the concert hall conclude
with cello works. His Cello Concerto in E minor, op. 58
(1933-38), was a flop at its premiere in Moscow on
November 26, 1938. When the young Mstislav
Rostropovich played it in 1947, Prokofieff decided to
make a major revision, on which Rostropovich advised
him. This became the Sinfonia concertante in E minor,
op. 125 (1952), also called the Cello Concerto No. 2. In
this form, it has become part of the international repertoire, and is said to have inspired Shostakovich to
write his first cello concerto, which is also dedicated
to Rostropovich. In 1952, Prokofieff began work on
a Piano Concerto No.6 for two pianos (op. 133) and a
Concertino for cello and orchestra in G minor (op. 132),
which was completed by Rostropovich, who was aware
of Prokofieff’s intentions, and orchestrated by Dmitri
Kabalevsky.
Prokofieff saw the composition of operas as his noblest
task, and continued to pursue this goal despite having
little luck with the genre. His writing for the concert
hall was initially for himself as a pianist, and consisted
mainly of satellite works derived from his compositions
for the stage. Only gradually did he become a symphonic composer, using his experience in the concertante style for other solo instruments as well. While his
works retain an international presence to this day, it is
clear that first place is given to those in which his typical elegant melodicism and always surprising harmonic
turns, paired with clear formal elements, stand in the
foreground. Current playlists confirm this, returning often as they do to the first and fifth symphonies, Piano
Concerto No. 3, and the suites drawn from Romeo and
Juliet and Cinderella.

Prokofieff in 1929
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SYMPHONIC WORKS

SYMPHONY NO. 6
in E flat minor

SYMPHONY NO. 4
in C major

op. 111 (1945-47) | 42 minutes

1st version:
op. 47 (1929-30) | 23 minutes

2.picc.2.corA.2.Ebcl.bcl.2.dbn—4.3.3.1—timp.
perc(4)—harp—pft/cel—strings
WP: 11 October 1947 Leningrad
Leningrad Philharmonic State Symphony Orchestra |
Yevgeny Mravinsky
www.boosey.com/audio-clip/10373
Prokofieff’s Sixth Symphony has long been regarded
as his deepest and most thoughtful symphony. It was
written between 1945 and 1947, an extremely difficult
and dangerous time in Soviet history. In the wake of
the Second World War, Stalin was once again taking
an icy grip on people’s lives, and hopes raised by
victory were now being cruelly crushed. Prokofieff
himself saw friends and family arrested or silenced.
At the same time, his own health had collapsed and
he realised he was unlikely to live for many more
years. The Sixth, a reflection of these circumstances
and his only tragic symphony, had a harder time
establishing itself in concert life than its more dazzling
predecessors, while bringing many of their threads
together in its three movements. It combines the
formal originality of the Second, the dark harmony
of the Third, the clear melodies of the First and
Fourth, and the grandeur of the Fifth, to make an epic
summing-up of everything Prokofieff valued most in
his own art.

RECOMMENDED RECORDING

2.picc.2.corA.2.bcl.2.dbn—4.2.3.1—timp.perc(1)—
strings
WP: 30 November 1930 Boston
Boston Symphony Orchestra | Serge Koussevitzky
2nd version:
op. 112 (1947) | 37 minutes
2.picc.2.corA.2.Ebcl.bcl.2.dbn—4.3.3.1—timp.
perc(3)—harp—pft—strings
WP: 11 March 1950 London (Radio broadcast)
BBC Symphony Orchestra | Adrian Boult
www.boosey.com/audio-clip/10318
Just as he used material from his opera The Fiery
Angel in the Third Symphony, Prokofieff also
referenced a stage work in the subsequent Fourth:
the last of his ballets composed for Diaghilev, The
Prodigal Son. The symphony co-exists in two versions
of equal right; written almost twenty years apart,
their different character reflects the circumstances of
their respective compositions. The first version was
commissioned for the 50th anniversary of the Boston
Symphony Orchestra, and the composition is in
keeping with the brilliantly classical ideal associated
with its director, Serge Koussevitzky; the plasticity
of the musical material, which stems from the ballet
scenes, is contrasted with chamber-music textures,
often with ravishingly beautiful woodwind figuration.
The generously enriched second version in the ‘Soviet’
rousing style demonstrates Prokofieff’s unerring
sense of musical rhetoric, orchestral splendour and
symphonic drama, exemplified by the hymn-like
opening and final section.

RECOMMENDED RECORDING
together with Symphony No. 3
Deutsche Radio Philharmonie
Pietari Inkinen
SWR19086CD (2020)

(2nd version)
Bergen Philharmonic Orchestra
Andrew Litton
BIS-2134 (2016)
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SYMPHONIC WORKS

CHANT
SYMPHONIQUE

DIVERTIMENTO

op. 57 (1933) | 14 minutes

2.2.2.2—4.2.3.1—timp.perc(1)—strings

2.picc.2.corA.2.bcl.2.dbn—4.3.3.1—timp.perc(2)—
strings

WP: 22 December 1929 Paris
conducted by Prokofieff

WP: 14 April 1934 Moscow
Great Symphony Orchestra of the All-Union Radio |
Alexander Gauk
www.boosey.com/audio-clip/10315
Soviet art favoured the heroic and the grandiose, and
in later years Prokofieff many times created music
with an epic, even cinematic feel. But hardly ever did
he write a piece like this extraordinary Symphonic
Song, which weirdly combines the grandeur of official
and public music with some of the most abrasive,
personal and modernistic harmonies this paradoxical
composer ever penned. The result is virtually a onemovement symphony, underpinned throughout with
menacing march-rhythms and cast in a sweeping
andante-allegro-andante arch-form, beginning with
what the composer himself called ‘darkness’, before
proceeding through violent struggle to a blazing but
deeply ambiguous conclusion. The Symphonic Song
is one of Prokofieff’s least known orchestral works and
yet one of the most excitingly virtuosic scores he ever
wrote.

