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Sergei Prokofiev

Volume 1

Chout, ballet in six scenes, Op. 21

1 Scene 1.The Buffoon’s Kitchen . . . . . . . . . . . . . . . . . e 10.17
2 Entracte 1. . . . . . e e 2.17
3 Scene 2.The Seven Buffoons . . . . . . . . . . . . e e 6.16
4 ENtracte 2. . . . . e 3.46
5 Scene 3.The Buffoon’s Courtyard . . . . . . . . . . . i e e 5.54
6 Entracte 3. . . . . . L e 2.07
7 Scene 4.The Buffoon’s SittingRoom . . . . . . . . . .. ... .. 736
8  Entracte 4. . . . . . e 3.08
9 Scene 5.The Merchant’s Bedroom . . . . . . . . . . . . . . . e 6.27
10 Entracte 5. . . . . . . e 1.20
11 Scene 6.The Merchant’s Garden. . . . . . . . . . . 0 i i i it e e e e e e 7.07

Total time: 56.20

The USSR Ministry of Culture Symphony Orchestra
Conductor - Gennady Rozhdestvensky

Recorded in 1985.
Sound engineers: Igor Veprintsey, Elena Buneeva
Remastering - Maxim Pilipov

MEAOAUS
Cepreii Mpokodbes
Tom 1
«CKaska npo wyma, ceMepbiX Wymos nepeulymusuwie20», 6anet B WeCTU KapTUHax, coy. 21
1 KapmHanepas.Topumua lyTa. . . . . . . . . L. 10.17
2 TIEPBBIM GHTPAKT &« v v o v v o e e e e e e e e e e e e e e e e e e e e e e 2.17
3 KapTiHa BTOPASA. Y CEMEPBIX LUYTOB « & & v v v v v v v v e e e e e e e e e e e e e e e 6.16
4 BTOPOM @HTPAKT. . . v v o e v e e et e e e e e e e e e e e e e e e e 3.46
5 KapmHaTtpetbsa. ABop LyTa. . . . . . . 5.54
6 TPETUM @HTPAKT. .« o v o v v o e e e e e e e e e e e e e e e e e e e e e e 2.07
7 KapTuHa yeTBepTas. [lapagHas KOMHATA WYTOB . . « v v v v v v v v v e e e e e e e e e a s 7.36
8  UeTBEPTBIM @HTPAKT. . © o v o v v v e v e e e e e e e e e e e e e e e e e e e 3.08
9 KaptuHa ngtas. CnanbHAa Kymua . . . . . . . o o e e e 6.27
10 TIATBIA QHTPAKT « & v v v v v e e e e e e e e e e e e e e e e e e e e e e e e e 1.20
11 KapmHa wectas. Cap Kymua. . . . . . o o o e e e e 7.07

Obuwee Bpems: 56.20

[ocynapCTBEHHbIN CUMPOHUYECKMI OpKeCTp
Munuctepctaa kynbtypbl CCCP
[Oupwxep — leHHapguii PoxaecTBeHCKMM

3anmch 1985 1.
3Bykopexuccepsl: Uropb BenpuHues, EneHa byHeesa
PemactepuHr - Makcum Mununos
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Volume 2

Le pas d’acier (The Steel Step), ballet in two scenes, Op. 41

Scene 1

1 Appearance of the Participants . . . . . . . . . . . . . e 2.31
2 TheTrainof Trading Peasants. . . . . . . . . . . . . . . e 2.34
3 COMMISSAIS. « v o v v o e e e e e e e e e e e e e e e e e e e e e e 1.54
4 Toffee and Cigarette Vendors . . . . . . . . . . . e e e e 2.12
5 0rator. . . . e e e 2.31
6 Sailor with a Braceletandthe Worker Girl . . . . . . ... ... ... ... ... ... ... .. ... 3.19
Scene 2

7 Changeof the Scenery. . . . . . . . . e e e e 3.05
8 Sailor’s TransformationintoaWorker. . . . . . . . . .. . 1.57
9 FaCtOry . . . o e 3.10
10 Hammers . . . . o o o e e e e e e e e e e e e e e e e e e e e 4.22
11 CloSING SCENE. . . . . . o o it e e e e e e e e e e e 2.31
Le Fils prodigue (The Prodigal Son), ballet in three scenes, Op. 46

12 1.The Departure (The Prodigal Son Leaves His Father and Sisters) . . . ... ... ... ... ... 5.49
13 2.Meetingwith Friends . . . . . . . . . . e e e e 4.57
14 3.The TEMPLIESS . o o . o v o e e e e e e e e e e e e e e e e e e e e e e e e 3.45
15 4TheDancers . . . . . .. e 241
16 5.The Prodigal Sonand the Temptress. . . . . . . . . . . . . i ittt it et 3.35
17 6.Drinking Bout . . . . . . .. e e e e e 2.36
18 7.The Robbery . . . . . . . e e e 2.19
19 8.Awakeningand Remorse . . . . . . . . . . L e e e 248
20 9.Sharing the Loot (Interlude) . . . . . . . . . . . . e 2.46
21 10.The Return . . . . . . . . e 6.02

Total time: 67.36

The USSR Ministry of Culture Symphony Orchestra
Conductor - Gennady Rozhdestvensky

Recorded in 1990.

Sound engineers: Severin Pazukhin (1-11),
Igor Veprintsev (12-21)

Remastering - Valeria Obodzinskaya

MEAOAUS
Tom 2
«CmasnbHoli cKok», 6aneT B ABYX KapTUHaXx, coy. 41
KaptuHa nepBsas
1 SIBNEHME YUACTHUKOB . « o o v v v e i e e e e e e e e e e e e e e e e e e e 2.31
2 T10€30 C MEWOUHMKAMM « o o v v v vttt e et e e e e e e e e e e e e e e e 2.34
3 KOMMCCAPDBE &« v v v e e e e e e e e e e e e e e e e e e e e e 1.54
4 VIDUCHUKM M MAMUPOCHUKM. « o o o v v v vt e et e e e e e e e e e e e e e e e e e e e e e 2.12
5 0pPATOP . . . v i e e e e e 2.31
6  MaTtpoC B OpacNeTe M PAabOTHULA . . . o v v v v v v e e e e e e e e e e e e e e e e 3.19
KaptuHa BTopas
7 T1epectporka AEKOPALMM . . . v v v v v v i e e e e e e e e e e e e e e e e e e e e 3.05
8 OO6palieHne MaTPOCa B PABOYEIO . . . . v v o v v vt e e e e e e e e e e e e 1.57
9 DABPUKA . . . e e e e e e e e e e e e e e e e e 3.10
10 MOMOTBE .« v v v e e e e e e e e e e e e e e e e e e e e 4.22
11 3aKAIUUTENBHAA CLIEHA « .« & o v v v v e e v e e e e e e e e e e e e e e e e e e e 2.31
«byoHblli cbiH», BaneT B Tpex KapTUHaXx, Coy. 46
12 1.Yxop (bnyoHbIN CbIH MOKMAAET OTLA U CECTEP) « « « « v v v o e e e e e e e e e e e e e e 5.49
13 2.BCTPEUYa CTOBAPMILAMM . o o v v v o v o e e e e e e e e e e e e e e e e e 4.57
14 3. COONABHUTENBHULIA . « « v v v v o e e e e e e e e e e e e e e e e 3.45
15 A MYKCKOMTAHELL o v v v v e e e e e e e e e e e e e e e e e e e e e e e 241
16 5.BnyaHbid CbiH M COBMAZHUTENBHULIA . o« . v v o e v o e e e e e e e e e e e e e e e e 3.35
17 6.TIOMOMKA .« « . v o v ot e e et e e e e e e e e e e 2.36
18 7.TpabeX . . o o o o i e e e e e e e 2.19
19 B.MpoOYXKAEHME M PACKAAHME. . .« o v v v v v e e e e i e e e e e e e e e e e 2.48
20 9.[0enex BOo6bIUM (MHTEPMEAMS). « . o v v v v v e v e e e e e e e e e e e e e e 2.46
21 10.BO3BPALUEHME. . . . o ot e e e e e e e e e e e e e e e e e e e e 6.02

ObLwee Bpems: 67.36

[ocynapCcTBEHHbIN CUMPOHUYECKMI OpKecTp
Munuctepctea kynbtypbl CCCP
[Oupwxep — leHHapguii PoxaecTBeHCKMM

3anucb 1990 .

3Bykopexuccepsbl: CeBepuH MasyxuH (1-11),
Mropb BenpuHues (12-21)

Pemacrepunr - Banepus O6oa3nHckas
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Volume 3

Romeo and Juliet, ballet in four acts (nine scenes), Op. 64

1 LiIntroduction . . . . . . L L e e e e e 2.37
Act I. Scene 1

2 2.ROMEO . . o ot i e e e e e e e e 1.34
3 3. TheStreet Awakens . . . . . . . . . L L e e 2.32
4 4. TheMorningDance . . . . . . . . . e e e e 1.51
5 5. TheQuarrel . . . . . . e e 1.49
6 6. TheFight. . . . . . . e 3.17
7 7.TheDuke's Command . . . . . . . . . . o i e e e 1.29
8 8.nterlude . . . . . L e 2.22
Scene 2

9 9.PreparingfortheBall . . . . . . . . . . .. L 2.08
10 10.JulietasaYoung Girl. . . . . . . o o o o e e e e 3.06
11 11.Arrival of the Guests (Minuet). . . . . . . . . . . e e 4.15
12 12.Masks (Romeo, Mercutio and BenvolioinMasks) . . . . .. ... ... ... ... ... ..... 2.30
13 13.Dance of the Knights. . . . . . . . . . . . L e 5.07
14 14 Juliet’sVariation . . . . . . . . o e e e e e e e 2.09
15 15.Mercutio . . . . . . L e e e e e 2.08
16 16.Madrigal . . . . . . . o 3.52
17 17.Tybalt RecognizeSROMeEOD . . . . . . . . . . . . o i i e e 1.56
18 18.Gavotte (Departure of the Guests) . . . . . . . . . . . e 3.32
19 19.The Balcony Scene. . . . . . . . o i e e e e e 3.51
20 20.Romeo’s Variation. . . . . . . . . . L e e e e e e 0.54
21 21.LoveDance . . . . . . . e e e e e e 4.15
Act Il. Scene 3

22 22.FolkDance . . . . . . . e e e e 3.18
23 23.Romeoand Mercutio. . . . . . . . . i i e e e e e e e e 2.00
24 24.Dance of the Five Couples. . . . . . . . . . o 0 e e e e 3.45
25 25.DancewithMandolins. . . . . . . . . . . e 1.51

Total time: 68.21

The Symphony Orchestra of the Bolshoi Theatre
Conductor - Gennady Rozhdestvensky

Recorded in 1959.
Sound engineer — Alexander Grossman
Remastering - Valeria Obodzinskaya

MEAOAWUSI

Tom 3

«Pomeo u [cyneemmas, 6anet B YeTbipex aktax (9 kapTMHax), coy. 64

1 LBCTYMNEHUE. . . . o o e e e e e e e e 2.37
Deiicteue |. KaptuHa nepsas

2 2.POMEO. . . . i i e e e e 1.34
3 3.YAMUA MPOCHIMAGTCR « « o« v v o e v e e e e e e e e e e e e e e e e e e e e e e 2.32
4 A VYTPEHHUM TAHELL « « v v v v o v o e e e e e e e e e e e e e e e e e e e 1.51
5 5LCCOPA. . . e e e 1.49
6 6.BOM . . . L e e 3.17
7 T.TIPUK@3 TEPLIOTA « v o o v v o e v e e e e e e e e e e e e e e e e e e e e e 1.29
8 B.UHTEPMIOAMA . . . . . e e e e e 2.22
KaptuHa BTopas

9 9.MpurotoBneHue Kk 6any (Mxynbetta u KOpMUAMLA) . . . . . o o oot 2.08
10 10.[DKYNBETTA-HEBOUKA .« « « o v v v v e e v e e e e e e e e e e e e e e e e e e e 3.06
11 11.Coe3proctert (MEHYIT). . . . . o it i e e e e e e e e e e e e e e 4.15
12 12.Macku (PoMeo, Mepkyumo 1 BEHBOMIMO B MACKAX) .« « « « v v v v v v v e e e e e e e 2.30
13 13.TaHeL PbILAPEM. . v o v v v v e e e e e e e e e e e e e e e e e e e e e 5.07
14 14.Bapuaumst IDKYABETTBl . . o v o v v v e v i e e e e e e e e e e e e e e e e e 2.09
15 15.MEPKYLIMO. . o v v o o o e e e e e e e e e e e e e e 2.08
16 16.MAOPUIAM. .« . o o ot i e e e e e e e e e e e e e e e 3.52
17 17.TMbanbp y3HAETPOMEO . . . . . . . . ot e e e e e e e 1.56
18 18.1aBOT (Pa3be34 TOCTEM) . . « v v v v v e v i e e e e e e e e e et e e e e 3.32
19 19.CUEHAYBANMKOHA . « « & v v v v e e e e e e e e e e e e e e e e e 3.51
20 20.Bapuaums POMEO . . . . . . . . e e e e 0.54
21 21.JH060BHBIA TAHELL. « o« o v v v e v o e et e e e e e e e e e e e e e e e e e 4.15
Deiicteue Il. KaptnHa Tpetba

22 22.HApPOOHBIA TAHELL. . . v v v v v e v e e e e e e e e e e e e e e e e e e e 3.18
23 23.POMEO MMEPKYLIMO. . . . o v v et e e e e e e e e e e e e e e e e e 2.00
24 24 TaHEL MATU MAP . « v v v v v v e e e e e e e e e e e e e e e e e e e e e 3.45
25 25.TaHeL C MaHOOMMHAMM . . . o v v o e e e e e e e e e e 1.51

Obuiee Bpems: 68.21

3anmch 1959 1.
3Bykopexuccep — AnekcaHap poccmaH
PemactepuHr - Banepus O6on3uHckas

CumboHnyecknit opkectp focyaapCcTBEHHOTO
akagemuyeckoro bonbworo Teatpa CCCP
[upuxep - feHHagui PoxaecTtBeHCKMiA
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Volume 4

Romeo and Juliet, Op. 64

1 26.The NUISe. . . . . . o o e e e e e 2.20
2 27.The Nurse Gives Romeo the Note from Juliet . . . . . . . ... ... ... ... ... ...... 0.53
Scene 4

3 28.Romeo at Friar LAurence’s. . . . . . . . . . . e e e e e e 3.30
4 29.Julietat Friar Laurence’s. . . . . . . . . L e e e e 3.40
Scene 5

5 30.The People Continueto Make Merry . . . . . . . . . . . 0 i i i e 3.11
6 31.TheFolkDance Again . . . . . . . . . . i i i e e 2.08
7 32.Tybalt Meets Mercutio . . . . . . . . . e e e e e e e e 1.56
8 33.Tybaltand Mercutio Fight . . . . . . . . . . . . . e 1.21
9 34.Death of Mercutio . . . . . . . . . o i e e e e 3.02
10 35.Romeo Decides to Avenge MercutiosDeath . . . . . . . .. ... ... ... ... . .. .. ... 2.23
11 36.Finale of Act Il . . . . . . . e 2.06
Act lll. Scene 6

12 37.IntroduCtion. . . . . . . . i e e e e e e e e e e e e e e 1.15
13 38.Romeo and Juliet (Juliet's Bedroom) . . . . . . . . . . . .. ... 1.26
14 39.Farewellbefore Parting . . . . . . . . . . .. L 4.57
15 40.The NUISE. . . . . . o e e e e e e e e e 1.44
16 41.Juliet Refusesto Marry Paris. . . . . . . . . . . . e e e 2.32
17 42.Juliet Alone . . . . . e e e e 1.22
18 43.Interlude . . . . . . . L e e e e 1.08
Scene 7

19 44 AtFriar Laurence’s . . . . . . . . e e e e e e 4.53
20 45.Interlude . . . . . L e e e 1.39
Scene 8

21 46.AgaininJuliet’s Bedroom . . . . . . . . . .. e e e 2.37
22 A7JUliet ALONE . . . . . . e 4.01
23 48.Morning Serenade . . . . . . ... e e e e e e e e e e 241
24 49.Dance of the Girlswith Lilies . . . . . . . . . . . e e 2.07
25 50.Atluliet’s Bedside . . . . . . . . 2.04
Act IV. Scene 9. Epilogue

26 S51.Juliet's Funeral . . . . . . . . . L e e 7.14
27 52.Deathofluliet . . . . . . . . e 3.53

Total time: 72.18

Recorded in 1959.
Sound engineer — Alexander Grossman
Remastering - Valeria Obodzinskaya

The Symphony Orchestra of the Bolshoi Theatre
Conductor - Gennady Rozhdestvensky

MEAOAUS
Tom 4
«Pomeo u [cynsemman, coyv. 64
1 26.KOPMMIIMLA . . . o o o e e e e e e e e e e e e e e e e e e e e 2.20
2 27.Kopmunuua nepesaet PoMeo 3anucKy OT IDKYABETTbl . o o . v v v v v v v v o e v o e . 0.53
KaptuHa uetBepras
3 28.PoMeo ynatepaJIOPEHLIO . . . v o . v i i e e e e e e e e e e e 3.30
4 29.[kynbeTta y natepa JIOPEHLO. . . . o o v v v i e e e e e e e e e e e e e 3.40
KaptuHa naras
5 30.HapooHoe Becenbe MPOAOMKAETCH &« « v v v v v v v e e e e e e e e e e e e e 3.11
6 31.CHOBA HAPOAHBIM TAHELL « & « v v v o e v e e e e e e e e e e e e e e e e e e e e 2.08
7 32.Bctpeya TMBanbaa C MEPKYLIMO . . . . v v v e e o e e e e e e e e e e e e e 1.56
8 33.Tnbanbh 6beTC C MEPKYLIMO. . . . . o o v v it e e e e e e e e e e 1.21
9 34 MEPKYLMO YMUPAET . . o v v v e v e e e e e e e e e e e e e e e e e e e e e e e 3.02
10 35.PoMeo pelaer MCTUTb 33 CMEPTb MEPKYLIMO . . . . . o o v v v o e e e e e e 2.23
11 36.DUHAN BTOPOTO AEMCTBUS « « & v v v v v v e e e e e e e e e e e e e e e e e 2.06
Deiicteue lll. KapTuHa wecras
12 37.BCTYMAEHUE . . o o o o o e e e e e e e e e e e e e e e e e e e e e 1.15
13 38.Pomeo u [xynbetTa (CNanbHA [DKYABETTBI) . .« . o v v v v v v e e e e e e e e e e e e 1.26
14 39.T1powaHne Nepen PasNYKOM . . o v v v v v vt v e i e e e e e e e e e e e 4.57
15 40.KOPMUMAMLA . . . o o o o i e e e e e e e e e e e e e e 1.44
16 41.[xynbeTTa oTKasbiBaeTca BoldTM 3allapuca . . . . . . . . . . o o oo 2.32
17 A2.DKYABETTA OBHA - « « o v v v v e e e e e e e e e e e e e e e e e e e e e e 1.22
18 A3.UIHTEPMIOOMS . o o o o o o e e e e e e e e e e e e e e e e e e e 1.08
KaptuHa cegbmas
19 44.YTJIOPEHLO . . o o v o o e e e e e e e e e e e e e e e e 4.53
20 A5.VIHTEPMIOAMS .« « o o v o e e i e e e e e e e e e e e e e e e e e e e 1.39
KaptuHa BocbMas
21 46.CHOBA Y IDKYMBETTBl .« o o v v v v v e e v e e e e e e e e e e e e e e e 2.37
22 A7.IDKYNBETTA OLHA « v v v v v v v e e e e e e e e e e e e e e e e e e e e e 4.01
23 48.YTPEHHSIA CEPEHAMA .« -« & v v v v v e e e e e e e e e e e e e e e e e e 241
24 49.TaHeu AEBYWIEK CAMAMAMM . o o v v v v e e e e e e e e e e e e e e e e e 2.07
25 50.Y nocTenut IDKYMBETTBI . . o v v v v v v v e e e e e e e e e e e e e e e e e e 2.04
Devicteue IV. KaptuHa aesaras. dnunor
26 51.TT0XOPOHBI IDKYMBETTBI . & o v v v v v e v e e e e e e e e e e e e e e e e e e e 714
27 52.CMePTB IKYMBETTBI. & v v v v v e e e e e e e e e e e e e e e e e e e e e 3.53

Obuee Bpems: 72.18

3anmcb 1959 1
3Bykopexuccep - Anekcanap lpoccMaH
PemactepuHr - Banepus O6on3uHcKas

CuMmdboHmyeckmit opkectp focyaapcTBeHHOro
akagemuyeckoro bonblworo Teatpa CCCP
[Oupwxep — leHHapguii PoxaecTBeHCKUI
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Cinderella, a ballet in three acts, Op. 87

Actl

1 LiIntroduction . . . . . . . e e e e 2.23
2 2.ShawlDance. . . . . . . . e 3.19
3 3.Cinderella . . . . . 2.55
4 4. The Father . . . . . . e e 241
5 S5.TheBeggar Fairy. . . . . . . . . e e 2.08
6 6. Outfitters and the Sisters’New Clothes . . . . . . . . . . .. ... . ... 2.07
7 7.TheDancing Lesson . . . . . . . . . i i e e e e e 242
8 8.Departure of the Stepmother and Sisters fortheBall . . . . ... ... ... ... ........ 1.23
9 9.Cinderella Dreams of theBall . . . . . . . . . . . . .. . . . . .. . e 211
10 10.GAVOLE . . . o . o e e e e e e 2.11
11 11.Second Appearance of the Beggar Fairy . . . . . . . ... ... . ... ... ... ... ... 1.26
12 12.Spring Fairy'sVariation. . . . . . . . . . . L e e e e 1.17
13 13.Summer Fairy's Monologue . . . . . . . . . . e e e e 1.27
14 14.Grasshoppers and Dragonflies . . . . . . . .. . . . .. 0.47
15 15.Autumn Fairy’s Variations . . . . . . . . . . e e e e e e e 1.27
16 16.Winter Fairy’'sVariations. . . . . . . . . . . e e e e e 1.06
17 17.The Interrupted Departure. . . . . . . . . . . . o i i e e e 0.50
18 18.The CloCK SCENE . . . . . . . o e e e e e e e e e e 1.19
19 19.Cinderella’s DeparturefortheBall . . . . . . . . . . . . . . . .. . ... .. . 2.00
Actll

20 20.Dance of the Courtiers. . . . . . . . . i i e e e e e e 2.17
21 21.Passepied. . . . . . . i e e e e e e e 1.33
22 22.Cavaliers’Dance (BoUrrée). . . . . . . o i it e e e e e e e 1.27
23 23.Bearcat’s Variations. . . . . . . . .. e e e e e e 0.47
24 24.Magger'sVariations. . . . . . . ... e e e e e e e 1.28
25 25.Dance of the Courtiers. . . . . . . . . . i e e e e e 0.42
26 26.Mazurka and Entrance of the Prince . . . . . . . . . . ... . ... ... ... . 3.08
27 27.Variations of the Prince’s Four Companions . . . . . . . . . . . . . . 0.53
28 28.Mazurka. . . . . . e e e e 2.34
29 29.Cinderella’s Arrivalatthe Ball. . . . . . . . . . . . . . . . . e 2.51
30 30.Grand Waltz. . . . . . . . . e e e 4.49
31 31.Promenade . . . . . ... e e e e e e e e e e e e 1.24
32 32.Cinderella’sVariations . . . . . . . . . . . . L e e e e 1.27
33 33.The Prince’'s Variations. . . . . . . . . . . . e e 1.00
34 34 Refreshments forthe GUESES . . . . . . . . . . . . i e 1.14
35 35.Duet of the Sisters withthe Oranges. . . . . . . . . . .. . .. ... . ... .. ... 1.27
36 36.Duet of the Prince and Cinderella (Adagio). . . . . . . . ... ... ... ... .. ........ 4.51
37 37.Waltz-Coda . . . . . . 2.32
38 38.Midnight . . . . . . . 2.07
Total time: 74.29

The Moscow Radio Symphony Orchestra
Soloists: Mikhail Chernyakhovsky, violin;
Arkady Futer, violin

Recorded in 1965.
Sound engineer - Igor Veprintsev
Remastering - Maxim Pilipov

The Stage Brass Band of the Bolshoi Theatre
Conductor - Gennady Rozhdestvensky

MEAOAUSI
Tom 5
«3onywka», 6anet B Tpex fencTamnax, coy. 87
Hevictue |
1 LBCTYMNEHME . . o o o i e e i e e e e e e e e e e e e e e e 2.23
2 2.TIA-ME-MUAMD « v v v v e e e e e e e e e e e e e e e e e e e e e e 3.19
T T 1o /11 2.55
L O <] 1 241
5 BLDEA-HULLEHKE . . o v o v v o e e e e e e e e e, 2.08
6 6.T10CTaBLUMKM U NMEPEOAEBAHUE CECTEP &+ « v v v v v e e e e e e e e e e e e e e e e e e e 2.07
T ZYPOKTAHLA © & v v v v e e e e e e e e e e e e e e e e e e e e e e e e e 2.42
8 8.0Tbe3n MauYeXM M CeCTEP HA BAN . . . . . . . . i it e e e e e e e e 1.23
9  9.MeuTbl 30MIYWKM 0 BANE . . . . . o i e e e e e e e e 211
10 10.TABOT. - & v v e e e e e e e e e e e e e e e e 211
11 11.Btopoe nosBneHne MEU-HULLEHKM . . . o o v v v v v v vt e et e e e e e e e 1.26
12 12.Bapraumst @EM BECHDBI . . . o v v v v e e e e e e e e e e e e e e e e e e e e 1.17
13 13.MOHONOF DEUM MTETA. .+ © o v v v i e e e e e e e e e e e e e e e e 1.27
14 14 Ky3HEUMKM U CTPEKO3bL. . « o ¢ v v vt v e v et et et e e e e e e e e e e e 0.47
15 15.Bapuaumst DeM OCEHM . . . o v v v o e i e e e e e e e e e e e e e e 1.27
16 16.Bapraumst DEM 3UMDL. . . . o v v v v e e e e e e e e e e e e e e e 1.06
17 17.TIPEPBAHHBIA OTBE3M, -« & « v o e v e e e e e e e e e e e e e e e e e e e e e 0.50
18 18.CUEHA CUACAMU . . o v v o e e e e e e e e e e 1.19
19 19.071be34 30AYWKU HA BaN . . . . . o i e e e e e e e e 2.00
Deicreue |l
20 20.TIpUABOPHBIM TAHELL © & & v v v v v v e e e e e e e e e e e e e e e e e e e 2.17
21 21.TIACHBE . . . o e e e e e e e e e e e e e 1.33
22 22.TaHew KaBanepoB (BYPPE) « « v v v v v v e e e e e e e e e e e e e e e 1.27
23 23.Bapraui XYOBIWKM © . o v v v v v v e e e e e e e e e e e e e e e e e e e 0.47
24 24.Bapuaumst KyBbIKM . . . o oottt e e e e e e e e e e e e e e e e e 1.28
25 25.TIPUMABOPHBIM TAHELL « o v v v v v v v e e e e e e e e e e e e e e e e e e e e e 0.42
26 26.Masypka M BbIXOA MPUMHLA. « . . . o o oottt e e e e e e e 3.08
27 27.Bapuauus YeTblpex CBEPCTHUMKOB IpUHLA . . . . . . . . . . o o v e e e e e e e . 0.53
28 28.MA3YPKA. « v v i e e e e e e e e e e e e e 2.34
29 29.Mpue3n 30AYWKM HA BaMl. . . . o o o vt e e e e e e e e e e 2.51
30 30.BOMBIIOM BAMBC. « & & v v v v e e e e e e e e e e e e e e e e 4.49
31 BLTIPOIYAIKA « v o v v o e e e e e e e e e e e e e e e e e e e e e e e 1.24
32 32.Bapuauis BOMYIUKM . . . v v v e e e e e e e e e e e e e e e e e e e 1.27
33 33.Bapuaumsa MPUHLA . . . . o o oo e e e e e e e e e e 1.00
34 F4VYIOWEHUE TOCTEM .« o v o v v e e e e e e e e e e e e e e e e s e e 1.14
35 35.[lyaT CECTEP CAMEMBCUHAMM .« .+ v v v v v e e e e e e e e e e e e e e e e 1.27
36 36.[0yaT MpuHUA M 30YWKN (ABDKMO) . « o o v v o vt e e e e e e e e e e e 4.51
37 37.BaNMbC-KOMA . . . v o v v e e e e e e e e e e 2.32
38 B8.TTOMHOUD. © o o v v v o o e e e e e e e e e e e e e e 2.07

Obuwee Bpems: 74.25

BonbLuoit cumboHnueckmii opkectp BeecotosHoro pagmo  3anmchk 1965 .

Conuctbl: Muxann YepHAXOBCKMI, CKpUNKa,
Apkaauii ®ytep, ckpunka

CueHHO-ayx0BOK opkecTp bonbLuoro Teatpa
[Lupwxep - leHHaaui PoxxaectBeHCKui

3Bykopexuccep — Mropb BenpuHues
PemactepuHr — Makcum lMunmnos



BALLETS
PROKOFIEYV

Volume 6

Cinderella, Op. 87

Act 11

1 39.ThePrinceand the Cobblers. . . . . . . . . . . . . e 1.47
2  40.First Galop of the Prince. . . . . . . . . . . . e e e 1.35
3 41 Temptation . . . . . . L e e e e e e e 3.24
4 42.Second Galopofthe Prince . . . . . . . . . . . . e 0.55
5 43.0rientalDance . . . . . . . . e e 2.14
6 44.Third Galop of the Prince . . . . . . . . . . . . e e 1.22
7 45.Cinderella's Awakening . . . . . . . . . L e e e 4.14
8 46.The Morning afterthe Ball . . . . . . . . . . . . . . . e 2.29
9 47.The Prince’s Visit . . . . . . . . o e e e 3.50
10 48.The Prince Recognizes Cinderella. . . . . . . . . . . .. . . .. .. ... 2.36
11 49.SlowWaltz . . . . . . 4.54
12 50.AMOT0S0. « .« . v v vttt e e e e e e e e e e e e e e e e e e e e e e e 3.06

Recorded in 1965.
Sound engineer - Igor Veprintsev
Remastering - Maxim Pilipov

The Moscow Radio Symphony Orchestra
Soloists: Mikhail Chernyakhovsky, violin;
Arkady Futer, violin

The Stage Brass Band of the Bolshoi Theatre
Conductor - Gennady Rozhdestvensky

Sur le Borysthéne (On the Dnieper), a ballet in two scenes, Op. 51

13 1.Introduction . . . . . . . e e e e e e e e e e e e 2.19
Scene 1

14 2.Meeting. . . . . . o i e e 3.15
15 3.MIME SCENE . . . . . o e e 1.56
16 4.Pasdedeux . . . . . . e e e e e 4.37
17 5.Men’s Variationsand Finale. . . . . . . . . . . .. e 3.52
Scene 2

18 6.Betrothal . . . . . . . . e e 7.08
19 7.Bridegroom’'s Dance . . . . . . . ... e e e e e e e e 1.55
20 B.Bride’s Dance. . . . . . ... e e 3.55
21 9.MensDance . . . . . . . e e e 2.55
22 10.The Quarrel. . . . . . . e e 2.27
23 11.MIME SCENE. . . . o o o e e e e e e e e e e e 4.06
24 12.Epilogue . . . . . e e e e e e 2.07
Total time: 73.11

Recorded in 1982.
Sound engineer - Eduard Shakhnazarian
Remastering — Maxim Pilipov

The USSR Ministry of Culture Symphony Orchestra
Conductor - Gennady Rozhdestvensky

MEAOAWUSI

Tom 6
«3onywikas, coy. 87
Deictaue lll

OVOoOONOUT DN WN R

10
11
12

39.TIPUHLL M CAMOKHUKM « . o v o e v e e e e e e e e e e e e e e e e e e e e e 1.47
40.MepBbId Tanon MPUHLLA. .« . . o o v o e e e e e e e e e e e e e e e e e e e 1.35
AL.COOMABH. « o v o v e e e e e e e e e e e e e e e e e e 3.24
42.BTopor ranon MPUHLA .« . o o o v o e e e e e e e e e e e e e e e e e e 0.55
A3 0PUEHTAMMS. « . o v o v e e e e e e e e e e e e e e e e e e e e e e e 2.14
44. Tpeti ranon TIPUMHLA . . . . . . o 0 o e e e e e e e e e e 1.22
A45. TIPOBYXKAEGHNE 30MYLIKM « & o v o v v o e e e e e e e e e e e e e e e e e e e e 4.14
46.YTPO MOCNE BaNA . . . . v v v e e e e e e e e e e e e e e e e e 2.29
47.TIocelleHMe TIPUHLA . . . . o o v et e e e e e e e e e e e e e e e 3.50
48.TIPUHLL HALIEN 30MYLUKY + « v v v v o e e e e e e e e e e e e e e e e e e 2.36
49.MEONMEHHBIM BAMbC . .« v v v v e e e e e e e e e e e e e 454
50.AMOPO30 . . . . it e e e e e e e e e e 3.06

BonbLluon cumboHndeckunii opkectp BeecotosHoro pagmo  3anucb 1965 r.

Conuctbl: Muxann YepHaxoBCckui, ckpunka,
Apkaauii Dytep, ckpunka

3Bykopexwuccep — Uropb BenpuHues
PemacrepuHr — Makcum Munmnos

CueHHO-myxoBoii opkecTp bonbluoro Teatpa
Oupwxep — leHHaaui PoxaecTBeHCKUM

«Ha [iHenpe», 6aneT B ABYX KapTMHaXx, coy. 51

13 1.BCTYMAEGHME. . . o o o o i it e i e e e e e e e e e e e e 2.19
MNepBas kKapTuHa

14 2.BCTPEYA. .« o o o o o e e e e e e e 3.15
15 3. MUMUMUECKASA CLEHA &« « v v v v v v e e e e e e e e e e e e e e e e e 1.56
16 4.TIa-0E-0E . . . . o e e e, 437
17 5.MyXKCKag BapuaLUMa M DUHAM . . . . o o o v e e e e e e e e e e e e e e e e 3.52
BTtopas kapTuHa

18 6.TIOMOMBKA .« v v v o o o e e e e e e e e e e e e e e e e e e 7.08
19 7. TAHELU KEHUXA . . o o v v o e e e e e e e e e e e e e e 1.55
20 8.TAHELL HEBECTBI. « v v v v v v o e e e e e e e e e e e e e e e e e e e e e e e 3.55
21 9. TAHELL MYMKUMH .« o v v v v e e v e e e e e e e e e e e e e e e e e e e e 2.55
22 10.[PAKA . . . e e e e e e e e e e e e e 2.27
23 11.MUMMUECKAA CLEHA. .« . v v o v e e e e e e e e e e e e e 4,06
24 12.33KIHOUEHUE . o o v v v v e e e e e e e e e e e e e e e e e e e e e 2.07

Ob6uiee Bpems: 73.11

[ocynapCcTBEHHbIN CUMPOHUYECKMI OpKecTp
Munuctepcrtea kynbtypbl CCCP
[Oupwxep — leHHagui PoxaecTBeHCKMI

3anucb 1982 r.
3Bykopexuccep - dnyapg, LWaxHasapsH
Pemacrepunr - Makcum lMNunnnos



BALLETS
PROKOFIEYV

Volume 7

The Tale of the Stone Flower, a ballet in four acts with prologue and epilogue, Op. 118

Prologue

1 1.The Mistress of the Copper Mountain . . . . . . . . . . . .. ittt 3.31
2 2.Danilaand HisWork. . . . . . . . e e e 2.31
Act . Scene 1

3 3.DanilainSearchofthe Flower. . . . . . . . . . . .. .. .. 1.58
4 4. Danila Meets Some Fellow Villagers. . . . . . . . . . . . e 1.47
5 5.Scene and Lyrical Duet of Danila and Katerina . . . . . . .. .. ... ... ... ......... 4.45
6 6.Interlude 1.Scene of Severyan and the Workers . . . . . .. ... ... ... ... ... ..... 2.50
Scene 2

7 7.RoundDance. . . . . . . .. e e e e e e 3.11
8 8.Katerina Bids Farewellto Her Friends . . . . . . . . . ... . ... ... ... ... ... ..... 2.26
9 9.DanceoftheMaidens. . . . . . . . . . e e e 2.57
10 10.Danila’sDance . . . . . . . . e e e e e e e 1.14
11 11.The Unmarried Men's Dance. . . . . . . . . . o i i it e e e e e e e e 1.35
12 12.Severyan's Arrival. . . . . . . . L e e e e e e e 2.52
13 13.Altercation over the Stone Flower . . . . . . . . . . . . e 4.09
14 14.Lyric Scene of Katerinaand Danila . . . . . . . . . . . . . . . 2.24
15 15.Danila’s Meditation. . . . . . . . . L e e e 3.08
Scene 3

16 16.Danila Is Enticed Away by the Mistress of the Copper Mountain. . . . . . ... ... ...... 5.48
Act Il. Scene 4