op. 43 (1925-29) | 15 minutes

www.boosey.com/audio-clip/10295
This vigorous and inventive four-movement piece
of 1929 is almost a symphony in miniature, lighthearted and lively in the manner popular during
Prokofieff’s Paris years, but with occasional shades of
darkness in the background. Three of the movements
are symphonic recreations of material originally
written for the ballet and naturally the feeling of
dance-music is everywhere to be heard in them. The
first and third play with music from a ballet about
circus artists, Trapèze, while the finale consists of
ideas cut from The Prodigal Son. Only in the second
movement, the larghetto, does Prokofieff leave off
dancing for a moment to create a wistful little poem
of contemplation.nzes für einen Moment wehmütiger
Kontemplation.

RECOMMENDED RECORDING

together with Chant symphonique
& Andante op. 29a
Scottish National Orchestra
Neeme Järvi
Chandos CHAN 10486 (1989/2008)
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ORCHESTRAL IMAGES

OVERTURE
(‘AMERICAN’)
Version for small orchestra:
op. 42 (1926) | 8 minutes

THE MEETING
OF THE VOLGA
AND THE DON

1.1.2.2—0.2.1.0—timp.perc(1)—2harp—2pft—strings

Festive Poem for orchestra
oop. 130 (1951) | 16 minutes

WP: 7 February 1927 Moscow
Orchestra ‘Persimfans’

3(III=picc).3(III=corA).3(III=bcl).3(III=dbn)—4.3.3.1—
timp.perc(3)—harp—pft—cel—strings

Version for large orchestra:
op. 42a (1928 | 8 minutes

WP: 22 February 1952 Moscow (Radio broadcast)
Great Symphony Orchestra of the All-Union Radio |
Samuil Samosud

2.picc.3.2.bcl.2.dbn—4.2.3.1—timp.perc(1)—2harp—
pft—cel—strings
WP: 18 December 1930 Paris
conducted by Pierre Monteux
youtu.be/go3VRowixOQ

RUSSIAN
OVERTURE
op. 72 (1936/37) | 14 minutes
2.picc.2.corA.2.bcl.2.dbn—4.3.3.1—timp.perc(4)—
2harp—pft—strings
WP: 29 October 1936 Moscow
conducted by Eugen Szenkar
youtu.be/OJcADTCx9l8
Although not originally related to each other by
the composer, these works offer a delightful pair of
characteristically different concert overtures. The
older of the two, often programmed together with
pieces by US contemporaries, was written for the
opening of New York’s Aeolian Hall and owes its
chamber setting to the limited dimensions of this
new hall; the music, however, is anything but ‘small’
and bristles with energy, so that Prokofieff could
easily rework it for symphony orchestra. Its no less
exuberant Russian ‘overture sister’ was composed by
Prokofieff to celebrate his decision to return home
from exile and spend the rest of his life in the Soviet
Union - a boisterous, often wanton sequence of
rousing melodies including some genuine folk tunes,
admittedly cleverly registered à la Prokofieff and
spiced with ‘false’ harmonies.

www.youtu.be/B3YEfdfUpp0
The Volga-Don Canal is one of the large artificial
waterways that have been built since the beginning of
the 20th century, especially during the Soviet era, to
expand the Russian waterway system. On the Volga
side, 88 metres of altitude had to be compensated
by nine locks, on the Don side 44 metres of altitude.
The inauguration of the 101 km long navigation
canal with a total of 13 locks took place on 27 June
1952, and Serge Prokofieff dedicated the festive
poem The Meeting of the Volga and Don to this event.
Written less than two years before his death, the work
combines the typical features of Prokofieff’s tonal
language and is one of the most popular repertoire
pieces of his late work. A reference recording was
made by Vladimir Ashkenazy in 2002.

RECOMMENDED RECORDING

together with ‘American’ Overture
& Summer Night
St. Petersburg Philharmonic Orchestra
Vladimir Ashkenazy
Exton/Octavia Records
OVCL 90323 (2003/11)

15

MINIATURES

A SUMMER DAY

VISIONS FUGITIVES

op. 65a (1935/41) | 15 minutes

op. 22 (1915-17)

2.2.2.2—2.2.0.0—timp.perc(2)—strings

arranged for orchestra by Walter Susskind
(1967, complete) | 25 minutes:
(III=picc).3(III=corA).3(I=Ebcl,II=bcl,III=ASax).
3(III=dbn)—4.3.3.1—timp.perc(3)—harp—cel—strings

WP: 1946 Moscow (Radio broadcast)
conducted by Abram Stasevich
www.boosey.com/audio-clip/10455
Prokofieff is rightly considered to be one of the
greatest of all composers for children, not least thanks
to the worldwide success of Peter and the Wolf (1936).
Some of his personal acquaintances explained that in
a way the composer himself had remained a child all
his life. In 1935, while working on Romeo and Juliet,
he wrote a series of easy-to-play piano pieces, which
quickly became popular with young pianists under the
title Music for Children (op. 65) and continue to be so
to this day. A few years later, Prokofieff orchestrated
seven of these twelve miniatures; their sequence
encompasses, through character and title, the span
of a day from dawn to moonlit night. This poetic suite
may evoke a childlike, simple world and is also readily
played by amateur orchestras, but its delicate sound is
definitely a technical and interpretational challenge.