17 17.The Mistress Shows Danila the Treasures of the Earth . . . . . ... ... ... ... ...... 2.07
18 18.Duet of the Mistress and Danila (FirstTrial) . . . . . . .. ... ... ... ... ........ 4.29
19 19.Waltz of the Diamonds and Scene (Second Trial) . . . . . . ... ... ... ... ........ 5.02
20 20.Dance of the Russian Precious Stones . . . . . . . . . . . ... ... e 3.39
21 20.Waltz . . . e e 3.42

Total time: 66.19

Recorded in 1968.
Sound engineer - Igor Veprintsev
Remastering - Viktor Glazkov

The Symphony Orchestra of the Bolshoi Theatre
Conductor - Gennady Rozhdestvensky

MEAOAWUSI

Tom 7
«CKa3 o KaMeHHOM yeemke», 6anet B YeTbipex AENUCTBUAX C NPOJOroOM M 3MMN0roM, coy. 118
Mponor

1 1.X038MKa MEOHOM TOPBI . . o v v v i v i e e e e e e e e e e e e e e e e 3.31
2 2. [@HWNA M ETOTPYO. « o v v v o e e e e e e e e e e e e e e e e e e e e e e e e 2.31
Deiicteue |. KaptuHa nepBas

3 3. [JaHMNA B MOMCKAX LIBETKA. « « & ¢ v v v v o e e e e et e et e e e e e e e e e e e 1.58
4 4.Bcrpeya [JaHWbl C OBHOCEMBYAHAMM . . . v v o v v o e e e e e e e e e e e e e 1.47
5 5.CueHa v nupuyeckuit ayat KatepuHbl CQHMAON . . . . . . o o o v v o . 4.45
6  6.MHTepmenus |. CueHa CeBepbsHA C PABOUMMM. . . o o o o v v o v e e e e e 2.50
KaptuHa BTopas

7 7.XOPOBOOHAN .« o v v v e v e e e e e e e e e e e e e e e e e e e e e 311
8 8.MpowaHne KaTepuHbl C MOAPYKKAMU . o v v v v v v e e e e e e e e e e e e e e e 2.26
9 O.TAHEL L MEBYLUEK. « « v v v v e e v e e e e e e e e e e e e e e e e e e e e e 2.57
10 10.TaHnew OaHUAbl . . . . . o v v e e e e e e e e 1.14
11 11.TAHEL HEKEHATUKOB . .« v v v v v e e e e e e e e e e e e e e e e e e e 1.35
12 12.TIpUXOL CEBEPBAHA. « « « v v v v v v e e e e e e e e e e e e e e e e 2.52
13 13.CNOp O KAMEHHOM LBETKE . . . & v v v v e e e e e e e e e e e e e e e e e e e e e 4,09
14 14.Jlupuyeckas cueHa KatepuHbl M OaHUABI . . . . . o o v o e e 2.24
15 15.0yMbl [JAHUABL . . . o o ot e e e e e e e e e e e e e e e e 3.08
KaptuHa Tpetbsi

16 16.Xo3s1Mka MenHo ropbl yBnekaet JaHuny 3a cobom . . . . . . .. ..o Lo L. 5.48
Deicrue Il. KaptnHa yetBepras

17 17.Xo39iMKa nokasbiBaeT JaHune 60ratctBa 3eMMM . . . . v v v v v v v e e e e e 2.07
18 18.[ysT Xo3arkn v Oanunbl (I UCABITAHUE) . . . . . . o o o o e e e e e e e e e e e e 4.29
19 19.Banbc anmaszoB v cueHa (Il McmbITaHme). . . . . . . . oL 5.02
20 20.TaHew pycckux camougetoB (Il ucnbitabme) . . . . . . .. oL oL oL 3.39
21 21.BAMbC . . o v o i e e e e e e e e e e e e e 3.42

Obuee Bpems: 66.19

3anucb 1968 1.
3ByKopexuccep - Mropb BenpuHues
PemactepuHr - Buktop maskos

CumdoHuueckuit opkectp [ocynapcTBeHHOro
akagemuyeckoro bonbworo Teatpa CCCP
[upwxep - [eHHaaui PoxaecTtBeHCKMiA



BALLETS
PROKOFIEYV

Volume 8

The Tale of the Stone Flower, Op. 118

1 22.Danila’s Monologue and the MistresssReply . . . . . ... ... ... ... ... ........ 2.01
2 23.The Mistress Shows Danila the Stone Flower . . . . . . .. ... ... ... ... ........ 1.48
3 24.Severyan and the Workers. The MistresssWarning . . . . . .. ... ... ... ......... 3.12
Scene 5

4 25.Scene and Katerina’'s Dance (Thoughts about Danila). . . . . ... ... ... .......... 3.37
5 26.Severyan's Arrival. . . . .. L L e e e e 2.14
6 27.“Where Are You,Sweet Danila?”. . . . . . . . . ... 1.00
7  28.Appearance of the Mistress and Katerina’sJoy. . . . . ... ... ... ... ... . ....... 2.02
Act lIl. Scene 6

8 29.UralRhapsody . . . . . . . . e e e 8.09
9 30.Interlude . . . . . . 6.27
10 31.RussianDance . . . . . . . . e e 4.01
Scene 7

11 32.GypsyDance . . . . . . . e e e 2.52
12 33.Severyans DancCe. . . . . . . . . i e e e e e e e 142
13 34.Solo of the Gypsy Girland Coda. . . . . . . . . . . . . . i 3.28
14 35.Katerina’s Appearance and Severyan’sRage . . . . . . . . . . ... 2.23
15 36.Appearance of the Mistress and Scene of Severyan Transfixed to the Earth. . . . . .. ... .. 1.15
16 37.Severyan Follows the Mistress . . . . . . . . . . . i e e 1.58
17 38.Severyan Dies. . . . . . . . i e e e e e 1.58
Act IV. Scene 8

18 39.Katerina Sits by the Fire and Yearns forDanila . . . . . . ... ... . ... ... ... ..... 1.28
19 40.Scene and Dance of Katerina with the Firing Hopper. . . . . . ... ... ... ......... 2.52
20 41.Katerina Follows the Firing Hopper. . . . . . . . . . .. . . . . .. . 1.38
Scene 9

21 42.Dialogue of Katerinaandthe Mistress . . . . . . . . .. .. ... . ... 2.14
22 43.DanilaTurned to StONe . . . . . . . . . . L e e e e e e e e 3.23
23 44.The Joy of Reuniting of Katerinaand Danila. . . . . ... ... ... ... ... ........ 4.13
24 45.The Mistress of the Copper Mountain Presents Gifts to Katerinaand Danila . . . . . ... ... 3.24
25 46.Epilogue . . . . . e e e e 1.06

Total time: 70.40

Recorded in 1968.
Sound engineer - Igor Veprintsev
Remastering - Viktor Glazkov

The Symphony Orchestra of the Bolshoi Theatre
Conductor - Gennady Rozhdestvensky

MEAOAUS
Tom 8
«CKa3 o KaMeHHOM ugemke», cod. 118
1  22.MoHonor JaHuibl M OTBET XOBAMKM .« o o v v v v v e e e e e et e et e e e e e e e 2.01
2 23.Xo34aiKa nokasbiBaeT [aHune KaMeHHbIN UBETOK . . . . v v v v v v v oo e e e e 1.48
3 24.CeBepbsH 1 paboune. [penoctepexxeHme XO3aMKM. . . . o v v v v v v v v v e e o e e 3.12
KaptuHa natas
4 25.CueHa 1 TaHel KaTepuHbl (AyMbl 0 JAHUAYLWIKE) . . . . .« . . o oo vt 3.37
5  26.TpUXOL CEBEPBAHA. .« .« . o v v v v o e e e e e e e e e e e e e e e e e e 2.14
6 27.Tpe Tol, DaHUAYLIKA? . . . . o o o v i i e e e e e e e e e e e e e e e e e e e e e 1.00
7  28.4BneHue Xo3aMK1 U pafocTb KaTepuHbl . . . . . o o v vt e e e e 2.02
Deicreue lll. KapTuHa wecras
8  29.YpambCKasi PAMCOMMS .« . o v v v e e e e e e e e e e e e e e e e e e e e e 8.09
9 30.UHTEPMELMA . . . o o o o i e e e e e e e e e e 6.27
10 3LPYCCKMMTAHELL « o o o v o e v e e v e e e e e e e e e e e e e e e e e e 4,01
KaptuHa cepbman
11 32.UbITAHCKAA TIACKA .« . v v v v v o e e e e e e e e e e e e e e e 2.52
12 33.TIN9C CEBEPDBAHA - « « v v v v v e e e e e e e e e e e e e e e e e e e 1.42
13 34.Cono UbITAHKM M OBLLAA KODG . . « « v v v e e e e e e e e e e e e e e e e e 3.28
14 35.Bbixop KatepuHbl u 6yHCTBO CEBEPBAHA . . .« . v v v v v v v e e e e e e e 2.23
15 36.[osBneHne X035k 1 cueHa npupactaHus CeBepbsiHA K3eMI€ . . . . . . . . . . . . . 1.15
16 37.T1oroHs CeBEPbAHA 32 XO3AMKOM. « « « v v v v v v v e e e e e e e e e e e e e e 1.58
17 38.TMBEMb CEBEPDIHA .« « « v v o v v e e e e e e e e e e e e e e e e e e e 1.58
Devicteue IV. KaptuHa Bocbmas
18 39.KatepuHa y KOCTPA rPYCTUT O [LaHUME. . . . . . o v v ot o e et e e e e e e e e e 1.28
19 40. CueHa u TaHeu, KatepuHbl ¢ OrHeBYLIKOM-NOCKAKYLIKOM. .« » « v v v v v v v v o v e . 2.52
20 41.KatepuHa cnepyet 3a OrHEBYLIKOM-MOCKAKYLUKOM « . « v o v v v o v v e e oo e e e e 1.38
KaptuHa pessitas
21 42.0unanor KatepuHbl C XO3AMKOM. . . . o v v v v v e e e e e e e e e e e 2.14
22 43.KaMeHHbIM [JaHMNA. . . . . . . oL e e e e e 3.23
23 44 Papoctb BcTpeun KatepuHbl C aHUMOM. . . . . o o o o v vt e 413
24 45.Xo3gika MegHow ropbl ogapvBaet KatepuHy n lanmny . . . . . . . . ... L. 3.24
25 46.0MMAOT . o o ot i e e e e e e e e e e e e e 1.06

O6uwee Bpemsi: 70.40

3anuch 1968 1.
3ByKopexuccep - Uropb BenpuHues
PemactepuHr - Buktop haskos

CumdoHmueckuit opkectp [ocynapcTBEHHOrO
akagemuyeckoro bonbworo Teatpa CCCP
[upwxep - [eHHaaui PoxaecTtBeHCKMi

10



MEAOAUS
Volume 9 Tom 9
Suite No. 2 from Romeo and Juliet, Op. 64ter Btopas ciouta us 6anerta «Pomeo u Ixcyneemmas, cou. 64ter
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I 2016, the world commemorates the 125™ anniversary of Sergei Proko-
n fiev’s birth.

“He dislikes beaten tracks. He prefers to make his way through virgin thickets
shattering the obstacles on his way with a sure hand, breaking solid rocks, uproot-
ing trees, taking running jumps over deep-water and wide streams,” wrote critic
Vyacheslav Karatygin about the young composer.

Prokofiev who started his way into art as a “subverter of traditions” was
a recognized classic in his lifetime. However, he remained loyal to the slogan
of his youth until his last works - “be an apprentice of your own ideas.” That’s
the way he was in all areas of life and arts, including ballet.

It was Sergei Diaghilev, an outstanding reformer, founder of the Ballets
Russes in Paris, who accustomed Prokofiev to ballet and discovered a number
of Russian geniuses of music and dance to the world. Their collaboration that
lasted fifteen years until the entrepreneur’s death resulted in four Prokofiev’s
ballets (the first one, Ala i Lolli, was never staged). The last three ballet works
belong to the composer’s late (Soviet) period. Unconditional classical works
of Soviet and world art, they became better known in the second half of the
20t century (although a very popular ballet Romeo and Juliet was strongly re-
jected in its time by the actors as absolutely “‘undanceable” and unsuitable for
the stage - a situation so typical of Prokofiev’s creations). Today, Prokofiev’s
ballet works equally attract choreographers’ attention allowing very different
interpretations. The symphonic side of the music of the ballets remains to-
pical as well.

The recording of all Prokofiev’s ballets realized in 1959 to 1990 by Gennady
Rozhdestvensky, a prominent conductor and ardent advocate of 20" century
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music, can still be considered a reference interpretation. We are proud to share
these versions with you.

he complementary recording of the Second Suite from Romeo and Juliet con-

ducted by the composer in 1938 with the Moscow State Philharmonic Orchestra
is a unique historic phonograph document that has preserved the art of Proko-
fiev the conductor (the vaults still have the composer’s rendition of the suite from
the music to the performance Egyptian Nights).

There is not so much evidence about that creative side of the composer unlike
his phenomenal pianistic gift. Nevertheless, Prokofiev performed for nearly thirty
years in this country and abroad conducting his own works with some of the leading
orchestras of the world (his repertoire included symphonies, overtures, opera and
ballet suites, and instrumental concertos). According to Grigory Schneerson, “..his
motions were ultimately reserved — they were monotonously angular and metronomically
precise... his orchestra always played with animation, in absolute harmony, the sound was
dense and at the same time transparent, the phrasing was clear and natural.”

Two suites from the ballet Romeo and Juliet compiled by the composer in 1936
immediately enjoyed wide popularity and were performed by a number of Soviet
conductors. Extremely self-critical Prokofiev remained content with the recording:
“it’s a pleasure to mention an excellent orchestral seating which allows even sonority
and right relation between the instruments on record.”

Throughout his life Prokofiev composed music for ballet theatre creating one
masterpiece after another - from the unfinished Ala i Lolli to The Tale of the Stone
Flower (he worked on its score until his last day). It felt like Prokofiev's rare gift for
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figural pictorialism combined with colossal melodic inventiveness led the composer
to the element of dance. It is no mere chance that choreographers in search for inspi-
ration turned to Prokofiev’s music that was not originally intended for ballet. It is true
that many themes from the composer’s symphonies, concertos and chamber works
cry out to be danced! And there is an opposite example too: when Prokofiev worked
on The Prodigal Son, a ballet, he made use of its themes for his new Symphony No. 4.

Prokofiev composed seven ballets in all, four of them were created abroad -
Chout, Le pas dacier (The Steel Step), The Prodigal Son and On the Dnieper (however,
he began to write Chout earlier in Russia). Three more - Romeo and Juliet, Cinder-
ella and The Tale of the Stone Flower — were composed after he returned to the
USSR. (In 1924, Prokofiev also wrote music to the ballet Trapéze for Boris Romanov’s
Russian Romantic Theatre). The music of the last three ballets was always well
known in Russia while the first four were rarely performed only in the form of sym-
phonic suites and were not staged in the USSR before the 1980's. It happened
so partly because of the ideological clichés (it was considered for a long time that
Prokofiev’s talent blossomed out only after he returned to the USSR, and his works
of the 1920’s were approached with prejudice), partly because of the copyright that
belonged to foreign publishers. The music of the first four ballets was performed
in concert and recorded entirely in this country as late as in the 1980’s thanks to the
effort of conductor Gennady Rozhdestvensky.

hout, or The Tale of the Buffoon Who Outwitted Seven Other Buffoons, is
the Prokofiev's first complete and staged ballet. It marked the beginning
of the collaboration between Prokofiev and Diaghilev’s Ballets Russes that lasted
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until the great entrepreneur’s death. They got acquainted in London in the sum-
mer of 1914. A year earlier Prokofiev, already a conservatory graduate, set off on
his first European journey, was literally blinded by what he saw and heard during
the Russian Seasons in Paris and decided to collaborate with Diaghilev’s company
by all means.

In St. Petersburg, the composer had won the recognition as an author of some
‘controversial” piano concertos and pieces. The references given by Nikolai
Cherepnin, a composer and Prokofiev’s teacher, were also helpful. Diaghilev who
had a keen scent for outstanding talents suggested writing a ballet. The compo-
ser turned to poet Gorodetsky who offered a story from the “Scythian life.”

By the next meeting with Diaghilev in Italy, where he arranged a tour for
Prokofiev, Prokofiev had most of the music to the ballet Ala i Lolli in place. On
18 February 1915, in Rome, Prokofiev performed the already finished music for
Diaghilev who suddenly declared, “What’s this? You're a Russian, you've got a Rus-
sian subject, and you write international music? That will not do. International music
won't do.”

The composer wrote in his diary on the same day: “In a nutshell, | threw out half
of the music from Ala i Lolli and had to change the subject.” It seemed composing
a new ballet was an easier task. Prokofiev later remade Ala i Lolli into the famous
Scythian Suite.

Soon after that Diaghilev, Myasin and Prokofiev ‘took five volumes of Afa-
nasiev’s fairy-tales, read them for three days and dug out a tale about a buffoon,
which Stravinsky told Diaghilev about long ago as a prospective ballet subject.”

“The progressive current that both Stravinsky and Diaghilev are professing now
is as follows: down with pathetics, down with histrionics, down with internatio-
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nalism. They are making a truly Russian composer out of me,” wrote Prokofiev
to Myaskovsky in those days. And the Russian national colouring in Chout did
become very conspicuous with Prokofiev for the first time. It showed particu-
larly vividly in the composer’s late period, but then it had a lyrical and epic
perspective rather than a grotesque one as in Stravinsky’s Petrushka which
inspired Prokoviev’s Chout in many ways.

Diaghilev suggested to Prokofiev that he should go to the town of Cla-
rens in quiet and neutral Switzerland where Stravinsky lived (the place is
also famous for the fact that Tchaikovsky composed his Violin Concerto there),
but Prokofiev flatly refused. It was the time of the world war, and the bor-
ders were to close any day soon. In addition, the composer was going through
a personal drama - the parents of his beloved Nina Meshcherskaya wouldn’t
give their blessing to their marriage (and their conjugal union never hap-
pened). “/ couldn’t get down to any serious business,” wrote Prokofiev in his diary
then. However, he had to comply with the contract, and in early May he be-
gan to compose “‘some petty themes, passages, scratches for Chout without trying
to understand where it all will lead... To my surprise, petty themes were pouring
down like from a horn of plenty. Unexpectedly, two or three May weeks later... | had
over fifty patches for the new ballet - lots of material.” According to the contract,
3 July was the deadline for sending the ballet score (by that date, he had four
scenes of Chout in place); Prokofiev was supposed to go to Europe to meet
Diaghilev, but the theatre of war was expanding and it was no longer possible
to leave Russia for Europe. Listening to the music of the ballet, one should
bear in mind the circumstances in which it was created: it is no coincidence
that many pages of the score are filled with humour of a rather dark kind.
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The score of the ballet was completed and sent to Diaghilev (luckily, it didn’t
go missing). However, Diaghilev and Prokofiev met in Paris only in 1920 after
the composer returned from the USA. Larionov had the scenery and costumes
prepared. Prokofiev only had to orchestrate the music that he had not seen for
five years (“It was interesting to deal with a new work of my own,” he wrote in his
diary on 8 May, the day after the meeting). In the town of Mantes-sur-Seine,
a one-hour journey from Paris, Prokofiev sat down to work on the score but
failed to finish it completely before his departure to New York. He continued
the work only in April and May the next year. At the same time, the rehearsals
of the ballet were in full swing in Monte Carlo, and the premiere was scheduled
for 17 May, so they had to hurry. Moreover, director Myasin had broken off with
Diaghilev, and the dances were now staged by Mikhail Larionov together with
choreographer Tadeusz Slawinski, not without Prokofiev’s involvement.