RECOMMENDED RECORDING

The New London Orchestra
Ronald Corp
Hyperion CDH55177 (1991)

Fifteen pieces for string orchestra,
arranged by Rudolf Barshai (1978,
nos.1-6 & 8-16) | 18 minutes;
plus Fifteen pieces for string orchestra and harp,
arranged by Viktor Suslin (1983, nos.7 & 17-20) |
10 minutes
youtu.be/HX3KDhxEBYU
During the revolutionary months of 1917, Prokofieff
protected himself from the world and composed
prolifically. In addition to the evergreen Classical
Symphony he also wrote this extensive cycle of short
and haunting piano miniatures. The composer found
the title Мимолётности in a verse by Konstantin
Balmont and in the Russian original it has a meaning
that oscillates between retrospect, appearance and
fleeting moment. Each of the miniatures is highly
characteristic and their brightly contrasted colours,
even in the piano versions, seem to demand an
orchestral interpretation. The Czech-British conductor
Walter Susskind, who was well versed across a range
of idioms, created a large-scale interpretation that
is extremely finely graded in detail. His colleague
Rudolf Barshai chose a different approach with the
arrangement for a pure string orchestra; the five of
the twenty Visions fugitives missing in this version
were added by Viktor Suslin and this complete
form provided the basis for John Neumeier‘s ballet
Endstation Sehnsucht.

RECOMMENDED RECORDING

(Barshai version)
Academy of St Martin-in-the-Fields
Sir Neville Marriner
Decca 478 2759 (1973/2011)

16

MINIATURES

ANDANTE

DREAMS

from String Quartet No. 1
arranged for string orchestra, op. 50a (1930) |
9 minutes

Symphonic Tableau
op. 6 (1910) | 12 minutes

WP: 1931 Washington, DC
youtu.be/4LkKwHffKO8

ANDANTE
from Piano Sonata No. 4
op. 29a (1908/17, orch.1934) | 8 minutes

2.picc.2.corA.2.bcl.2.dbn—6.3.3.1—timp.perc(1)—
2harp—strings
WP: 22 November / 5 December 1910 St. Petersburg
conducted by Prokofieff
www.boosey.com/audio-clip/10310

AUTUMN

2.2.corA.2.bcl.2.dbn—4.2.3.1—timp.perc(1)—strings
WP: 13 February 1958 Leningrad
Leningrad Philharmonic State Symphony Orchestra |
Gennady Rozhdestvensky
youtu.be/20mrpuCmZkE
Prokofieff thought highly of his First String Quartet,
composed in 1930 for the Library of Congress in
Washington DC, and especially of the slow movement
that concludes the unusual three-movement form. He
decided that this Andante could stand on its own and
arranged it for a larger string ensemble – resulting in
a complex and intense piece that makes an impressive
statement within a string orchestra programme. He
proceeded in a similar manner a little later with his
Fourth Piano Sonata of 1917. Here the transformation
encompassed an additional stage, as the sonata itself
had drawn on symphonic ideas from his boyhood days
in 1908. With the Andante, revised again for orchestra
in 1934, he provided a touching statement in which
a mature symphonic master looks back upon the
innocence of his first musical thoughts from 25 years
before.

Symphonic Sketch
op. 8 (1910/15/34) | 8 minutes
2.2.2.bcl.2—4.1.0.0—harp—strings
WP: 19 July / 1 August 1911 Moscow
conducted by Alexander Medtner
youtu.be/nhV8LjIixcQ
The two symphonic pictures written around the end
of his conservatory years show Prokofieff as a high
achieving student, exploring a melancholy that stems
from the Russian musical tradition. Сны (Dreams)
is a homage to Alexander Scriabin, who Prokofieff
had admired since his youth, specifically to his dark
romantic orchestral poem Daydreams op. 24, an
opulent and intimate nocturnal vision. Prokofieff’s
sister piece from the same year, literally titled Autumn
– Symphonic Sketch, with its relentless circling of the
low woodwinds and glistening string melodies, is less
reminiscent of Scriabin than of Sergei Rachmaninoff.
In passages the young composer chooses bolder
harmonies and roughens the sound dramatically in the
windswept middle section.

RECOMMENDED RECORDINGS

Autumn, together with
Symphony No. 3 &
Scythian Suite
São Paulo Symphony
Orchestra | Marin Alsop
Naxos 8.573452 (2015)

Dreams, together with
Symphony No. 4 (1st
version) & Symphony No. 5
Bournemouth Symphony
Orchestra | Kirill Karabits
ONYX 4147 (2015)
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OPERATIC SUITES

WAR AND PEACE

FOUR PORTRAITS

op. 91 (1941-52)

from THE GAMBLER
op. 49 (1930-31) | 25 minutes

Symphonic Suite, arranged by Christopher Palmer
(1988) | 30 minutes
3(III=picc).2.corA.2.bcl.2.dbn—4.4.3.1—timp.perc(4-5)
—2harp—org(ad lib)—strings
youtu.be/QMQfDBYvbe0

2.picc.2.corA.2.bcl.2.dbn—4.3.3.1—timp.perc(3)—
2harp—pft—strings
WP: 12 March 1932 Paris
conducted by François Ruhlmann
www.boosey.com/audio-clip/10301

Prokofieff originally wanted his opera War and Peace,
based on Tolstoy’s epic novel, to focus neither on war
scenes nor massed scenes. When he began work on
it during the Second World War he rather planned
a very intimate drama, indeed “lyrical scenes in the
spirit of Tchaikovsky”. In the end, the result was
an opulent score that – unabridged – almost bursts
a single performance evening and requires a large
cast. The symphonic suite, arranged in 1988 by the
composer, arranger and music essayist Christopher
Palmer, condenses the large-scale opera with its
many small scenic actions into a work for the concert
podium. The three parts – The Ball (Fanfare and
Polonaise, Waltz, Mazurka); Intermezzo (May Night);
Finale (Snowstorm, Battle, Victory) – impressively
reflect the stylistic conception of the opera, in which
the composer uses leitmotifs and associative themes
as in his great operatic successes The Love for Three
Oranges, The Fiery Angel and Betrothal in a Monastery.

RECOMMENDED RECORDING

Prokofieff’s first full-length opera, The Gambler, is
one of the most violent and frightening scores he ever
wrote, poised on the edge of expressionist chaos, filled
with grinding dissonances, pounding rhythms and
tortured leaping melodies. It is a vivid dramatisation
of Dostoyevsky’s nightmarish novella about a group
of desperate and aimless Russians gambling their
lives away in a spa-town in 19th century Germany.
Prokofieff shaped his orchestral suite out of fragments
of the opera that he recomposed into what is
essentially a new piece of music, almost a symphony.
Each portrait depicts, with the most aggressive
parody and distortion, one of the contemptible
protagonists of the story: the bitterly resentful antihero, the young gambler of the title; the grotesque
and extremely rich grandmother, who loses her entire
fortune; the pompous old general; and the general’s
stepdaughter, the unreliable and overwrought Pauline.
The work ends with a fifth movement, Denouement,
a recomposition of the original music of the closing
pages of the opera as a dark and mocking vision of
despair.

RECOMMENDED RECORDING

together with Russian Overture &
Summer Night
Philharmonia Orchestra
Neeme Järvi
Chandos CHAN 9096 (1992)

Norddeutsche Philharmonie Rostock
Marcus Bosch
Coviello Classics COV 92102 (2021)
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OPERATIC SUITES

SUMMER NIGHT

WALTZ SUITE

Suite from BETROTHAL IN A MONASTERY
op. 123 (1950) | 20 minutes

from WAR AND PEACE, CINDERELLA
and LERMONTOV
op. 110 (1946) | 29 minutes

2.picc.2.corA.2.bcl.2.dbn—4.3.3.1—timp.perc(3)—
harp—strings
WP: 1952 Moscow (Radio broadcast)
Great Symphony Orchestra of the All-Union Radio |
Samuil Samosud
youtu.be/j_ygikZGQ2k
The suite Summer Night is based on music drawn from
Prokofieff’s Betrothal in a Monastery – his lyricalcomic opera completed in 1941 just before the start
of the German-Soviet War. The composer, who was at
the zenith of his fame at the time, used as his model
Richard Brinsley Sheridan’s The Duenna – the text for
a ballad opera composed in 1775 by Thomas Linley
father and son. Prokofieff wrote the new libretto as
a collaboration with Mira Mendelson, who was to
become his second wife. The play is about a pretty
young girl, promised to a rich old fishmonger, who,
despite her father’s views, has quite different plans.
Prokofieff was delighted by the „fine humour, the
enchanting lyricism and the pointed characterisation
of the characters“ and created an opera rich with
enchantingly beautiful melodies and instrumental
intermezzi, which are taken up in the suite Summer
Night.

RECOMMENDED RECORDING

2.picc.2.corA.2.bcl.2.dbn—4.3.3.1—timp.perc(4)—
harp—pft—strings
WP: 13 May 1947 Moscow
USSR State Symphony Orchestra | Mikhail Shteiman
www.boosey.com/audio-clip/10378
The Waltz Suite was written after the Great Patriotic
War (1941-45) when the Soviet Union was celebrating
victory over fascist Germany. Prokofieff provided a
series of rousing works written to reflect the spirit
of the times, including his heroic Symphony No.
5, first performed with triumphant success by the
State Symphony Orchestra of the USSR under the
composer’s own direction in Moscow at the beginning
of 1945. In his Waltz Suite, created the following
year, Prokofieff compiled music from several works
containing dance sections. In addition to drawing
upon his opera War and Peace, completed in 1944
(in an unfinished version), and his ballet Cinderella,
premiered in 1945, the Waltz Suite features music
written in 1941 for Albert Gendelshtein’s film drama
about the poet Mikhail Lermontov, a contemporary
of Pushkin; after disagreements with the director,
Prokofieff withdrew from the cinema project and
‘rescued’ his romantic, incendiary Mephisto Waltz by
including it in this concert suite.

RECOMMENDED RECORDING

together with Scythian Suite
Zagreb Philharmonic
Dmitri Kitayenko
OehmsClassics OC 471 (2020)
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together with Symphony No. 6
National Symphony Orchestra of Ukraine
Theodore Kuchar
Naxos 8.553069 (1995)

FILM SUITES

Suite from

Suite from

THE QUEEN
OF SPADES

LIEUTENANT KIJÉ

op. 70 (1936)

2.picc.2.2.Tsax.2—4.2.cnt.3.1—perc(3)—harp—pft/
cel—strings; baritone(ad lib)

arranged by Michail Jurowski (2003) | 32 minutes:
2.2.corA.2.bcl.2—4.3.3.1—timp.perc(2)—pft—strings
WP: 4 October 2003 Berlin
Berlin Radio Symphony Orchestra | Michail Jurowski

op. 60 (1933-34) | 21 minutes

WP: 21 December 1934 Moscow (Radio broadcast)
conducted by Prokofieff
www.boosey.com/audio-clip/10268

youtu.be/op_bfidKWRo
Prokofieff’s film score for The Queen of Spades was not
premiered in concert and recorded on CD until 2003,
fifty years after the composer’s death. It was written
in 1936 for a film project by Mikhail Romm based on
Alexander Pushkin’s short story Pique Dame. But since
Stalin had decreed at the time that no more Pushkin
material was to be shown in the cinema or on stage,
the script was not realised. This score, just like that
of the film music for Eisenstein’s Alexander Nevsky
(1938), lay neglected in Moscow until it eventually
caught the attention of the Russian conductor Michail
Jurowski, who resurrected the score and successfully
presented it to the public. Prokofieff also used themes
from this remarkable film music in his Piano Sonata
No. 8 and in the Adagio of his Symphony No. 5.