“..1 did not see anything in Monte Carlo except the rehearsal room, and | was
so exhausted that | was on the verge of losing consciousness.” The premiere
took place on the appointed day at La Gafté Lyrique (Stravinsky’s first ballet
The Firebird was performed on the same night) and was well received by the
audience. According to René Dumesnil, “Prokofiev was admitted to the Paris mu-
sical world” right after the performance of Chout.

In June, Diaghilev took the production to London where a scandal broke
out. London newspapers carried critical reviews as the papers in St. Petersburg
once did after the premieres of the piano concertos. Remembering that time,
Prokofiev wrote Myaskovsky a year later from Ettal in Germany: “Strange people
they are - Londoners! You can hardly say that London is a village or that they are
not interested in new music, but in the meantime their sculls get immensely thicker
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at times. There’s a critic there who was too hard on me but | took vengeance on him
kissing his wifel” Sometime later, Prokofiev made a symphonic suite out of the
ballet and included a greater part of the music in it (Op. 21 bis). The suite was
performed many times in the USSR in the 1920’s, and the ballet was staged
in 1928 in Kiev under the title Blazen and conducted by Alexander Orlov. In
1943 and 1944, the Kirov (now Mariinsky) Theatre was going to revive the bal-
let,and Prokofiev even started to restore the orchestration of the ballet together
with Dmitri Rogal-Levitsky (the score and parts of the ballet were in Berlin and
inaccessible). However, that production was never realized. Both the suite and
the ballet disappeared from the concert and theatre repertoire of Soviet Russia
but were often performed and staged overseas since the 1960’s.

Boris Asafiev, a prominent musicologist and Prokofiev’s contemporary, left
two commentaries on the suite and the music of the ballet. Retelling the plot
hereunder, we will cite a number of his neat remarks because they still as vivid
and shrewd as they were then.

Synopsis

Scene 1. The Buffoon and the Buffooness are dying of boredom at home.An
idea of playing a trick on his fellow buffoons dawns upon the Buffoon. There
is an old lash on the wall. The Buffoon and the Buffooness decide to pass it
for a magic object. The “rehearsal” begins: the Buffooness pretends to be dead,
the Buffoon lashes her, she ‘comes to life” and, above all that, becomes tender
and obedient.

Seven Buffoons appear. The Buffoon demonstrates the magic power of the
lash. After long persuasion, the Buffoon agrees to sell them the lash, and
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the Buffoons set off to their wives. The Buffoon and the Buffooness dance
happily rejoicing at their trick.

Scene 2. The house of the seven Buffoons. Their lazy wives and daughters
do not want to work, spending time on new outfits and chatting about gifts.
“The dance of the Buffoons’ wives is staid and dignified, full of earnestness and
busyness. However, grotesque shows through everything: in the sharp curves of the
melodic pattern, in the emphasized characteristic traits, in the desire to depict
a caricature relief.” The Buffoons show their present to their wives - a “wonder”
lash - and immediately try to use it. They rush to their wives and whip them
to death. “The clowns kill their wives’ is a fugue as an accompaniment to the pan-
tomime. The aforementioned caricature relief dominates here - the theme of the
Buffoons’wives is implemented in a tense and squeezed motion receiving an even
odder sound as though it is ‘urged and whipped on’ A slow and grim motion
completes that ‘chase’: sounding like lamentation, like a timid yet terrifying moan,
like supplication, it transforms the act from buffoonery to a real event.” When it’s
over, the Buffoons whip their dead wives, but they won’t come back to life.
The Buffoons guess that this is just a simple lash and go to the Buffoon’s place
intending to take vengeance on him.

Scene 3. The Buffoon’s yard. The Buffooness sees the enraged Buffoons and
escapes. The Buffoon disguises himself as a young woman. The Buffoons vent
off their anger on the “young woman” and then take her to their daughters.

Scene 4. The Buffoons’ sitting room. The Merchant comes to the Buffoons’
daughters to ask them in marriage. “The dance of the Buffoons’ seven daugh-
ters (moderato scherzando; vivace). The first half of this episode consists of staid
walking and praising. The harp and the piano and harp are conspicuous in the
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orchestra. The second section of the episode is a vivacious and lively dance with
an active rotating theme.A commotion dance.” The merchant examines all seven,
notices the “young woman” and, to the Buffoons’ and daughters’ displeasure,
immediately takes her with him.

Scene 5. The Merchant’s bedroom. The Merchant caresses the “young wom-
an.” “Clownish eroticism, music resembling a lullaby. The violins play a Russian
‘theme of the young woman.” The “young” one pretends to be unwell. She talks
the Merchant into letting her down from the window on a canvas. The Merchant
is alone and daydreams. He pulls the canvas back. A she-goat tied to the canvas
appears.The Merchant yells for help in fear. A ritual dance follows: the she-goat
is tossed and turned. “The young woman turned into a she-goat’ is a comical-
ly dramatized pantomime based on an alarming motif of chimes. It appears from
the melodies of the theme of the ‘beauty parade’ and is first played by the violins,
then it spreads wider until it gets tense and strong.” The she-goat dies.

“The fifth entracte and the she-goat’s funeral. The first moment: a melodious
guiding theme - a refrain of all the entriactes - twists like a beautiful ribbon on
the background of the bleating violins. The next moment: an alarming chime in-
terrupted with the reappearing refrain theme. The music of the funeral follows.”

Scene 6. The Merchant’s garden. The desolate Merchant buries the she-
goat. The seven Buffoons jump over the fence and start teasing the Merchant.
The Buffoon appears with seven soldiers. The Buffoon demands his sister from
the seven Buffoons first, and after they give him the she-goat, he turns to the
Merchant. The Merchant has no idea what goes on and later gets into a heated
argument with the Buffoon. ‘At first it is an overwhelming march based on two
repeated chords of the trumpets, trombones and timpani - a deafening fanfare,
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then a new theme after the fanfare, an oddly persistent and accentuated one with
a swoop and mischief: the squabblers fume and violently abuse one another.”
The Buffoon tells the soldiers to arrest all of them. The Merchant pays three
hundred roubles to stay free and goes away carrying the she-goat. The Buffoon
and the Buffooness are happy with unexpected enrichment. “The final dance
[the Buffoon with a wallet and the Buffooness, the soldiers with the Buffoons’
daughters). Prokofiev found a rarely expressive theme with pert grace notes and
boisterous emphases. It unfolds gradually from moderate and reserved to ring-
ing, violent and frantic merrymaking. The orchestral sound unfolds alongside with
the theme and reaches brilliancy and high tension.”

rokofievworked on the ballet Le pas d’acier (The Steel Step) in 1925 and 1926.

It was his second ballet for Diaghilev. Shortly after the NEP (New Economic
Policy) was initiated and Soviet Russia established diplomatic and private con-
tacts with the rest of the world, “bolshevism” unexpectedly came into fashion
in Europe and the United States. The myth of a Bolshevik, a scary bearded bar-
barian with a knife in his mouth was fading away. The West was shown a human
face of new Russia. The life in postwar Europe was also getting better and more
secure. All things Soviet were no longer frightening and caused curiosity and
interest. In any case, in 1925, Diaghilev, who could scent fashion trends so keen-
ly, commissioned a new “Bolshevist” ballet from Prokofiev. Needless to say that
neither of them had an idea of what Soviet Russia really was (Prokofiev left
the country in 1918, and Diaghilev did it a little earlier). It was decided to draw
in Pyotr Suvchinsky, a well-known musicologist, philosopher and ideologist
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of Eurasianism who acquainted Prokofiev with the morals and manners of Sovi-
et Russia circa 1920. After a while, Georgy Yakulov, who was in Paris at that time,
joined them. Yakulov was a scene designer,a member of the Jack of Diamonds as-
sociation before the revolution and later a follower of constructivism, the style
he used to create the scenery for the ballet. Just as set designer Larionov con-
tributed to the choreography of Chout, Yakulov helped Prokofiev and Suvchinsky
write the libretto. Discussions about the content of the ballet took a long time
as they were cautious about offending Moscow with such a plotline because not
only Yakulov was supposed to return there; Prokofiev was also considering his
coming to the USSR, at least for a concert tour. On the other hand, they could not
express too much liking to Bolshevism not to become outcasts among the nu-
merous Russians who resided in Paris after they ran from the dominance of the
future characters of The Steel Step - sailors, workers and commissars... They
even had an idea of putting writer Ilya Erenburg, a talented emissary of Soviet
Russia, in charge of the libretto (and he surely knew what living in Soviet Rus-
sia was all about!). However, they managed to do it without him. The libretto
titled Ursiniol was in place in June 1925.The origin of the name is rather vague:
it could be derived either from the French abbreviation U.R.S.S. (the USSR):
“it could be either a bear cub [lourse, a French for a bear. F.S.], or a caricature
of Stravinsky’s Rossignol,” as Prokofiev explained the meaning of the name (he
had Stravinsky’s opera The Nightingale — La rossignol in mind). In the period when
the composer worked on the music of the ballet (and he wrote a draft within
just three weeks in August and September 1925), his contacts with the home-
land suddenly livened up: he received offers to come with concerts and arrange
stagings of some works. However, he had to wait for both his first trip to Russia
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and production of the ballet there for a long time for different reasons. In May
1926, Prokofiev, who spent time on countless concert tours, finally completed
and orchestrated the ballet. He was expected to travel to the real, uninvented
Land of Soviets, and the work on the production went into full swing. Leonid
Myasin, a choreographer of the future production, suggested a new name for
the ballet - Le pas d'acier, which Prokofiev immediately translated into Russian
as “CmansHoli ckok” (“The Steel Step”) (‘clattering” names of that kind for stage
productions, novels and films were in fashion in the USSR in those years).

The premiere took place on 7 June 1927 at the Théatre Sarah-Bernhardt
in Paris under Roger Désormiére. In August, the USSR severed the relations
with Great Britain, a large diplomatic scandal burst out, and they started
to talk about the “Bolshevist threat” again. However, disregarding the expec-
ted abusive articles in the right-wing and emigrant press, the premiere was
a success. At least, it went without a scandal. The atmosphere of fairground
art of the “lower” class, unexpected simplicity of Prokofiev’s music that “modu-
lated” from the complexity of the Second Symphony and Quintet to plain
intonations of dances and songs - all that was something of a novelty to both
the composer and the enthusiastic audience. Boris Asafiev, who was there
at one of the performances, noted that novelty too and dedicated one of his
Letters on Music in Paris to the ballet. We will cite the words of that prominent
musicologist and critic with abridgements.

The music of the ballet Le pas dacier written by Prokofiev in 1925
consists of 11 episodes. It’s fresh, laconic, imbued with cheerful and
a bit astringent colours; it is driven by strong will.
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The first episode (appearance of the characters) that follows
an energetic and expressive introductory melody with a moderate
motion transforms into a clearly rhythmed Allegro with a characteris-
tic and conspicuous, sharply accentuated theme, the implementation
of which in a number of versions makes up the main content of the
episode. The melodies of the next episode are as characteristic (The
Train of Trading Peasants); they are so elastic and sharply outlined that
they are imprinted in consciousness as embossed lines of an engraving
performed with an energetic and sure hand.[...]

In the third episode, the stern yet ductile sonic outlines depict
the characters of the commissars. A mobile and amusing genre scene
(Toffee and Cigarettes Vendors) is an absolute opposite. Its flickering mot-
ley intonations in the tempo and rhythm of some Russian tarantella
implicitly captivate the listener.[...]

The Orator’s expressive performance (in the fifth episode) conveyed
only instrumentally is followed by a whirl of motions from the pre-
vious scene, which takes the place of the symphonic scherzo in this
row. The sixth episode Sailor and the Worker Girl is extremely charac-
ter. It’s interesting thematically because a new amusing melody sounds
like a capricious tune (clarinet and violin, clarinet and piano). It's also
interesting from the standpoint of colouring and as an instrumental
dialogue.

The next, seventh episode was conceived as a cheerful and succu-
lent symphonic interlude, a broadly and majestically developed one.
A light-coloured Russian-style theme in the vein of Borodin and Mus-
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sorgsky plays the leading part there. In general, this is a generously
developed instrumental episode that takes commanding and slow steps
as if it signifies a spontaneous flow of the great country’s revived for-
ces. In my opinion, the music of this interlude contains something most
essential and important that makes some people happy and frightens
the others in the symphonism of The Steel Step: the manifestation of the
steel and unbending creative energy of this country. The English press
had good reason to indignantly note the wild success of that Soviet play
with the public after the first performances of The Steel Step in London.
There were even voices raised against that inadmissible kind of musical
propaganda! [...]

There are three more episodes between the interlude and the closing
scene (the eighth one, Sailor’s Transformation into a Worker, the ninth one,
Factory, and the tenth, Hammers).[...] Two of them, Factory and Hammers,
contribute considerably and substantially to the sphere of music that we
are accustomed to call industrial music. The Factory episode superbly
combines a continued rotary movement of the machine with expressive
melodious lines, juxtaposed here as a display of human feelings and de-
terminism of mechanical rhythms. The music of Hammers is a courageous
hymn to the workers’ energy. This is a true style of our epoch because
we can speak about forged rhythms; intonations as ductile as steel and
musical high and low tides that resemble the breath of gigantic bellows.
[..]

The entire music of The Steel Step is symphonically theatrical. This
is @ music, artistically realistic, constructive style, without any pretense
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at naturalistic likeness (at rude onomatopoeia), but with a constant ac-
tive feeling of a living reality. Their concepts and implementation are
always clear, sober and distinctive. Prokofiev’'s temperament and free-
dom of invention so characteristic of his works count at every step and
support the listener’s continuous interest in the music [...].

Boris Asafiev

P rokofiev worked on his ballet Le Fils prodigue (The Prodigal Son) in 1928
and 1929. It was the last ballet score created by the composer in colla-
boration with Diaghilev. As soon as Diaghilev suggested writing a ballet on
the basis of the Gospel parable, Prokofiev started to compose (10 November
1928). Twelve days later, when librettist Boris Kochno sent the libretto of the
ballet from England, almost the entire music was finished. Prokofiev worked
on the piece with colossal enthusiasm and a feeling of immense creative joy.
The story of the Prodigal Son (Luke 15: 11-32) turned out to be a rare chance
that allowed the composer to pour out his religious insights into music. Proko-
fiev, a follower of the religious doctrine of Christian Science (the fact that was
quite obscure until recently), a peculiar cross between religion and science,
that he got acquainted with when he stayed in America, approached the con-
tent of the Gospel verses with a special feeling. Here’s what he wrote in his
diary on 23 and 24 November 1928: ‘At night, when | was in bed, | kept looking
for a new theme, a pure and clear one, and | thought it should come from above
to illustrate the Gospel parable. | woke up at about one in the morning and wrote
down two bars.” In the morning: “/ worked keeping the way of thinking | had
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the night before. | came up with an absolutely amazing theme - and after that
| felt like a birthday boy all day long” (the composers speaks about the last
episode where the Father takes the son in his arms). The music of The Prodi-
gal Son captured not only the “Christian science” but also the birth of his first
child Sviatoslav. Of course, one shouldn’t look for any deep theological insight
into the parable in this music as it was intended for ballet theatre (Stravin-
sky, for instance, found that idea blasphemous), but the internal light coming
from this music, human warmth contained in the radiantly beautiful themes,
and the clarity of their implementation are evidence of Prokofiev’s final turn
to new, highly substantive “simplicity” that became a major sign of his works
of the 1930’s and 1940’s.

On 1 December, after playing the music of the ballet to Diaghilev, Prokofiev
started to work on the orchestration (7 December) and adding new numbers
(January of the next year). At the same time he came up with an idea of mak-
ing a new symphony using the material for the ballet (as it was the case with
the opera Fiery Angel that became a basis for his previous Third Symphony).
There are two versions of this symphony, and the second one (Op. 112) was
made by Prokofiev in 1947, a fact that once again emphasizes what an import-
ant milestone this music was to the composer.

The score and clavier of the ballet were finished on 14 March 1929. Rehear-
sals began on 10 May, and the premiere took place less than two weeks after on
21 May. As Prokofiev admitted, the stage scenery made by Georges Rouault was
“very strong and biblical.” The famous Serge Lifar,a choreographer of Prokofiev’s
next ballet On the Dnieper, danced the leading part. However, despite the suc-
cess with the public and critics, Prokofiev was displeased with the choreography
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of George Balanchine (then Balanchivadze) and the advice of librettist Boris
Kochno about the production that he openly voiced in the course of rehear-
sals. The coolness that had been growing between the great composer and
the great entrepreneur finally reached its peak. In addition, Prokofiev removed
Kochno's name from the title page of the score when the ballet was published
(as a matter of fact, Kochno, a staff librettist of Diaghilev’'s company, was barely
involved in the creation of The Prodigal Son). The poet sued Prokofiev. The con-
flict was suddenly settled when Diaghilev died in August 1929 in Venice.

Synopsis

The departure. In front of the Father’s house, two friends are getting ready
to set on a long journey. They gather fruits and bunches of grapes and pack
provisions. There is a hut made of branches opposite the house, a symbol
of free travels the Son and his friends aspire for. The Son comes out of the hut
accompanied by two young sisters.

His wild dance expresses his excitement and impatience to leave the pa-
ternal home as soon as he can and to rush to faraway, strange lands where
great adventures await. He dances faster and faster; there is some frenzy about
the dance. When the Son runs into his Father, who has come out of his house,
the dance stops abruptly. The Father conjures the Son to change his mind and
not to give up peace and care of his native home for a life full of anxiety and
jeopardy in a foreign land. Beside himself with alarm and concern, he reaches
out to the Son begging him to stay. But the Son turns away and won'’t listen
to what his Father says. Neither persuasion of the sisters nor the Father’s per-
sistent cautions can shake the Son’s decision he stands up for so stubbornly.
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He keeps repeating how narrow this small world of home to him, that he is
like a bird attracted to distant lands, that he will break free sooner or later,and
since it’s destined to happen there is no reason to wait any longer.

When the stubborn Son calls the two friends for help, the Father bows his
head in sadness unable to resist the Son’s obstinacy. He is sorry to watch them
leaving. He raises his hand and sends them his blessing.