RECOMMENDED RECORDING

With his very first attempt at the genre of film music,
Prokofieff produced a masterpiece – one of his
most popular and enchanting creations, a feast of
unforgettable melodies and sparkling orchestration
with his very own dark undertone. The satirical plot of
Alexander Faintsimmer’s comedy film Lieutenant Kijé,
based on a novella by Yuri Tynyanov, revolves around
a non-existent soldier who is only brought to ‘life’ by
a clerical error thanks to the Tsarist bureaucracy in
the 1800s, and for whom an increasingly complicated
phantom existence must then be invented – perfect
fare for Prokofieff’s wit. After the successful
cinema release, the composer wove a suite of five
movements out of his small-scale film music, from
birth to adventure, marriage and death of the fictional
Kijé. Particularly charming is the use of the tenor
saxophone, whose romance lives on in the pop song
‘Russians’ by Sting. Prokofieff’s score, notably the
Troika sleigh ride, also has a life of its own today,
reheard as film music in Wes Anderson’s Isle of Dogs,
as well as remaining popular in Christmas concerts.

RECOMMENDED RECORDING

together with music for Eugene Onegin
Berlin Radio Symphony Orchestra
Michail Jurowski
Capriccio C67149-50 (2005)
together with Symphony No. 5
Cincinnati Symphony Orchestra
Paavo Järvi
TELARC CD-80683 (2008)
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WITH VOICES

IVAN THE
TERRIBLE
Music from the film by Sergei Eisenstein, op. 116
(1942–46)
Oratorio arr. by Abram Stasevich (1961) | 75 minutes
for narrator, alto, baritone, mixed chorus, children’s
chorus (ad lib) and orchestra:
2(II=picc).picc.2.corA.3.Ebcl.bcl.2sax(A.Bar).3.dbn—
4.5.3.2—timp.perc(3)—2harp—2gusli—pft—strings
WP: 23 April 1961 Moscow | Abram Stasevich
Oratorio arr. by Lev Atovmyan (1961) | 30 minutes
for alto, baritone, mixed chorus and orchestra:
2(II=picc).picc.2.corA.2.Ebcl.bcl.Tsax.2.dbn—4.5.3.2—
timp.perc(3)—2harp—pft—cel—strings
WP: 28 January 2012 London | Vladimir Jurowski
Orchestral suite arr. by Christopher Palmer (1990) |
25 minutes:
2(II=picc).picc.2.corA.2.Ebcl.bcl.3sax(A.T.Bar).3.dbn—
4.5.3.2—timp.perc(3)—2harp—pft—strings
Prokofieff’s music for Eisenstein’s film is epically
powerful, with the composer’s typically lyrical
thematic invention meeting elaborate, psychologising
musical portraits of the characters as well as folk song
inflections. In addition to martial background music
for the war scenes and lush choruses for religious
ceremonies, there are intimate solos, wedding and
lullaby songs as well as fanfares and dances to
illustrate the courtly world. Though Eisenstein was
awarded the Stalin Prize for the first part of the film,
which tells the rise of the first Russian tsar, the second
part (Ivan’s development into a despot) fell victim
to censorship and was only premiered publicly in
1958 in the course of de-Stalinisation, ten years after
Eisenstein’s death. For pure concert performances
without film, versions by conductor Abram Stasevich,
Prokofieff’s former assistant Lev Atovmyan, and
Christopher Palmer are available. Prokofieff’s original
music, reconstructed by Frank Strobel in 2016, can be
obtained for live orchestral accompaniment to the film.

RECOMMENDED RECORDING

(Oratorio, Stasevich version)
BBC Symphony Orchestra
Leonard Slatkin
Warner 2562 61549-2 (2004)
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HAMLET
Musical Scenes
from the music for William Shakespeare’s drama,
op. 77 (1937-38) | 28 minutes
for soprano, baritone and orchestra:
1.1.1.1—2.1.1.0—perc(3)—pft(ad lib.)—acc—strings
WP: 25 November 1954 Moscow (Radio broadcast)
Natalya Roszhdestvenskaya, soprano | Georgi
Abramov, baritone | Gennady Rozhdestvensky
youtu.be/6cyE4WuSeLw
Prokofieff turned to Hamlet at a time when he was
working on Romeo and Juliet, composing his bestknown and most extensive ballet music based
on Shakespeare. He wrote incidental music for a
production of Shakespeare’s tragedy about the
brooding Danish prince, which was premiered at the
Pushkin Theatre in Leningrad in May 1938, directed
by Sergei Radlov who had previously also co-written
the libretto for the composer’s Romeo ballet. For
Hamlet, Prokofieff wrote ten musical episodes for
two voices and an orchestra including piano and
harmonium. The suite follows the most important
stages of the drama – from Hamlet’s encounter with
the ghost of his dead father, via a march dedicated to
his uncle and antagonist Claudius, to a spotlight upon
the drama’s central female character: the four songs
of Ophelia form the focus of these Hamlet scenes.
Fanfares, a pantomime, the song of the gravediggers
and Fortinbras’s final march round off the suite.

RECOMMENDED RECORDING

together with incidental music from
Eugene Onegin, Egyptian Nights &
Boris Godunov
Berlin Radio Symphony Orchestra
Michail Jurowski
Capriccio 7001 (2008)

IVAN THE TERRIBLE: Vladimir’s assassination | Prokofieff’s manuscript score
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THEATRICAL SUITES

EGYPTIAN NIGHTS

EUGENE ONEGIN

Symphonic Suite
op. 61 (1934) | 18 minutes

op. 71 (1936)

2.picc.2.corA.2.bcl.Tsax.2.dbn—4.2.3.1—timp.
perc(3)—harp—pft—strings
WP: 21 December 1934 (Radio broadcast)
conducted by Prokofieff
youtu.be/Ws7lWrO_E_U
With his Moscow Chamber Theatre, founded in
1914, Alexander Tairov set standards on the Russian
stage for decades. His diverse, often elaborate
productions included an adaptation of Pushkin’s
unfinished Egyptian Nights, which he interspersed
with excerpts from Shakespeare’s and George Bernard
Shaw’s plays. Prokofieff was inspired by this exotic
spectacle to write wildly fantastic incidental music.
The symphonic suite from Egyptian Nights brings
together the four contrasted worlds of the drama:
sinuous waltz-music for Cleopatra, an almost tragic
slow-march for Mark Antony, ‘oriental’-style wailing
and drumming for the land of Egypt, and brutal
military thunder for the might of ancient Rome. The
scoring, throughout, is heavily coloured by the sound
of tenor saxophone, trumpets and percussion, which
gives this astonishingly vivid music a barbaric and
strikingly immediate feel. While Prokofieff’s suite was
commissioned by the State Radio, Tairov’s theatre
piece was cancelled by the Soviet authorities the
following year on the grounds of ‘formalism’.

RECOMMENDED RECORDING

Scenes for 5 speakers, mixed chorus and orchestra
reconstructed and arranged by Edward Downes
(1992) | 45 minutes:
2(II=picc).2(II=corA).2(=bcl,Asax,Tsax).2—
2.2.BarHn.2.1—timp.perc(2)—harp—2hpd—strings
arranged by Gerd Albrecht (1989) after the reconstruction by Elisaweta Dattel (1973) | 43 minutes:
2(II=picc).2(II=corA).2(=bcl,Asax,Tsax).1—
2.2.BarHn.2.1—timp.perc(2)—harp—2hpd—strings
youtu.be/xj_VqFDncOM
Prokofieff’s Eugene Onegin is one of a total of three
incidental music works that the composer wrote in the
mid-1930s on texts by Alexander Pushkin. Egyptian
Nights was followed by the half-hour incidental music
Boris Godunov op. 70, which was only rediscovered in
2007, and finally Eugene Onegin, based on Pushkin’s
probably most famous verse novel. The premiere of
Sigizmund Krzhizhanovsky’s stage adaptation, for
which Prokofieff had begun writing the incidental
music, fell victim to differences between the librettist
and the director Alexander Tairov. On the basis of the
almost complete piano score left by the composer,
including instrumentation details, Elizaveta Dattel
presented an orchestrated version in 1973. The British
conductor Edward Downes, who had in the meantime
found three missing numbers, produced his own
orchestration of the complete work and conducted its
posthumous premiere for the BBC in London in 1980.
Shortened versions of both reconstructions of the
incidental music are available for concert use, by Gerd
Albrecht and Edward Downes himself respectively.

RECOMMENDED RECORDING

together with Autumn, Hamlet, Hail to Stalin
& Prosper, Our Mighty Land!
Russian State Symphony Orchestra
Valeri Kuzmich Polyansky
Chandos CHAN 10056 (2003)
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together with Egyptian Nights
Natalya Andreychenko, Oleg Yankovsky,
Igor Kostolevsky, Aleksei Petrenko,
Lyudmila Polyakova
WDR Cologne Radio Symphony Orchestra
& Choir
Gerd Albrecht
ORFEO C 258 031 A (2003)

BALLET SUITES

SCYTHIAN SUITE
(Ala and Lolli)
op. 20 (1915-17) | 20 minutes
3(III=afl).picc.3.corA.3(III=Ebcl).bcl.3.dbn—
8.3(III=Ebtpt).Ftpt.Ctpt(ad lib).4.1—timp.perc(9 or
4-5)—2harp—pft—cel—strings
WP: 16/29 January 1916 Petrograd
conducted by Prokofieff
www.boosey.com/audio-clip/10312
Prokofieff’s first ballet for Serge Diaghilev, Ala and
Lolly, followed the impresario’s penchant for early
Russian history and was supposed to deal with the
mythical and warlike events surrounding the pagan
steppe people, the Scythians. However, Diaghilev
discarded the project before the composer had
completed his score – not only did he find Sergey
Gorodetsky’s scenario lacking in originality, but he
was probably also afraid of its similarity to the Sacre
du printemps, which had premiered in 1913. The
young Prokofieff seems to have striven to surpass
Stravinsky’s scandalous piece musically, with bold
instrumentation and ‘barbaric’ sound layers and
ostinati. He rescued his ballet music by transforming
it into a symphonic suite, rich in contrasting moments,
brilliantly orchestrated and grippingly dramatized, all
culminating in a grandiose Hollywood-style sunrise.
Later, even this fearless composer came to think the
technicolour ending rather over the top. But who
cares? This is music guaranteed to have the audience
on their feet and cheering as the last chord dies away.