In a faraway land. A room for feasts. The tables are overladen with food. But
there is the same symbolic hut in a distance, resembling that in the begin-
ning of the scene. The room gets filled with a noisy and rude crowd of guests.
Everyone gets seated and the feast begins. Some people dance.

The Prodigal Son and his friends join the reckless company. Their coming is
met with loud salutations. The friends lift up the Prodigal Son.The hangers-on
obsequiously peer into the guests’ eyes waiting for invitation to the table.

The Temptress walks out of the hut. She does an oriental dance. The cap-
tivating sensuality of her dance lights up fire in the men’s eyes. The Prodigal
Son can’t take his eyes off her. When the dance reaches its apogees, he darts
off to the floor where the Temptress does her bewitching dance.

Now she dances only for him. Slender like a liana, she clings to him. He
joins her dance forgetting about everything around him, giving up to sensu-
ality. All of a sudden, the men who he thought were his friends and the tipsy
girls assault the Prodigal Son, tear down his splendid clothes and take away
his precious jewelry. His pseudo-friends and the Temptress are still not satis-
fied; they insult, humiliate and beat him.The robbed and beaten Son regains
consciousness among the overturned tables, broken chairs and smashed ta-
bleware, in the middle of foul signs of the recent orgy. The entire drunk gang

p>

MEAOAWUSI

sweeps past the Prodigal Son yelling, quarreling, snatching the loot from
each other’s hands. The gang is led by the Temptress. One of the overturned
tables is transformed into a ship with a table cloth as a sail. She and the two
friends who betrayed the Prodigal Son sail away into the distance.

The return. Barely able to drag himself along, the ill, penniless and de-
vastated Prodigal Son approaches the parental home. Faster that he is able
to walk, he reaches out to his cherished goal with sorrow and hope. His
two sisters are in the garden. When they see the exhausted and miserable
stranger, they hurry to open the gate with compassion and recognize their
brother.

The Father comes. The Prodigal Son who has finally made it to his na-
tive home kneels down before him. The Father stiffens in mournful stillness
when he sees his Son imbued with humbleness, grief and shame.

The Son makes a move to leave. But the Father’s face lights up with a kind
smile. The Father stretches his all-forgiving hand welcoming the Son and
pointing to the house where the Son directs his steps to.

I 1935, it was two years since Prokofiev returned to his homeland.
n He alternated his stay in Soviet Russia with concerts in Europe (the
composer still had some obligations under the contracts he signed during
his Paris period). After Prokofiev returned from one of the European trips, he
showed up in Leningrad with ideas of a new stage project for the Kirov (now
Mariinsky) Theatre.However,the idea of writinga newoperaforthetheatre was
overtaken by the desire to compose a ballet - after the scores for Diaghilev’s
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one-act ballets Prokofiev wanted to create music for a performance that
would last all evening. Musicologist Boris Asafiev and literature executive
Adrian Piotrovsky joined Prokofiev to help him select the future subject.
Asafiev,who had just staged his ballet The Fountain of Bakhchisarai,suggested
Pushkin’s stories (Peter the Great’s Negro, The Captain’s Daughter), but soon
they switched from the Russian literary masterpieces over to the world
literature. They finally fixed upon Romeo and Juliet. Playwright Sergei Radlov
soon joined the process. “Prokofiev’s imagination flamed up as it used to do
in the best years of his youth,” wrote Israel Nestiev in his fundamental work
Life of Sergei Prokofiev about the story of making of the ballet. “In the spring
of 1935, he would sit for hours with A. Piotrovsky and S. Radlov, thinking over
the script of the future ballet with them.”

“The theatrical fate of Romeo was not easy. The management of the Leningrad
theatre dodged contract signing, probably in fear of inevitable risk. Then Prokofiev
made a contract with Moscow’s Bolshoi Theatre headed by Nikolai Golovanov.
The author was immediately provided with a side wing in the recreation house
of the Bolshoi Theatre in Polenovo so he could compose the music for the ballet
over the summer period.”

“The pace of composing Romeo was truly astonishing: the clavier of the se-
cond act was completed on 22 July, the third act was in place on 29 August,
and the entire clavier was ready on 8 September. Such a speed was caused
by profound elaboration of all details and preliminary preparation of the musi-
cal sketches. The previous methods of composing ballet music that he applied
some time ago to Trapéze or On the Dnieper now seemed formal’ to Sergei
Sergeyevich.”
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Prokofiev was carried away with the work on psychology of the charac-
ters, an aspect that constituted the glory of Russian theatre and later its
legitimate heir cinema with which Prokofiev was in contact in 1933 and
1934.That change in the direction of Prokofiev’s creative ideas is obvious if
we compare the characters of Romeo with the caricatured, graphically con-
ditional characters of his early ballets who followed one another like in a
spectacular divertimento.

Back to Nestiev’s book.

The playwright’s inquisitive thought was vividly exposed in the
original musical portraits of the lead characters. As though complet-
ing the portrait created by Shakespeare, Prokofiev showed very young
Juliet with particular fascination - a playful girl, a ‘lamb) as the family
calls her, - finely depicted the anticipation of love awakening in the
soul of the 14-year-old Italian girl — all that made the subsequent
scenes even more dramatic.

Prokofiev’s brilliant humour shines through the first two acts -
the pictures of merrymaking in a Verona street, the jesters’ dance
of masks, laughing Juliet’s frolics and a funny, waddling theme of the
Nurse. Merry fellow Mercutio is the most typical exponent of this line:
his portrait composed of two or three well-developed cameo themes
is rich and diverse - from a mischievous banter to bellicose ardour.
Mercutio’s main theme is full of motion and a lively shift of accents and
leaps: listening to the music, you can clearly imagine the appearance
of the squabbler and scoffer, and hear his ringing laughter.
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The second key line of the dramatic concept of the ballet sharply
contrasts with the world of youthful amusement. It’s a line of blind
hostility between the two feudal families of Verona, an element of me-
dieval ossification which led to the lovers’ death.

The climax scenes of the performance are unforgettable - the duel
of Mercutio and Tybalt, and Mercutio’s death: here, one of the derisive
themes (dance of the Masks) suddenly receives a tinge of sorrow and
breakdown as if the last bitter jokes come from the dying one’s mouth.

However, a lyrical theme, a theme of love that conquers death, plays
a dominant part in a multilayer course of the ballet. This is where
the images of romantic impulses that Prokofiev would sometimes shy
away from when he was young blossom with a wealth of nuance. More
than ten themes, most of them are well-developed and melodically
full-blooded, convey different shades of Romeo’s and Juliet’s feelings:
vague anticipation and flaming passion, the smile of the first date and
the grief of separation.

The score of Romeo and Juliet was a milestone in Prokofiev’s artistic
biography... One should also speak about the landmark significance
of Romeo in the history of Russian and world choreography: it was pro-
bably the first time when ballet theatre, ever so much restricted to the
limits of a spectacular show, had the courage to realize real tragic col-
lisions so deeply. Music and plastique intertwined as indissoluble and
impressive one for the sake of portrayal of human characters - beyond
any decorative fairy-tale or dolly conventionality.

Israel Nestiev
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The presentation of Prokofiev’s music to the ballet music at the Bolshoi
Theatre caused a controversy around Shakespeare’s presence on ballet stage.
One of the core issues was the finale: it is known that the tragic finale of Shake-
speare’s play was sacrificed in the initial version of the script in favour of ballet
conventionality. “Radlov and Piotrovsky offered a happy ending for the perfor-
mance - Juliet awakens and the lovers do a joyful duet,” Nestiev wrote. “It was
believed that any ballet should end in a spectacular apotheosis and, hence, the death
of the two lead characters contradicted the laws of the genre.” While Shakespeare
with a happy ending was quite possible for French theatre of the 18th centu-
ry (and even opera theatre of the 19th century - let’s remember Hamlet who
becomes the king of Denmark in Ambroise Thomas’s opera!), such an ending
seemed absurd in the age of psychological theatre. Before the controversy was
over, Golovanov was dismissed from the position of Bolshoi Theater conduc-
tor and Prokofiev started a new theatre project - the opera Semyon Kotko, and
Romeo, its first version, was staged for the first time in 1938 in Brno, Czecho-
slovakia (the sudden happy ending was however excluded). The theatre in Brno
was destroyed during the war, and the score was lost and only recently re-
stored on the basis of the original sketches. The premiere of the second edition
of the ballet took place in 1940 on the stage of the Kirov Theatre, five years
after the company rejected it. Since that time Romeo and Juliet has become one
of the most popular ballets not only in Russia but also in Europe and the USA.

The music of the ballet is loved by the audiences in many countries of the
world and often performed in the form of the suites compiled by the composer
(as well as by conductors, in particular, Dimitri Mitropoulos, an ardent advocate
of Prokofiev’'s music). Performing and even recording of the entire music to the
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ballet version is a highly complicated task because Prokofiev added a brass
band, a group of mandolins and even the organ to the conventional orchestral
lineup. Though it makes any experience of this kind even more interesting.

Synopsis

Act L. Scene 1. It is early one morning. Romeo, dreaming of love, wanders
through the deserted streets of Verona. Little by little, all sorts of people fill
the square and the first customers arrive at the inn. Tybalt is on his way home.
He sees Benvolio and, drawing his sword, attacks him immediately. Swords cross,
people are killed and the alarm is sounded. Old Capulet himself is seen running
out of his house, eager to play a part in the encounter with the Montagues.

The Duke of Verona and his guards appear in the square. He commands
to drop the weapons, and issues a decree stating that anyone who bares arms
in the streets of Verona will be sentenced to death.

Scene 2. Juliet playfully teases her old nurse, who is helping her dress for
the imminent ball. Juliet’s mother enters and scolds her daughter for her chil-
dishness.

Guests pass in a ceremonious parade to the ball at the Capulets’ house.
Paris is amongst them. Romeo’s friends, the witty Mercutio and the loyal
Benvolio, persuade him to go to the ball with them. The young men put on
masks; without them they cannot go to the feast because of the feud be-
tween the two families.

Romeo and his friends enter the Capulets’ palace. Romeo is captivated
by Juliet’s beauty and cannot conceal his emotions. By accident, his mask slips,
revealing his face to Juliet.
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Tybalt recognises Romeo as an enemy of the Capulets and hurries off to tell
Old Capulet that Romeo has dared to come to the ball. Romeo and his friends
leave the house to avoid trouble. On a moonlit balcony of the Capulets’ house,
Juliet dreams of seeing Romeo again.

Her dream comes true as Romeo appears in the garden below. He stretches
out his arms to her in an expression of love. They tenderly declare their love
and vow eternal fidelity to each other.

Act Il. Scene 3. In the noisy gaiety of the square in Verona, Juliet’s nurse
hands Romeo a letter from her young mistress. Romeo reads it with delight, for
Juliet has agreed to be his wife.

Scene 4. Friar Laurence is happily passing the day in his quiet cell. Romeo en-
ters and begs the monk to wed him to Juliet in secret. The friar promises to help,
hoping that the marriage will reconcile the Montagues and the Capulets and
thus end the feud.Juliet enters and Friar Laurence performs the wedding rites.

Scene 5. Mercutio, Benvolio and their friends have come to the inn. Tybalt
enters and, upon seeing his enemies, he draws his sword and rushes at Mer-
cutio. Romeo tries to make peace between them. Tybalt and Mercutio cross
swords. Tybalt, seizing a favourable moment, deals Mercutio a treacherous blow
and kills him. Romeo draws his sword and challenges Tybalt to a duel. Tybalt is
killed. Tybalt’s kinsmen gather round his dead body and swear vengeance on
the House of Montague.

Act lll. Scene 6. Romeo has come to bid farewell to Juliet. He is ready to flee
Verona.As the rays of the morning sun stream into the room, Romeo takes leave
of his beloved. The nurse comforts Juliet, who is heart-broken at her separa-
tion from Romeo. Juliet’s parents enter the room and tell her that her marriage
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to Paris has been arranged. Juliet listens to his passionate avowals, but refuses
to comply with her parents’ wish. Her father says firmly that he is determined
to have his way.Juliet is in despair.

Scene 7. Juliet comes to Friar Laurence’s cell. The monk is touched by the
tale of her boundless love for Romeo and gives her a potion. His plan is that she
will drink the potion and fall into a deep sleep. She will be thought dead, and
her body will be taken to the family vault. Meanwhile, Friar Laurence will write
to Romeo who is hiding in Mantua and summon him back to Verona. The young
man will return at once. Juliet will have awoken by that time and Romeo will
take her away with him back to Mantua.

Scene 8. When Juliet returns home, she pretends to have submitted to her
parents’ will. She takes the potion and falls into a deep sleep. Juliet’s friends
come in with bunches of flowers and, unable to find her, believe her to be still
asleep. The nurse draws the curtains of Juliet’s bed aside. All are paralysed with
horror - Juliet lies lifeless on her couch. Mantua. It is night. Romeo is alone, lost
in gloomy thoughts. Benvolio, who has just come from Verona, rushes to Romeo
and tells him of Juliet’s death. Romeo hurries back to Verona.

Act IV. Scene 9. Epilogue. At the cemetery in Verona, the mourners, sad and
silent, take their last farewell of Juliet and depart. Romeo enters the vault. Ju-
liet is dead, and life no longer has any meaning for him. Romeo swallows some
poison and falls dead at her feet.Juliet wakes up to see Romeo dead. Snatching
his dagger, she stabs herself. The people assembled at the cemetery watch
as Old Montague and Old Capulet gaze sorrowfully at the bodies of their dead
children. In silence, they stretch out their hands to each other. The tragic death
of the two lovers was the price to pay to end their long and bloody feud.
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y the time Prokofiev began to work on Cinderella, he was already an author

of the experimental ballets composed for Sergei Diaghilev’s theatrical
company and the choreographic drama Romeo and Juliet. Now the composer
wanted to write a large-scale classical ballet with lyrical adagios, virtuosic
variations, active pantomimes and diverse suites.

The selected fairy-tale plot satisfied his artistic taste in the best way pos-
sible - Charles Perrot’s fairy tale belonged to the gallant epoch from which
Prokofiev drew genre models and stylistic devices since he was young. How-
ever, he dreamt to enliven the heroine and expose the inner world of her
soul, and therefore a gallant atmosphere, sophisticated courtesy or dancing
gimmicks were just not enough. He had managed to convey a psycholo-
gical portrait of his character in the music of Romeo, and now he intended
to accomplish the following task: express “poetic love between Cinderella and
the Prince: origin and blossoming of their feeling, obstacles on its way, fulfilment
of the dream.”

Galina Ulanova recalled her meeting with the composer and his words.
Before Romeo, Prokofiev “did not believe that this art was able to realize musical
and literary images so completely, [but] now his attitude to ballet was absolutely
different, and he wanted to compose real, large-scale and human music for a new
production.” Cinderella turned out to be a heartwarming and lyrical fairy-tale
ballet with poetic music that sounded like genuine Prokofiev and was melo-
dically generous and filled with choreographic sketches.

Prokofiev wrote about his new ballet: “/ thought it was important to make
the ballet Cinderella as danceable as possible so that the dances would flow
freely from the plot and the ballet artists could have an opportunity to dance and
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show off their skills to an adequate extent. | wrote Cinderella in compliance with
the traditions of old classical ballet with pas de deux, adagios, gavottes, a few
waltzes, a pavane, a passepied, a bourrée, mazurkas and gallops. Each character
has his or her own variations.”

The idea of a “dance”ballet revived the large and expanded forms so typical
of Tchaikovsky’s and Glazunov’s classical ballets. So, the concluding Amoroso
in Cinderella became an adagio which could be compared to the final adagios
in Swan Lake or Raymonda. Prokofiev also made use of the composition struc-
tures from classical ballet: classical variations, adagios and pas-d‘action. Suite
was conceived as a supporting structure of the ballet.

Each of the three acts is built on a suite like an arched structure closes on
a keystone. There’s an affinity between the suite of the fairies from Act | and
Act | of Tchaikovsky’s Sleeping Beauty. It contains variations of the four fairies
who impersonate four seasons with a consolidating theme of the Beggar
Fairy. The music of the variations which is not connected with the storyline is
performed in the style of landscape sketches with a subtle use of impression-
istic alliterative devices. The suite is concluded with Cinderella’s waltz (No. 19
Cinderella’s Departure for the Ball), not a common coda dance.

The suite from Act Il takes its cue from a typical classical ballet suite. It
contains old dances - a court dance resembling the pavane, a passepied,
a bourrée and the Stepsisters’ variations. Apart from the typical suite,
Act Il includes classical pas de deux, the parts of which are scattered be-
cause of the comparison with genre character scenes and lyrical comical
bits: Big Waltz, Variations of Cinderella and the Prince, their Duet and
Waltz-Coda.
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Act Il is based on a fairy-tale rondo-suite executed as final grand-pas
in fairy-tale ballets (for example, in Act Il of the aforementioned Sleeping
Beauty). The Prince’s gallops are a refrain of the suite, and its episodes are
the scenes when the ladies try on the slipper.

The dance element, a priori intrinsic to Prokofiev’s music regardless
of the genre, be it an instrumental, symphonic or vocal work, manifested
itself most completely in his best ballets Romeo and Juliet and Cinderella.
The theme of each character who has at least any individual significance
captures details of their mimicry, gestures and emotional state, and even
the way they walk - all that is associated with motion and, consequently,
dancing.

Cinderella is another proof of Prokofiev’s portraying skills: the heroine’s
individuality and her dance characteristics reveal her leitmotifs indicated
and named by the composer himself. So, the first theme is “offended Cinde-
rella,” the second one is “pure and dreamy Cinderella,” and the third one is
“Cinderella is in love and happy.” The introduction to the ballet starts with
the first theme; the second theme bears a romantic dream of happiness (it
becomes joyful and rapturous in No. 36 Duet of the Prince and Cinderella,
a genuine classical adagio, and grows into an elevated love poem in No. 50
Amoroso); and the third theme, as wide as a Russian song and based on
a C major triad, is about Cinderella’s joy when she knows that the world
of her dreams opens for her. These themes are a basis of the musical pat-
terns of numerous numbers of the ballet, including the famous waltzes.
A well-developed system of leitmotifs, as it was the case with Romeo and
Juliet, points to Prokofiev’s obvious aspiration for symphonizing the genre.
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While the dances of the classicism period that penetrated into bal-
let were a wonderful characteristic for the daily or ceremonial spheres,
the lyrical feeling required its expression in the waltz, a dance of the
19th century that is able to rouse confessions of the most candid kind. Its
incompatibility with the zeitgeist was in the best possible way combined
with the development of the main dramatic line of ballet.

The waltz is a leading genre in the heroine’s musical portrait. Unlike
the dance characteristics of the Stepmother, Stepsisters and courtiers,
it gives a timeless nature to the lyrical sphere of the ballet. Three
splendid masterpieces of the genre became three climaxes of the
ballet. One could call them “a waltz of dream” - No. 9 “Cinderella’s
Dreams of the Ball,” “a waltz of hope” - No. 19 “Cinderella’s Departure for
the Ball” (both from Act 1), and “a waltz of love” - No. 49 “Slow Waltz”
from Act Ill.

A poetic, graceful gavotte with a finely elaborated harmonic part is
Cinderella’s another solo characteristic. The dance performed by the
stepsisters Magger and Bearcat (to the violin, just the way it should be
done in a dance class, two violins in this case) sounds clumsy and awk-
ward, while the same dance performed by Cinderella is full of poetry
and charm of old times and coloured with the timbres of the orchestral
instruments.

The Beggar Fairy’s main theme associated with the world of fairy-tale
miracles gains a special sense in No. 38 “Midnight.” It signifies the be-
ginning of important events in the characters’ lives, and the entry of the
Fairy is accompanied with magical modulations of the harp.
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The character of the Prince combines Romeo’s ardent lyricism with
Mercutio’s sharp scherzo-ism. One amusing episode with the Prince lifts
the secret veil over Prokofiev’s true, slightly sarcastic attitude to his cha-
racter: the Prince gives Cinderella three oranges, and this reminiscence
of another story is accompanied with a musical self-citation - the march
from the opera Love for Three Oranges, thus hinting at the typological
link between the Prince who is in love with the oranges and our hero.

The world of Cinderella’s Stepmother and Stepsisters is associated
with a motive, toccata rhythmic basis and whimsical, sharp melodic in-
tonations, and, even broader, with ironic reconsideration of daily-life and
ballet dances. Prokofiev created a grotesque image of Cinderella’s an-
tipodes in the music of the Stepsisters’ variations in No. 3 Shaw! Dance,
and in the ball scene - Nos 23 and 24. The contrasting figurative spheres
lying in the basis of the tragic (and musical) collision in Romeo and Juliet
do not interact in any way in Cinderella.

When Prokofiev conceived the fairy-tale ballet, he wanted to present this
traditional story in a Russian vein, “as a truly Russian fairy-tale,” having in mind
the fairy-tale about Smudgy Masha from Alexander Afanasiev’s collection
of fairy-tales. However, Prokofiev changed his mind in favour of classicism
with its musical signs of the time. He started to work on the ballet to Nikolai
Volkov’s libretto in 1940 and finished it only after the war.

The premiere took place on 25 November 1945 at the Bolshoi The-
atre in Moscow. The ballet was staged by Mikhail Lavrovsky and featured
Galina Ulanova as Cinderella. Prokofiev used the music to the ballet as a
basis for a collection of piano pieces and three orchestral suites.
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Synopsis

Act I. The Stepmother and her two daughters Magger and Bearcat try on
a shawl. Cinderella enters. She recollects her deceased mother and tries to find
consolation from her father. A beggar woman comes to the house. The sisters
turn her out, but Cinderella secretly lets her in and gives her some food.

The Stepmother and Stepsisters prepare for the royal ball and try on new
outfits. The dance teacher gives his last lesson to the clumsy sisters before
they go to the ball. The Stepmother and Stepsisters finally leave. Cinderella
remains alone. She dreams of the ball and dances. The beggar woman returns.
Suddenly she turns into a fairy and rewards Cinderella for her kind heart. Cin-
derella gets dressed for the ball with the help of the season fairies. The only
condition is that the spell will only last until midnight when she must leave or
she will revert to her original form.

Act Il. The royal ball is in full swing with ladies and gentlemen dancing.
The Stepmother and Stepsisters arrive, and the Stepsisters impress the roy-
al court with their clumsy dancing skills. The Prince appears. The guests do
the mazurka. Ceremonial music accompanies the arrival of an unknown young
lady - Cinderella has arrived. The Prince is entranced by her beauty and charm,
and asks her for a dance. The Stepsisters try to attract the Prince’s attention
with no success (the duet with oranges). The Prince cannot walk away from
Cinderella. They do not notice how time flies. A romantic waltz-coda is sud-
denly interrupted with the striking of the clock. Midnight has come. Cinderella
runs away losing her glass slipper. It is picked up by the Prince.

Act lll. The Prince is desperate. Summoning every shoemaker, he has tried
the slipper on every maiden of the kingdom but it did not fit any of them.
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The Prince travels across the world in search of the girl of his dreams with-
out success. At the Stepmother’s house, Cinderella still does her chores and
recollects the ball. Suddenly the Prince comes and orders that every woman
try on the slipper. But the Stepsisters and then the Stepmother vainly try
to put on the slipper because it is hopelessly small to them. The Prince no-
tices Cinderella and suggests that she tries on the slipper too. Cinderella
refuses, but the other slipper falls out of her pocket. The Prince looks into
the girl’s face and recognizes his loved one. Nothing is going to tear them
apart now.

ergei Prokofiev's four early ballets are not that well known. George Ba-

lanchine’s New York company performed The Prodigal Son for the first time
in this country, while Chout and The Steel Step were staged in Russia only
recently. The music of the ballet On the Dnieper has been performed here only
in symphonic concerts.

After Sergei Diaghilev’s death in 1929, Serge Lifar came to the Paris Opera
and commissioned Prokofiev to write On the Dnieper which was premiered
in 1932.The process of work on the ballet was quite rough because the com-
poser and choreographer quarreled all the time. The ballet was not a success
and soon was withdrawn from the repertoire.

Prokofiev wrote his early ballets abroad, and according to the contracts
he signed the scores upon completion were immediately the property of the
Russian Musical Publishing House located in Paris and headed for many years
by the remarkable conductor Sergei Koussevitzky. His contribution to the pro-
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motion of Russian music abroad as well his accomplishments as a conductor
and publisher are invaluable.

After Koussevitzky's death, the publishing house was purchased by the
British company Boosey and Hawkes which consequently became an owner
of Prokofiev’s copyrighted material composed abroad. Later on, owing to the
effort of the All-Union Copyright Protection Agency and the bilateral contracts
with numerous foreign publishers, it was possible to receive the sheet mu-
sic and perform the works in the USSR. That is how we got the score and
orchestral parts of On the Dnieper in our disposal. The ballet was performed
for the first time in the composer’s home country at a concert at the Moscow
Conservatory’s Grand Hall in September 1982 and recorded for the first time
as well.

“In the summer of 1930, | worked on a ballet in two scenes Sur le Borysthéne
(On the Dnieper) that was suggested by the Paris Grand Opera. ... The lyrical
plot devised by the choreographer and me was not a goal but a chance to try
to accomplish a proportional musical and choreographic construction... | wrote
the music with ease and pleasure. In terms of style it was close to The Prodigal
Son... The lyricism of my young period was noticed only ten years later. | guess
the ballet On the Dnieper will have its day too.”

The plot of the ballet is quite artless. It's a choreographic story about Ser-
gei,a Red Army soldier, who returns from the war to his village on the Dnieper
River. Unfortunately, Sergei had cooled off his fiancée Natasha and fell in love
with beautiful Olga. However, Olga’s parents have another man on their mind
as Olga’s future husband. Olga is engaged to the one she is not in love with,
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and there’s a brawl between Sergei’s friends and the fiancé’s supporters. Sergei
is defeated, but selfless Natalia helps Sergei and her rival Olga escape from
the village in the finale.

This plain story nevertheless inspired Prokofiev to create a wonderful score.
Its value is not just about unconditional anticipation of the atmosphere of Se-
myon Kotko and lyrical revelations of Romeo and Juliet and Cinderella, but also
about the unique integrity of the structure (“musical and choreographic con-
struction” as Prokofiev wrote in his Autobiography) regardless of the numerical
division of the ballet, and about its peculiar intonational charm.

he Tale of the Stone Flower is one of Prokofiev’s essentially Russian works.

The libretto with a plot devised by Mira Mendelson-Prokofieva and ballet
master Leonid Lavrovsky is based on Pavel Bazhov’s stories The Stone Flower
and The Mountain Craftsman from the collection of fairy tales The Malachite
Box. Some motifs were borrowed from the tales The Manager’s Boot-Soles, Fir-
ing Hopper and The Mistress of the Copper Mountain.

The composer worked on the ballet with passion. The Tale of the Stone
Flower was created in an extremely short period of time - the first sketches
were made on September 18, 1948, and the score was completed in spring
of 1949.The ballet was premiered on February 12,1954, at the USSR Bolshoi
Theater. The production team comprised ballet master Leonid Lavrovsky,
conductor Yuri Fayer and artist Tamara Starzhenetskaya. The key parts were
performed by Galina Ulanova, Vladimir Preobrazhensky and Alexei Yermo-
layev.
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The plot of the ballet includes several main lines — an idea of inspired and
free creative labour, glorification of spiritual beauty of the Russian people,
appraisal of the power and strength of Russian nature and a theme of faithful
love that overcomes all obstacles.

While working on the ballet the composer wrote: “/ adhere to the belief that
a composer, as well as a poet, a sculptor or a painter, is called to serve man and
nation. In his art he must, first of all, be a citizen, praise human life and lead people
to a bright future...”

‘As it was the case with my earlier ballets, The Tale of the Stone Flower is an
opportunity for the audience to see the well-known fairy-tale characters not only
dance but also feel and live the same sorrows and joys. In my music | used Ural
folk songs.”

The music of The Tale of the Stone Flower is built on development of bright, di-
mensional image themes which characterize the leading characters of the ballet.

So, the musical portrait of the craftsman Danila is depicted with set
of themes that are widely symphonically developed in the music of the ballet.
Danila’s first theme expresses calm strength and beauty of the character. It is
a theme of creative power. Generous and melodious like a Russian folk song,
the theme is presented by the string instruments in the orchestra. A concen-
trated and unhurried second theme is associated with the quest for the living
flower as a prefiguration of the Stone Flower. It sounds as if Danila thinks hard
wanting to “see the entire power of the stone and show it to the others.”

The third theme, excited and impetuous, portrays Danila working on
the malachite stone. The composer called this theme “a gimlet” and repro-
duced the sound of a hammer striking a chisel.
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In the gallery of finely portrayed, poetic and crystal clear female characters
created and sung by the composer in his ballet works, Katerina stands out with
her expressly national features. The image of a common Russian girl emerges
in thoughtful or lively and joyful melodies.

The theme that sounds when Katerina appears for the first time is full
of profound lyricism and intimacy. In the scene of engagement, when Katerina
bids farewell to her female friends, the composer introduces an authentic Ural
song Fair Sun Rises.

The theme of love between Danila and Katerina is one of Prokofiev’s most
beautiful lyrical revelations. The previously composed piano piece Evening in-
cluded in the collection Children’s Music, Op. 65, was a prototype for the theme.
Lyrical ingenuousness, sincerity and bright emotionality made this image one
of the most significant in the ballet. The evil element, cruelty and merciless-
ness are realized in the character of Steward Severyan. Tough rhythms and
sharp harmonic complexes prevail in his musical portrait.

The fictitious characters, especially the Mistress of the Copper Mountain, have
different intonation characteristics. The dramatic core of the ballet is a grand and
proud theme of the Mistress of the Copper Mountain that personifies the beauty
and power of Russian nature. Prokofiev thoroughly enjoyed composing this theme.
Ballet master Lavrovsky recalled the story of the birth of the Mistress’s theme:

“Excited and agitated, conducting with his walking cane on the go, he ap-
proached me in rapid steps. ‘You know, he exclaimed, | have found the Mistress’s
theme. Here it is' And Prokofiev sang me the introduction to the ballet conducting
with his walking cane as if he had a full entire orchestra in front of him. The theme
will be performed by the trumpets, he said.”
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The other side of the Mistress’s character - her infinite kindness and
generosity of her soul toward common people - is expressed in the se-
cond theme, a tender, timid and insinuating one assigned to the solo
flute, then to the clarinet accompanied by string section.

The music to The Tale of the Stone Flower composed by a mature
master was a dignified conclusions of the career of the artist who gave
the world masterpieces such as Romeo and Juliet, War and Peace, Sympho-
ny No. 7 and Alexander Nevsky.

Synopsis
Act 1. Danila, an apprentice and foster son of old Ural gem cutter
Prokopyich, is known as the best “landlord’s handyman.”

By order of the landlord Danila carved a bowl from a block of malachite.

However, the stonecutter is not satisfied with his work. Even the thought
about his upcoming engagement cannot cast his sad musing away.

Engagement between Danila and Katerina is celebrated in the fiancé’s
hut. Katerina says goodbye to her female friends. The guests perform
old ceremonial dances. Cruel and wicked Steward Severyan bursts into
the hut in the at the height of the merriment and demands the malachite
bowl from Danila. Despite Severyan’s threats, Danila refuses to obey his
demand.

After Severyan’s departure Prokopyich tells an ancient legend about
a powerful Mistress of the Copper Mountain and a magnificent stone
flower in her dominions. The one who is lucky to see that flower will be-
come a true handyman and master the great art of creating beauty. Danila
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is in the grip of the legend. The stonecutter breaks the malachite bowl
with a hammer and leaves for the mountains.

Act Il. The Mistress of the Copper Mountain opens her palace for Danila and
shows him her teeming treasures. Precious stones sparkle and twinkle, gems
delight the eye.

Danila conjures the Mistress to show him the stone flower. The Mistress
puts Danila to different tests to verifying the power of his love for Katerina
and his ability to withstand the temptation of wealth. Danila stands all the tri-
als, and the Mistress shows him the miraculous stone flower.

Katerina, rejecting Severyan’s importunity and persecution, faithfully waits
for her missing fiancé.

Act Ill. Wishing to find Danila, Katerina comes to the fair. There is a brisk
trade there. Severyan surrounded with gypsies and drunkards molests Kateri-
na, but the people protect her and she escapes.

Infuriated Severyan rushes after her, but instead of Katerina he sees no oth-
er but the Mistress of the Copper Mountain before him. She entices Severyan
away to the mountains where vengeance finds the villain: the earth opens
by the Mistress’s magic and swallows him up.

Act IV. Katerina longs for Danila in the forest. Firing Hopper, a fairy-tale
being, emerges from the fire, lures her and leads her to the dominion of the
Mistress of the Copper Mountain.

Katerina finally meets with Danila. The hostess disenchants Danila and lets
him go from the depth of the mountains to the people with generous gifts.

31



BALLETS |
PROKOFIEV

Gennady Rozhdestvensky (born 1931) is one of the best conductors of our
time, a great Maestro honoured with numerous awards titles. His reper-
toire consists of more than 2 000 works, of which 500 Russian premieres and
over 300 world ones. He knows no rivals by the number of recordings: Rozh-
destvensky’s phonographic library includes about 800 titles.

Noble unconditional service to music was always of prior impor-
tance for Gennady Rozhdestvensky. He started to learn music at the
age of 6. He was born to a family of famous Russian musicians, con-
ductor Nikolai Anosov and singer Natalia Rozhdestvenskaya. After he
finished the music school as a pianist in class of Lev Oborin, he entered
the conservatory in 1950 and at the same time practiced conducting
under his father’s guidance. At the age of twenty, Rozhdestvensky took
the conductor’s stand of the Bolshoi Theatre for the first time. When
a conservatory student, he conducted Tchaikovsky’s ballet Sleeping
Beauty without the score! His further career was closely linked with
the Bolshoi Theatre for many years where he worked as a ballet con-
ductor in 1951 to 1960 and an opera conductor in 1978 to 1983. In 1965
to 1970, he was chief conductor of the Bolshoi Theatre. From September
2000 until June 2001, Rozhdestvensky held the post of general artistic
director of the Bolshoi. He produced numerous performances that en-
tered the golden collection of the celebrated theatre. Francis Poulenc’s
La Voix humaine and Benjamin Britten’s A Midsummer Night’s Dream were
staged by him in 1965 at the Bolshoi for the first time. Rozhdestvensky
was also in charge of the world premiere of Sergei Prokofiev’s second
version of his opera The Gambler.
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Rozhdestvensky also headed the Moscow Chamber Musical Theatre (1974
to 1985) and in collaboration with director Boris Pokrovsky revived Dmi-
tri Shostakovich’s opera The Nose and lgor Stravinsky’s The Rake’s Progress.
The maestro has worked with almost all of the world famous orchestras,
was the chief conductor of Stockholm Symphony Orchestra and headed
the BBC orchestras in London, the Vienna Symphony Orchestra and the Yo-
miuri Nippon Symphony Orchestra where he is still an honorary conductor.

In 1976, Rozhdestvensky became professor of the Moscow Conserva-
tory. Many of his talented students have become renowned conductors.

A year earlier the maestro became an honorary member of the Roy-
al Swedish Academy and the Royal Academy of Music in the UK. He is
a winner of many Russian and international prizes. In 1970, he received
the Lenin Prize for the work on Aram Khachaturian’s ballet Spartacus. In
1976, he was awarded the title of People’s Artist of the USSR. The con-
ductor has the Bulgarian Order of Cyril and Methodius, the French Order
of the Legion of Honour, the Russian Order for Service to the Fatherland
of the 4th degree (2001) and the Japanese Order of the Rising Sun for his
contribution to the development of musical culture of Japan.

An owner of an outstanding a literary gift, Rozhdestvensky often per-
formed as a narrator before the programmers he performed. His speeches
are collected in his book Preambles (it was published for the first time
in 1974). He is an author of a number of books on music and conducting
art such as Conductor’s Fingering, Thoughts about Music and Triangles.

The French violinist, filmmaker and writer Bruno Monsaingeon, who
made documentary films about David Oistrakh, Yehudi Menuhin and
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Sviatoslav Richter and admired Rozhdestvensky’s art for thirty years,
made films about his idol: Guennadi Roshdestvensky. The Dead Souls and
Guennadi Roshdestvensky, Conductor or Conjurer?

The repertoire that practically knows no stylistic and chronological
limits, an enormous list of the performed premieres, a titanic power
of persuasion in interpreting the works in various genres, amazing er-
udition, a delicate sense of theatricality not only in operas and ballet
but also at concert venues are the features of Rozhdestvensky the in-
tellectual conductor. Doing justice to Russian and world classical art, he
has always been a magnificent interpreter of new music, from Prokofiev
to Schnittke. He went down in history as a pioneering conductor and pro-
pagandist of contemporary music. The maestro was the first to perform
Shostakovich’s and Prokofiev’s works. He conducted the premieres of the
works by Andrei Eshpai, Rodion Shchedrin, Sergei Slonimsky, Sofia Gu-
baidulina, Boris Tishchenko, Giya Kancheli, Alfred Schnittke and Edison
Denisov many of who dedicated their works to him. A keen feeling for
peculiarities of present day thinking is a distinctive feature of the master.
His insatiable curiosity, ultimate exactingness to the quality of perfor-
mance, fantastic capacity for work and ability to grasp and transmit to the
orchestra the core of any new style, amazing susceptibility and perma-
nent infatuation with the works he performs are the qualities that allow
us to refer to Rozhdestvensky the same verdict that he once announced
towards Sergei Prokofiev - “..super genius!”