RECOMMENDED RECORDING

THE TALE OF THE
STONE FLOWER
Wedding Suite op. 126 (1951) | 17 minutes:
2.picc.2.corA.2.Ebcl.bcl.2.dbn—4.3.3.1—timp.
perc(3)—harp—pft—strings;
WP: 12 December 1951 Moscow
Grand All-Union Radio Symphony Orchestra |
Samuil Samosud
Gypsy Fantasy op. 127 (1951) | 8 minutes:
2.picc.2.corA.2.Ebcl.bcl.2.dbn—4.3.3.1—timp.
perc(3)—harp—pft—strings;
WP: 18 November 1951 Moscow (Radio broadcast)
Grand All-Union Radio Symphony Orchestra |
Samuil Samosud
Ural Rhapsody op. 128 (1951) | 9 minutes:
2.picc.2.corA.2.Ebcl.bcl.2.dbn—4.3.3.1—timp.
perc(3)—harp—pft—strings
youtu.be/bSanzYw48S8
In the last years of his life, Prokofieff worked on the
ballet The Tale of The Stone Flower. The original story
was taken from a collection of folk tales from the Urals
published by Pavel Bashov in 1939 under the title The
Malachite Box. The ballet scenario was written by the
choreographer Leonid Lavrovsky and Prokofieff’s wife
Mira; inspiration was also provided by the first Soviet
colour film, which brought the same subject to the
screen in 1946 with immense audience success. The
fairy tale, which Prokofieff dressed in an enchantingly
illustrative music, comparable to that in his Cinderella
ballet music, tells of the stonecutter Danila, who is in
love with the beautiful Katerina and wants to create
a perfect work of art for her out of malachite. This,
however, also arouses the interest of the jealous
mistress of the Copper Mountain ... While the ballet
was not premiered until a year after Prokofieff’s death,
the composer himself was still able to experience
the premiere of the suites, which he had released in
advance.

RECOMMENDED RECORDING
together with Symphony No. 5
German Symphony Orchestra Berlin
Tugan Sokhiev
Sony Classical 88875185152 (2016)

Wedding Suite & Gypsy Fantasy
together with Four Portraits
Lahti Symphony Orchestra
Dima Slobodeniouk
BIS-2301 (2020)
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WALTZ & MARCH

TWO PUSHKIN
WALTZES

MARCH
in B flat major

op. 120 (1949) | 8 minutes

for wind band, op. 99 (1943-44) | 3 minutes
1(=picc).0.3(III=Ebcl).0—2.2.3.0;
banda:3cnt.5hn(A,3T,Bar).2tuba—perc(5)
WP: 30 April 1944 (Radio broadcast)

2.2.corA.2.bcl.2—4.2.3.1—timp.perc(2)—strings
WP: 1952 Moscow (Radio broadcast)
Grand All-Union Radio Symphony Orchestra |
Samuil Samosud
www.boosey.com/audio-clip/10379
Sergei Prokofieff worked with Alexander Pushkin’s
texts across a wide variety of genres. Pulling
these together, the Russian conductor Gennady
Rozhdestvensky created a Pushkiniana suite
assembled from Prokofieff’s music for the film
adaptation The Queen of Spades, a stage version of
Eugene Onegin and Pushkin’s original drama Boris
Godunov, all composed in 1936. Only a few years
before his death, Prokofieff turned again to the
Russian national poet in his late work Two Pushkin
Waltzes. Entirely in keeping with the writer’s poetry,
these waltzes, which both begin with slow, introverted
introductions, breathe a peculiar wistful quality, even
melancholic – a corresponding approach to the waltz
genre is often found across Prokofieff’s ballet music.

RECOMMENDED RECORDING

orchestrated by Otfried Büsing:
1.1.1.1—3.1.1.0—timp.perc(2)—strings
orchestrated by Muscat:
1(=picc).1.2.1—2.3.1.0—timp.perc(2)—harp—pft—
strings(2.2.1.1.1)
youtu.be/JchoaNyHJC4
As with the waltz, Prokofieff also had a ‘knack’ for the
march, such as the best-known piece from his opera
The Love for Three Oranges. The Four Marches op. 69
are a collection of character pieces for various wind
orchestras written between 1935 and 1937. Prokofieff
then wrote this March in B flat major for a May Day
broadcast during the war. Shortly after the premiere in
his native country, the conductor Serge Koussevitzky
performed the work live in the USA with the Combat
Infantry Band, thus establishing its immense success
in Western concert halls. The march has also been
arranged several times for various ensembles and for
symphonic orchestra.

RECOMMENDED RECORDING

together with A Summer Day &
Waltz Suite op. 110
Tampere Philharmonic Orchestra
Leonid Grin
Ondine ODE 769-2 (1991)

together with Peter and the Wolf,
Classical Symphony & Overture on
Hebrew Themes
The Chamber Orchestra of Europe
Claudio Abbado
Deutsche Grammophon
429-396-2 (1990)

ROMEO AND JULIET: Romeo and Father Lorenzo | Prokofieff’s manuscript particell
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WORK INDEX

Prokofieff’s complete works
for the concert hall
The following systematic alphabetical index lists all of
Prokofieff’s original compositions for the concert hall.

Instrumentation, duration, date of composition and other
detailed information on the works, as well as orchestral
arrangements by other composers, can be found in our
complete Prokofieff catalogue. It is available online at
www.boosey.com/ProkofieffWorkList