Prokofiev’s music is one of the most important leitmotifs in the artis-
tic biography of conductor Rozhdestvensky. He worshipped the composer
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since his childhood and even was proud of his likeness with young Proko-
fiev. The ballet Cinderella was a diploma work of the young conductor, and
the suite from the ballet was his first recording. The premiere of Concerto
No. 4 for piano and orchestra conducted by 28-year-old maestro took
place in 1959, in Leningrad. Later on, the conductor was the first to re-
cord Prokofiev’s ballets On the Dnieper and The Prodigal Son, returned
the orchestral suites The Year 1941, Dreams and Symphonic Song to the
stage, performed and recorded all of the composer’s works — symphonies,
operas, oratorios, suites, theatre music and instrumental concertos.

33



MEAOAWUSI

BALLETS
PROKOFIEYV

2016 r. Becb MMp oTMeuaeT 125-netme co oHa poxaerHus Cepresa Cepree-
Bmya lNpokodbesa.

«OH He 1robum npomopeHHbix 0opoa. OH npednodumaem npoodupamecs CK803b
0escmeeHHble 4awju, y8epeHHoU pyKkol COKpywas nexawjue Ha nymu npensm-
cmaus, 10Masi Kpenkue CKasbl, 8bIKop4esbieas depesss, ¢ pazbeaa npuleas Yepes
2/y60K0BOOHbIE U WUPOKUE pyybU», — MUCAN O HOHOM KOMMO3UTOPE KPUTUK
B. KapaTbirnH. Hauyas cBOW MyTb B MCKYCCTBE KHMUCMpPOBEpPrateseM Tpaguumnmny,
MpokodbeB eule nMpu Xu3HM Bbin Mpu3HaH Knaccukom. OgHako BMAOTb OO
CaMbIX MOCNEAHUX COYMHEHUIM OH OCTaBANCA BEPEH AeBU3Y CBOEM MONOAOCTU —
«bbIMb Y4eHUKOM C80UX c0bcmeeHHbIx udeli». TakuM OH Obl1 BO BCeX 06nacTax
XM3HU U TBOPYECTBA, BKKOYas baneTHoe NCKyCCTBO.

K >xaHpy 6aneta MpokodbeBa npuobLumn BblaaoWMiics pedopmatop, opra-
HM3aTop aHTpenpw3sbl «Pycckue ce3oHbi» B MNapuxe Cepren Oarunes, OTKpbIBLUWIA
MUPY LLeNbI paf, PyCCKMX reHMeB My3blKM U TaHUA. B coTpyaHuyecTse ¢ HUM, Npo-
fomkaswemcs 15 net Bnnotb A0 cMepTn aHTpenpeHepa, MMpokodbeB Hanucan
yeTblpe 6aneta (nepsbivi, «Ana u Jlonuli», Tak u He Bbin noctaener). MocnenHune Tpu
npousseaeHns B 6aneTHOM XaHpe OTHOCSATCS K NO3A4HeMy (COBETCKOMY) nepuomy
TBOpYECTBA KOMMO3MTOpa; 6€30r0BOPOYHO MPU3HAHHbIE KNACCMKOM COBETCKOro
¥ MMPOBOTO UCKYCCTBA, OHM 0b6penu Bo BTOpoK nonosmHe XX Beka ropaspo 60b-
LY M3BECTHOCTb (XOTS MonynspHenwuin cerogHs 6anet «Pomeo u [ynsemma»
Obln B CBOE BpeMs KaTeropuMyecku OTBEPrHYT apTUCTaMM Kak abCONIOTHO «He-
[AHCAHTHbIN» M HECLLEEHUYHbIN — BNPOYeM, 310 bbina TmnuyHas ans Npokodbea
cutyaums). CerogHs Bce H6aneTHoe TBopyecTBO pokodbeBa B paBHOM Mepe npu-
BNEKaeT BHMMaHWe xopeorpados, AONYCKas CaMble pasnnyHble MHTepnpeTaumu;
AKTyaslbHbIM OCTAETCS U KOHLEPTHO-CUMQPOHUYECKOe 3By4aHUE My3blkn HaneTos.
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3anucb Bcex H6aneto lNpokodbeBa, ocylecteneHHyo B 1959-1990 rr. Bbi-
AAOLWMMCS ANPUXKEPOM COBPEMEHHOCTU, CTPACTHBIM NPONAaraHANCTOM MYy3bIKK
XX Beka [eHHagmMeM PoxXaoecTBEHCKUM, M CEroAHS MOXHO CYMTaTb 3TaJIOHHOM
WHTEpNpeTaLnent; ee Mbl Npeasiaraem BaleMy BHUMAHUIO.

OMOMHSAWAS KOMMNEKT 3anucb Bmopoii croumsl u3 6anema «Pomeo
ID| u [brynsemmax» nof ynpaBneHMeM aBTopa, ocyluecTtsieHHas B 1938 r. ¢ opke-
CTPOM MOCKOBCKOW rocyaapcTBeHHOM HUAAPMOHUM, — YHUKATbHbLIN UCTOPUYECKUI
(hOHOJOKYMEHT, COXPaHUBLLMIM MCKYCCTBO [MpokodbeBa-amupwxepa (B apxmBax ocTa-
Nacb M aBTOPCKAs TPAKTOBKA CHOUTbI M3 My3bIKM K CNEKTAK «Eaunemckue HoYuy).

06 asToi TBOpYeckon unoctacu [MpokodbeBa COXPAHWNOCb MEHbLUE CBUOE-
TENbCTB, YEM O ero (PeHOMEHANbHOM MUAHUCTUHECKOM AApOBaHMM. TeM He MeHee,
B TeuyeHne noutn 30 net MpokodbeB BbICTyNan B Hallel CTpaHe M 3a pybexoM,
AMPUMXKUPYS COBCTBEHHBIMU MPOU3BEAEHMSMKU C BedyLMMKW OpKecTpamu Mupa
(B ero penepTyap BX0AMAM CUM@OHWM, YBEPTIOPbI, ONepHble U BaneTHble Crou-
Tbl, UHCTPYMEHTA/IbHbIE KOHLLEpPThI, yBepTiopbl). [1o cBuaetensctsy . LLHeepcoHa,
«...0H 6bl1 NpedesibHO COepHaH 8 O0BUMEHUSIX — 00HO0OPA3HO-y2108ambIX U Me-
MPOHOMUYECKU MOYHbIX... OpKecmp y Hez20 ece2da uepan ¢ NodbemoM, abCosomHo
CIGEHHO, 38y4aHUe Bbl1I0 NAOMHbLIM U 8 MO HE 8PEMS] NPO3PAYHbLIM, HPA3UPOBKA —
SICHOU U ecmecmeeHHoU».

[lBe ctonTbl U3 6aneta «Pomeo u [xynemma», COCTaBNeHHble aBTopoM B 1936 1.,
Cpasy np1obpenu NonynsipHOCTb U K TOMYy BPEMEHM BOLL/M B penepryap psaa COBET-
CKMX amMpwxepoB. HeobbIKHOBEHHO KpUTUUHLIN K cebe MNpokodbeB 0CTancs A4OBOSEH
3TOM 3aMUCbIO: «NPUSMHO 0MMemumMs OMUYHYH Paccadky opkecmpa, 0arouyro Ha naa-
CMUHKe pOBHYH 38yYHOCMb U NPABU/IbHOE COOMHOLWEHUE MEXOY UHCMPYMEHMAMu.
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Ha npotsxeHun Bcei TBOpUeCKOn Xu3HW [pokodbeB nucan Mysbiky Ans
H6aneTHOro TeaTpa, CO34aBasi OAMH LeAEeBp 3a APYrMM — HAUYMHAs C HEOKOHYEH-
Horo 6aneta «Ana u Jloanuli» no «Ckaza o KAMEHHOM Lgemke», Hah, pefaKTypoW
kotoporo lNpokodbeB paboTan Ao NOCNEQHErO OHS CBOEW XM3HU. Peoknin pap
NNacTMYEeCKOM M306pas3nUTENIbHOCTU (B COYETAHMM C KOJIOCCANIbHOM Menoguye-
ckon nzobpetatenbHOCTbIO [pokodbeBa) 6yATO caM HanpaBnsa KOMMNO3MTOPa
B CTUXMIO TaHUA. He cnyyariHo Tak 4acTo xopeorpadbl 06palLatoTca B MOMCKAx
BOOXHOBEHMS K My3blKe, OTHIOAb He npeaHasHavyeHHoM [TpokodbeBbiM ANd
6aneta - or cMMMOHMIA 0O KMHOMY3bIKM. Beob MHOrMe TteMbl B CUMQOHUSX,
KOHLepTaX, KAMEPHbIX COYMHEHUAX KOMMO3UTOPA TakK U NPOCATCs ObITb «CTaH-
LoBaHHbIMU»! ECTb 1 06paTHbI npuMep: lNpokodbeB, COUNHAS BaneT «bayoHbIl
CbIH», NOJIb30BACA €ro TeMaMu Ans CBOeM HOBOM CMMPOHUK — YeTBepToM.

Bcero MpokodbeBbiM 6bIIO HAaNUMCaHO CceMb HaneToB., YeTblipe U3 HKUX 3a rpa-
Huuen — «lllyms, «CmansHol cKok», «bayOHsili coiH» M «Ha LHenpe» («LLlyma»
MNpokodbeB Havan nucatb ewe B Poccun) u Tpu no BosspaweHum B CCCP -
«Pomeo u Dmynsemmax, «3onywka» v «Ckaz o kameHHoM ugemkes. (B 1924 r.
lNpokodbes Takxke Hanmcan My3sbiky K 6anety «Tpaneyusi» ans Tpynnel b. Poma-
HOBa «Pycckuli poMaHmuyeckuli meampy).

Mys3blka nocnegHMx Tpex 6anetos Oblia BCErga XOpowo M3BecTHa B Poccuu;
nepBble YeTblipe M3penKka 3By4Yanu B BMAE CUMQPOHUYECKUX CHOUT U BMIOTb A0
1980-x IT. He CTaBMJIMCb HA COBETCKMX CLeHax. OT4acTu 34eCb CKa3biBAUCh CTapble
MOEoNorMyeckne Kauwe (CYMTanoch, YTo TanaHT lpokodbeBa MNO-HACTOSLEMY
pacuBen Tonbko nocnie Bo3spatieHus B CCCP,u k nponsBeneHuam 1920-x rr.ynopHo
OTHOCUJIUCH C NpeaybexaeHnem), oT4acTy Hb1u NPOBAEMbI C HOTHBIM MaTePUASIOM,
KOTOpbIM NPUHAANEXMT 3apybexHbIM u3aatenbcTeaMm. Tonbko B 1980-e T My3bika
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nepBbIX YeTblpex H6aneToB Oblna UCMONHEHA B KOHLEPTaX M 3amucaHa LEeUKOM
6naropaps ycunuam aupuwxepa lfeHHaams PoxaecTBeHCKoro.

CKCBKG npo wyyma, ceMepbix Wymoe nepewymusuie2o» — nepBblil 3aBep-
(( LUEHHbIA M NOCTaBNEHHbIN Ha cueHe 6aneT MNpokodbeBa. OH NONOXKMA
Hayano COTPyAHMYECTBY KOMMO3UTOPA C OATUNIEBCKUMU «PYCCKUMU CE30HAMU»,
NpOAO/MKABLIEMYCS BNAOTb O CMEPTU FEHWMANbHOIO aHTpenpeHepa. Agrunes
n MNpokodbeB nosHakomunuce B JlonpoHe netom 1914 r. 3a rog go storo lNpo-
KodbeB, OTNPaBMUBLLMICA NOCNE OKOHYAHWS KOHCepBaTopuM B CBOE nepsoe
eBponenckoe nytewecteune, 6ol BykBanbHO OC/ENAEH TEM, YTO YBUAEN U YC-
NblWan Bo BpeMa «Pycckux ce30H08» B [Napuxe, u peLumnn Bo YTO Obl TO HM CTano
COTPYAHMYATL C AArTMNEBCKON aHTPENpPU30N.

K 3ToMy MOMeHTYy KOMNO3UTOp YXe 3aBoeBan npusHaHue B [NeTepbypre kak
aBTOP «CKaHAANbHbIX» QOPTENMaAHHbIX KOHLEPTOB M MbeC, K TOMY e NOMOora
pekoMeHpaLmMs ero npenogasaTens — komnosutopa H. YepenHuna. Oarunes,
obnapatolwmit 0cobbiM YyTbEM Ha BblAAIOLWMECS TaNaHTbl, CPa3y Xe Npeanoxun
MpokodbeBy Hanucate H6anet. KomnosuTtop obpatnnca Kk noaty fopoaeLkomy,
NpeanoXMBLUEMY CIOXKET U3 «CKMGDCKOM KUIHUY.

K MoMeHTy cnepytowei Bctpeun c [arunesbiM B MTanuu, rae OH opraHu-
3oBan [lpokodbeBy racrponu, 6oina rotoBa 6o/bwas 4Yactb My3blkuM Haneta
«Ana u Jlonnuii». 18 despansg 1915 r. B Pume lMpokodbeB yxe nrpan CoOYMHEH-
HYt My3biKy [aruneBy, HO TOT HEOXMAAHHO 3asiBUJT MOMIOAOMY KOMMO3UTOPY:
«4Ymo 3mo makoe - 8bl, pycCKUli KOMNO3UMOp, HAa PyCcCcKUli Croxem nuweme UH-
MEePHAUUOHANbHYIO MY3bIKy? Imo He 200umcs. IHMepHAauUOHAAbHOU My3bIKU
ObImb He Moxem».
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B TOT ke fieHb KOMMO3MTOP 3anucan B AHeBHUKe: «Kopoue, us Anvl u Jlonnus”
Ob11a 8bLIKUHYMA NOJI0BUHA My3bIKU, U HA00 6bl10 MeHIMb Croxem». [polue Kasa-
NOCb HanucaTb HOBbIN BaneT (M3 My3biku «Anel u Jlonnus» MNpokodbes caenan
no3xe 3HaMeHuTyo «CKUCKyo croumyy).

Bckope [Oarunes, MacuH u lpokodbeB «docmanu ngme mMoMo8 CKA30K
AgaHaceesa, yumanu ux mpu OHS U 8bIKONAAU CKA3KYy O Wwyme, HG Komopyto
euje CmpasuHckuli ykaseiean [gzunesy Kak Ha 6aaemHeoll COXEM».

«Camoe nepedosoe meyveHue, komopoe ucnogedyrom u CmpasuHckuli ¢ [szune-
8bIM, menepbs makoe: 00100 namemu3m, 0oaol nagoc, 00400 UHMEPHAUUOHA-
JU3M. M3 MeH$ denaom camo20 Ymo HU HA eCMb PYCCKO20 KOMNO3UMmMopa», — nucan
lNpokodbeB MCKOBCKOMY B 3T e AHU. [JeMCTBUTENbHO, PYCCKMIA HALMOHANb-
HbI KONopwT B «LLlyme» CTan y KOMNO3MTOpa BNepBble OTYETIMBO OLLYTUMbIM.
OcobeHHO SipKo OH pa3BMACS B NO34HMI Nepuoj TBOPYECTBa, OAHAKO YXe He
B rpoTeCcKHOM (B ayxe «lempywku» CTpaBMHCKOro, BO MHOFOM BAOXHOBUBLLEM
MpokodbeBa Ha HanucaHwue «LLlymas), a B IMPUKO-3MUYECKOM NPENOMIEHUMN.

IOna pabotbl Hap Ganetom [arunes npennoxun [Mpoko@beBy BblexaTb
B ropogok KnapaH B Tuxoi HentpanbHoi LUBeriuapuu, roe xun CTpaBUHCKKIA
(ropofOK, M3BECTHbIM eLle U TeM, YTO YamKOBCKMIA COYMHUA Tam cBoM Ckpu-
MUYHBIM KOHLEpT), HO pokodbeB ynopHO oTKasbiBancs. LLna Mnuposas BoiHa,
B /11060 MOMEHT OXMAANM 3aKpbITUS rpaHuu. K ToMy e KoMnosuTop nepe-
XMBAN NIMYHYIO0 LpaMy — POAUTENU ero Bo3ntbneHHoM, HuHbl Melepckon, He
[aBanu cornacmsa Ha bpak (ux 6pa4yHOMy COK3Y TaK U He CyXAeHo Bblno cocTo-
ATbCA). «He Moz 3aHUMAambCs HUKGKUM Cepbe3HbIM 0eoM...», — nucan MNpokodbes
B OHEBHMKe TOro BpeMeHW. OgHako KOHTPAKT eCTb KOHTPAKT — U YXXe B Haua-
ne Mas KOMMO3WUTOP Havyan COUUHATb «MeKUEe MeMKU, NAaccau, 3aKoprYKu 0ns
“lllyma’, daxe He 8HUKas, Kyda oHo notidem... K MoeMy yousneHut, meMKu Cbind-
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JIUCk, KaK U3 po2a uzobunus. HeoxwudaHHo, no npowecmsuu 08yx-mpex mMalicKux
Heodesb... y MeHsl bblIo cebille namudecamu J0CKYmKog 018 Hoso20 banema -
02pOoMHbIl Mamepuan». N0 KOHTPAKTY KpamHMIA CPOK MPUCLIIKKM My3biku BaneTa
6b11 3 MONS (K STOMY MOMEHTY OblIM FOTOBbI YK€ YeTblpe KapTuHbl «Lllymax);
MpokodbeB pomkeH 6oLl npuexatb K [arunesy, 0AHaKO TeaTp BOEHHbIX AeW-
CTBUI pacwmpsancs, Bblexatb M3 Poccumn B EBpony ctano HeBo3MoxHoO. Ciyuwas
My3blKy 0aneTa, Henb3s 3abbiBaTb O ApaMaTMYECKMX OOCTOATENbCTBAX €ro
CO30aHUA: HE CNYYaMHO MHOTME CTPaHWLbl NAapTUTYPbl MPOHUKHYTbI KOMOPOM
[LLOBO/IbHO MPAYHOro CBOWCTBA.