ORCHESTRAL WORKS
Andante, op. 29a
Chant symphonique (Symphonic Song), op. 57
Divertimento, op. 43
Dreams. Symphonic tableau in E minor, op. 6
Egyptian Nights. Incidental music
Egyptian Nights. Symphonic Suite, op. 61
Festive Poem (‘Thirty Years’), op. 113
Four Portraits from ‘The Gambler’, op. 49
Gypsy Fantasy from ‘The Tale of the Stone Flower’, op. 127
The Meeting of the Volga and the Don, op. 130
The Mistress of the Copper Mountain. Suite from ‘The Tale of the Stone Flower’, op. 129
Ode to the End of the War, op. 105
Overture (‘American’) in B flat major, op. 42a for full orchestra
Pushkin Waltzes, op. 120
The Queen of Spades (Pique Dame). Music to the film, op. 70
Russian Overture in C major, op. 72
Scythian Suite, op. 20
Suite No. 1 from ‘Cinderella’, op. 107
Suite No. 2 from ‘Cinderella’, op. 108
Suite No. 3 from ‘Cinderella’, op. 109
Suite from ‘Lieutenant Kizhé’, op. 60
Suite from ‘The Love for Three Oranges’, op. 33a
Suite from ‘On the Dnieper’, op. 51a
Suite from ‘Le pas d’acier’, op. 41a
Suite from ‘The Prodigal Son’, op. 46a
Suite from ‘The Queen of Spades’
Suite No. 1 from ‘Romeo and Juliet’, op. 64a
Suite No. 2 from ‘Romeo and Juliet’, op. 64b
Suite No. 3 from ‘Romeo and Juliet’, op. 101
Suite from ‘Semyon Kotko’, op. 81a
Summer Night. Suite from ‘Betrothal in a Monastery‘, op. 123
Symphonic March in B flat major, op. 88
Symphonic Suite from ‘Chout’, op. 21a
Symphony No. 2 in D minor, op. 40
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Symphony No. 3 in C minor, op. 44
Symphony No. 4 in C major, op. 47 (version I)
Symphony No. 4 in C major, op. 112 (version II)
Symphony No. 5 in B flat major, op. 100
Symphony No. 6 in E flat major, op. 111
Symphony No. 7 in C sharp minor, op. 131
Ural Rhapsody from ‘The Tale of the Stone Flower’, op. 128
Waltz Suite, op. 110
Wedding Suite from the ‘The Tale of the Stone Flower’, op. 126
The Year 1941. Symphonic Suite, op. 90

CHAMBER ORCHESTRA
A Summer Day, op. 65a
Andante for string orchestra, op. 50a
Autumn. Symphonic sketch for symphony orchestra, op. 8
Overture (‘American’) in B flat major, op. 42 for chamber orchestra
Overture on Hebrew Themes, op. 34a
Sinfonietta in A major, op. 5 (versions I/II)
Sinfonietta in A major, op. 48 (version III)
Symphony No. 1 ‘Classical Symphony’ in D major, op. 25

CONCERTOS
Concertino for Violoncello and Orchestra in G minor, op. 132
Concerto for Piano and Orchestra No. 1 in D flat major, op. 10
Concerto for Piano and Orchestra No. 2 in G minor, op. 16
Concerto for Piano and Orchestra No. 3 in C major, op. 26
Concerto for Piano and Orchestra No. 4 ‘For the Left Hand‘ in B flat major, op. 53
Concerto for Piano and Orchestra No. 5 in G major, op. 55
Concerto for Two Pianos and Strings, op. 133
Concerto for Violin and Orchestra No. 1 in D major, op. 19
Concerto for Violin and Orchestra No. 2 in G minor, op. 63
Concerto for Violoncello and Orchestra in E minor, op. 58
Sinfonia concertante for Violoncello and Orchestra in E minor, op. 125

WORKS FOR WIND ORCHESTRA / BAND
Four Marches, op. 69
March in B flat major, op. 99

SOLO VOICE(S) AND ORCHESTRA
Hamlet, op. 77
Peter and the Wolf, op. 67
The Ugly Duckling, op. 18

SOLO VOICE(S), CHOIR AND ORCHESTRA
Alexander Nevsky. Music to the film
Alexander Nevsky. Cantata op. 78
Ballad of an Unknown Boy, op. 93
Boris Godunov, op. 70a
Eugene Onegin, op. 71
Ivan the Terrible, op. 116
On Guard for Peace, op. 124
Seven, They Are Seven, op. 30
Songs of Our Times, op. 76
Winter Bonfire, op. 122
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CHOIR AND ORCHESTRA
Cantata for the 20th Anniversary of the October Revolution, op. 74
Prosper, Our Mighty Land, op. 114
Two Poems on Words by Konstantin Balmont, op. 7
Zdravitsa (Hail to Stalin), op. 85

INCIDENTAL MUSIC
Boris Godunov, op. 70a
Egyptian Nights
Eugene Onegin, op. 71
Hamlet, op. 77

FILM MUSIC
Alexander Nevsky
Ivan the Terrible, op. 116
Kotovsky
Lermontov
Lieutenant Kijé
The Partisans in the Ukrainian Steppes
The Queen of Spades (Pique Dame), op. 70
Tonya

SUITES FROM STAGE WORKS,
INCIDENTAL MUSIC AND FILM MUSIC
Egyptian Nights, op. 61
Gypsy Fantasy from ‘The Tale of the Stone Flower’, op. 127
The Mistress of the Copper Mountain. Suite from ‘The Tale of the Stone Flower’, op. 129
Scythian Suite, op. 20
Suite from ‘Lieutenant Kijé’, op. 60
Suite from ‘The Love for Three Oranges’, op. 33a
Suite from ‘On the Dnieper’, op. 51a
Suite from ‘Le pas d’acier’, op. 41a
Suite from ‘The Prodigal Son’, op. 46a
Suite from ‘The Queen of Spades’
Suite from ‘Semyon Kotko’, op. 81a
Suite No. 1 from ‘Cinderella’, op. 107
Suite No. 2 from ‘Cinderella’, op. 108
Suite No. 3 from ‘Cinderella’, op. 109
Suite No. 1 from ‘Romeo and Juliet’, op. 64a
Suite No. 2 from ‘Romeo and Juliet’, op. 64b
Suite No. 3 from ‘Romeo and Juliet’, op. 101
Summer Night, op. 123
Symphonic Suite from ‘Chout’, op. 21a
Ural Rhapsody from ‘The Tale of the Stone Flower’, op. 128
Waltz Suite, op. 110
Wedding Suite from ‘The Tale of the Stone Flower’, op. 126
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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

with a welcome from John Neumeier
and a new article by Simon Morrison on
Prokofieff’s ballets

www.boosey.com/ProkofieffOpera

www.boosey.com/ProkofieffBallet
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