KnaBup 6aneTa 6bl1 3aKOHYEH W oTOCNaH [arunesy (M, N0 CYACTbIO, HE Mpo-
nan). OgHako Osrunes u NMpokodbes BcTpeTunnck B MNapuke Tonbko B 1920 rogy
nocne Bo3spalieHms koMnosutopa 3 CLUA. [lekopaunn 1 KOCTIOMbI yKe AaBHO
ObIIM CaenaHbl XyAO0XHUKOM M. JTapMOHOBbLIM, 0CTaBaN0Ch TO/IbKO OPKEeCTPOBaThb
My3bIKY, KOTOpYo [pokodbes He BuAen natb neT («O4eHs UHMEPECHO YCbILLAMb
HOB0e Co4UHeHUe camozo cebs»,— 3anmMcan OH B AHEBHWUKe 8 Mas, Ha CeayLLni
[eHb nocne BcTpeun). B ropoake MaHTte-Ha-CeHe, B Yace e3abl ot lNapuxa, [Mpo-
ko(hbeB 3acen 3a napTUTYpy, HO A0 oTbe3aa B Hblo-Mopk caenath ee LeNMKoMm
He ycnen v Npoo/kun TONbKO B MapTe—anpene ciepytouwero roga. OgHospe-
MEHHO C 3TMM BOBCH WM peneTnunn 6aneta B MoHTe-Kapno: npembepa bbina
Ha3HayeHa Ha 17 masg, u Hapo 6bino ToponuTbes. Ko BceMy npoyeMy noCTaHoB-
WK JleoHna MacmMH He3a40nro 40 3TOro nopsan ¢ arunesbiM, U TaHUbl CTABWA
Mwuxaun JlapnoHoB coBMecTHO ¢ xopeorpadoM Tageywem CnaBuHCKMM He 6e3
y4yacTus KoMno3uTopa.

«...5 Huye2o 8 MoHme-Kapno He sudesn, KpoMe penemuyUOHHO20 304, U ycma-
8an 00 nomepu co3HaHus». [pemMbepa CoCToANaCh B HA3HAYEHHbIN ieHb B TeaTpe
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Gaité Lyrique (B oauH Beuep ¢ «Kap-nmuueli», nepebiM 6anetom CTpaBMHCKOrO)
1 Bblna Xxopowo npuHaTa nyénmkon. Mo cengetenscrey [toMeHuns, nocae nocra-
HOBKM «LLlymax» «[Tpokogses cpasy 6ol NPUHAM 8 NAPUMCKUL My3bIKATbHbIT MUP».

B ntoHe [larunes nose3 noctaHoBKY B JIOHAOH, M TaM pa3pasnncs CKaHaan.
JIoHOOHCKME ra3eTbl NecTpenn KpUTUYECKMMM OT3bIBaMM, KaK KOraa-To netep-
byprckme nocne npembep GoOpTENMAHHLIX KOHLEPTOB. BCcmoMuHas 06 3ToM,
Mpokodbes nucan Mackosckomy 13 ITTang (fepmanus) rog cnycrs: «CmpaHHeil
HapoO 10HO0HUbI! M Henb3s ckazams, Ymo JIOHOOH — OepesHs uau 4mo mam He
uHmepecyromcs Hogol My3bikol, a Mexdy mem ux yepena uHo20a HEUMOBEPHO
ymonuwaromes. Ecmse mam 00uH kpumuk, Komopeili MeHs 0C0beHHO pyaads, HO A
eMy MCMUJ meMm, Ymo Uen08ascs ¢ e2o #eHoli». Cnycta HekoTopoe Bpems [po-
Ko@beB caenan cMMMOHUYECKYHD CIOMTY, KyAa Bowna 60/bwas 4acTb My3blKu
6aneta (cou. 21 bis). OHa HeopgHokpaTHO mcnonHsnacs 8 CCCP B 1920-e rr.,
a caM banet 6bln noctasneH B Knese B 1928 r. noa, Ha3BaHMEM «bia3eHb», AN-
pwxupoBan A. Opnos. B 1943-44 rr. Kuposckuii Teatp (cernyac — MapuUUHCKUi)
X0TeN1 BO306HOBMTL baneT, u NpokodbeB Aaxke Ha4van paboTtaTb Ha BOCCTAHOB-
NEHMEM OpKEeCTPOBKM cOBMeCTHO ¢ [. Poranb-J/leBUMUKMM (NapTUTypa M ronoca
6aneta Haxoamnunceb B bepnuHe, 1, ectecTBeHHO, 6o HegoCTyMHbI). OfHAKO 3Ta
NMOCTAaHOBKA TakK M He Bblna ocywecTeneHa. M crouta, n 6aneT Hagonro mcyesnum
M3 KOHLEPTHOro u TeatpanbHoro obmuxona CoeeTckor Poccuu, ofHAKO MHOrO
3BYYanM U CTaBUINCH 33 pybexxom, HaumHaa ¢ 1960-x rr.

Boipaowmincs mysoikoBen bopuc Acadbes, coBpeMeHHuK [pokodbeBa,
OCTaBM/ [BE 3aMETKM O CIOUTE U 0 My3blke caMoro baneta. [epeckasbiBas 34eCb
CHOXKET, Mbl NPUBELEM PSAL €r0 METKUX XapaKTEPUCTUK, HE YTPATUBLUMX CBOEMN
SAPKOCTM U NPOHULLATENBHOCTU A0 CEro AHS.
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KpaTtkoe copepxaHue 6anera

KaptuHa nepgas. LUyt n LUyTnxa MatTca goMa ot ckyku. LUyTty npuxoant
B r0/1I0BY MAest pa3birpatb CBOMX Konner wyTos. LUyt u LLyTuxa pewatoT BblaaTh
MAEeTKY, BUCALLYIO Ha CTeHe, 3@ npeaMmeT, 061afatoLmi YyaecHbIMU CBOMCTBAMM.
HaunHaeTcs «penetmums»: LyTuxa npukmnabisaetca Mepteoi, Lyt cTeraet ee
NNETKOW, OHa «OXMBAET» U AeNaeTcs K TOMY Xe JJACKOBOW M NMOCYLIHON.

MNosiBnstoTca cemepo wyToB. Lyt aeMOHCTpUpyeT M «BonWwebHYo Cuiy» NaeTKu.
Mocne ponrux yrosopos LUyT cornaluaercs npoaatb MM NAETKY, U LUYTbl OTNPaBASHOT-
€S K CBOMM eHaM. LLyT u LLyTruxa BOCTOp)KEHHO NASLLYT, pagysiCb CBOeNn nNpoaenke.

KaptuHa BTopas. B nomMe ceMepbix WYTOB. JIEHMUBbIE LYTUXU U UX JOYEPU HE
XOTST paboTaTh, HAPSHKAKTCA M OOMTAKOT, MEUTALOT O FOCTUHLAX. «CmeneHHbIl U 8a3(-
Hbll, He IULWeHH®bIU cepbe3HoCmU U 0es108UMocmu maHey, WymuHsix yeH. Ho epomeck
CKB03UM NOBCIOOY: 8 U3/I0MAX MENIOOUYECKO20 PUCYHKA, 8 NOOYEPKUBAHUSIX Xapakmep-
HbIX WIMPUX08, 8 CMPEMAEHUU K KapuKkamypHomy pease@ys. LLyTol AeMoHCTpupytoT
)KEHAM CBOM MOAAPOK — «YyAECHYHO» MIETKY MU HEMEAJIEHHO MNbITATCS UCMbITATb
ee peicteue. OHM BPOCatOTCA Ha CBOMX KEH U PEXYT UX. « ‘LLlymbl ybusaom cgoux
HeH” - yea, KaK conposoOeHUe NAHMOMUMbI. 30eCk Uapum moJsibKo 4mo YKAa3aHH®bIL
KapukamypHsili peibe — mema wymux nposooumcsi 8 HanpsIHeHHO-CMUCHymom
0suxeHUU, nosy4as euwe 6osee npuyyonussili 06/UK, KaKk 6bl “Nnodxiecmsieaemas
u nodeoHsemas”. MedneHHoe, MpayHoe dsuxeHuUe 3asepuiaem 3my ‘Noz2oHK”: 38y4d,
KaK npuqumanue, Kak pobkud, HO Xymkuli CmMoH, KaKk Mo/bba, OHO nepesodum Oeli-
cmeue U3 CKOMopowbe2o naaHa 8 delicmeumensHoe npoucwecmeuex. Koraa neno
COEenaHo, WyTbl CTeratT youTbIX XeH nnetkamu. Ho KeHbl He BO3BpaLLAOTCs K
M3HK. Toraa oHM [0rafblBatoTCa 0 TOM, YTO NAETKA camas 0bbl4YHas, U, pELMB OTO-
MCTUTb LUYTY, UAYT K HEMY Ha OBOP.

MEAOAWUSI

KaptuHa Ttpertba. [lBop wyTa. 3aBMAeB pa3rHeBaHHbIX wWyToB, LUyTu-
Xa cKpbiBaeTcs u3 gomy, a Wyt nepeopesaetcs monoayxon. LLyTel cpbiBatoT
Ha «Monoayxe» CBO 3100y, a NOTOM yBOAAT K cebe AOMOM, K A0UKaM.

KapTtuHa yetBeptag. [lapagHas koMHaTa wyToB. K ceMepbIM WyTUHbIM 404-
KaM npuesxaeT ceataTbca Kynew. «TaHey wymuHsix doyeped. [lepsasi nonosuHa
3Moz2o 3nu300a umMeem xapakmep CmeneHHo20 XomoeHus u ciasneHus. Budroe
ydacmue 8 opkecmpe apgel u popmenuaHo. Bmopoli omden 3nu3oda — 6olkuli
u xugol maxey ¢ nodsuxHol spauwaroujelica memoll. TaHeuy-3asopowka». Orns-
[leB BCeX ceMepblix, Kynew, npMMeyaeT «<MOMoAYXY» U TYT Xe, K HeYL0BObCTBUIO
LIYTOB U floYepent, yBO3UT ee C COBo.

KaptuHa ngaraa. CnanbHg Kynua. Kyneu, nackaet «monognyto». «CKOMOpowesi
3pOmuKa, My3bIKa 8 Xxapakmepe KosblbenbHoU. Y CKpunok npoxooum XapakmepHo
pycckas “mema monodyxu”». «Monomaas» NpUKMAbIBAETCS, UTo ei nnoxo. OHa ynpa-
wueaet Kynua cnyctutb ee no XoncTy 3a okHO. OcTaBwmnCb 0auH, Kynew, meyTtaer.
TaHeT Hazapg, xonct. MNogengeTcs NpuBa3aHHas K NpocTbiHe Ko3nyxa. Kyneu, B cTpa-
Xe 30BEeT Ha nomolb. O6psa0BbIA TaHeL,: KO3/1yxXy TOPMOLWAT M NoA6pPacChIBAIOT.
«“Mosnodyxa o6opomusnace Ko3yxoli” - wWymo4yHo OpamMamu3supo8aHHas NaHMomu-
Ma Ha mpesoxHoM Momuge nepe3eoHa. OH 8o3HuKaem u3 Menoduli ‘“memsi cMOMpPUH”
U cnepea 38y4um y CKpUunok, Nnomom pacnpocmpaHsiemcs ece wupe u docmuzaem
HanpsixeHHoU U cubHOU 38yyHOCMU». KO3nyxa U3abIXaeT.

«llameili aHMpakm u NoxopoHsl Ko3ayxu. [lepesili MOMEHM: Kpacugol seH-
moli u3zeusaemcsi Ha (oHe MpPeMONUPYIOWUX CKPUNOK pyKOBOOSIWAsS HANEB8HAas
mema - pegpeH scex aHmpaxkmos. Cedyrouiuti MOMeHmM: MpPesoXHbIli ‘nepe3soH’,
npepeigaemsili 8H08b nosisasouelics memoli — pegpperom. [locne 3mozo udem my-
3bIKO NOXOPOHX.
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KaptuHa wecraga. Cag Kynua. HeytewHbin Kynew xopoHUT ko3nyxy. Ce-
Mepo LYTOB, NepeckoynB yepes 3abop, HAYMHAIOT M34eBaTbcsa Hag Kynuom.
Mosisnsetca Lyt Bo rnaBe cemepbix conaart. LUyt TpebyeT cectpy cHavana y ce-
MepbIX WYTOB, @ 3aTeM, KOrga Te nofjatT emy ko3nyxy, y Kynua. Kynewu He
NMOHMMAET, B YeM Leno, no3xe BctynaeT ¢ LyToM B apocTHbIi cnop. «Cnepsa
owenomMaAsoWUl Mapu Ha 8yx nosmopsalouuxca akkopdax mpyb, mpomboHo8
u numasp - oanyuwiumensHas ¢Gargapa, ecned 3a gaHgapol - Hosas mema,
npuy4yonuso Hacmodlyueas ¢ HACKOKOM U 030pCM8OoM aKUeHmMupyemas: cnop-
Wuku ‘nemywamca” u 6paHamcsa ynopHo u gpocmHox. LUyt BenuT conpatam
apectoBaTtb Bcex. Kynew, nnatut Tpucta pybnew, amwb 661 otnyctunun. Kynew,
ypanseTtcs, yHocs ko3sy. Wyt u Wytuxa pagbl HEOXMAAHHOMY 060ralleHuIo.
«3akmoyumensHsiti marey, [LLUyT ¢ BymaxHukoM u ¢ LLyTnxoto, a conaatsl € Lwy-
TUHbIMUK AoyepbMu]. Tema HatideHa [TpoKopbesbiM Ha pedKOCMb 8bIPA3UMENbHAS,
¢ bolkumu @opwnazamu u 3adopHeimu akuyeHmamu. OHa passepmobigaemcs
nocmeneHHo om YMepPeHH020 U COEePAHHO020 O0BUMEHUS K 3eeHsujemy 0yl-
HO-padoCcmMHOMY HEeUCMOBOMY 8eCe/bio. 38YHHOCMb OPKECMPA pa3eepmsigaemcs
gmecme ¢ memoli u docmuzdaem spKo20 6AECKA U CUTbHO20 HANPSHEHUS».

5 anet «CmansHolii ckok» counHancs MNpokodbeBbiM B 1925-26 rr. 310 6bIN
yxe BTopow 6anet ang arunesa. Bckope nocne seegeHma H3IM'a, a Takxke
yctaHoBneHus CoeTckoi Poccmelt gunnoMaTMyeckmx M YacTHbIX KOHTAKTOB
CO BCEM OCTaNbHbLIM MUPOM, «bolshevism» HeoxnaaHHo cTan moaeH B EBpo-
ne n CWA. Mnd o 6onbwesnke - CTpawHOM 60pOAATOM BapBape C HOXOM
B 3ybax NOTUXOHbKY pa3BenBancs, 3anany NokasblBaaoCh YeI0BEYECKOE NNLO
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HoBoM Poccuu. [la v xu3Hb B camoi EBpone nocne BOWHbI CTaHOBMAACL BCe
Nnydwwe u 6esonacHee. Bce coBeTckoe nepectano ObiTb CTPALHbBIM M CTaNo Bbl-
3bIBaTb N1106ONBITCTBO, ObITb BOCTpeOOBaHHLIM. Bo BCskoM cnyyae, B 1925 r.
[sarnnes, oT4eTIMBO YyBCTBOBABLUMI BeAHUS MOAbl, 3aka3an Cepreto lMpoko-
(dbeBy HOBbIV «b60MbWEBULKMI» BaneT. HM TOT, HU Apyroi, ecTeCTBEHHO, He
npeanctaenanu cebe Cosetckoin Poccum (Mpokodbes nokuHyn ee B 1918 r.,
[arnnes - HaMHOro paHblue). PeweHo 6b110 npuBnedYb K COTPYAHMYECTBY
M. CyBYMHCKOro, U3BECTHOrO My3blkoBena, punocoda, naeonora espasui-
CTBAa, KOTOPbIM No3HakKomMun MNMpokodbeBa C XapaKTepHbIMU KapTUHKaMu ObiTa
Cosetckoit Poccum 1920 ropa. Mo3xe B TBOPYECKUIM npouecc Hbi1 BKAKOYEH
HaxoouBwuics B To BpeMa B [apwmxke leoprui Skynos, TeaTpanbHbIA Xy-
[OXHWK, 0 PEBONOLMU NPUMBIKABLLUI K 06beauHeHuno «bybHosebil eanemsy,
a No3Xe YBEKLWMUACS KOHCTPYKTUBM3MOM, B AyXe KOTOPOro Obliv Co3A4aHbl
nekopaumu baneta.

Mopo6bHo TOMy, Kak JIapMoHOB CTaBun TaHubl B «llyme», Tak u SKkynos
nomor Npokodbery n CyBUMHCKOMY B paboTe Hag nmbpeTTo. IMcKkyccum o co-
LepXaHuu 6aneTa Wam [OBOMbHO A0MTO — HE 0OUAWT M TAaKOM CloxeT MOCKBY,
Belb Tya Hafo Obiio BO3BpaWaThCcs He ToNbKO fAkynosy; [Mpokodbes Toxe
nogymbiean o npuesge B CCCP (Bo BcsikoM cnyyae, Ha ractponu). C apyro# cTo-
POHbI, HeNb3a ObIN0 BbiCKa3biBaTh K 60/bWEBM3MY 0COB0 ropaumMx CMMNaTUi,
[abbl HEe 0Ka3aTbCs M3rosiIMU Cpefn MHOFOUYUCNEHHbIX PYCCKMX, HACENSBLUMX
Mapux, 6exaBwmnx oT 3acunbst 6yaylwmx repoes «Ckoka» — MaTpocoB, pabo-
Ynx, KOMMCCApPOB...

OpHo BpeMs Bblla MbICb MOPYYUTb COUMHEHUE NMOpPETTO NucaTento nbe
JpeHbypry - TanaHTaMBoMy amuccapy Coetckorn Poccum (yX OH-TO 3Han co-
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BETCKYI0 XM3Hb!). Ho obownnce ceonmun cunamu. B nione 1925 r. nossunoco
NMBpeTTOo, 03arnaBneHHoe «YpcuHbonsy (Ursiniol) oT dpaHLy3ckol abbpesua-
Typbl U.R.S.S. (CCCP): «He mo medsexoHok [Lourse no-ppaHuLy3Cku — MeaBeap,
®.C.], He mo kapukamypa Ha “Rossignol” CmpasuHcko2o», - noscHan MNpokodbes
CMbICN 3TOro Ha3BaHus (MMenacb B BuAy onepa CrpaBuHckoro «Conoseli» —
Le rossignol). B nepunop paboTbl Hag My3blKoi 6aneTta, HaNMCaHHOW BYepHe
BCEro 3a Tpu Hepenu B aBrycte-ceHTtsbpe 1925 r., HeoxumaaHHO (6yaTo no
C/ly4aiHOMY COBMafEeHMI0) aKTMBU3MPOBANUCL OTHOLIEHUS KOMMO3MUTOpa
C ero poAvHON: NociefoBanu NpeanoXeHus npuexatb C KOHUepTaMmu, opra-
HM30BaTb MNOCTAHOBKM CLEHWYECKMX NPOU3BEAEHMI... HO U nepBOi noesnku
B Poccuio, n NoCcTaHOBKKM B6aneTa Mo pa3HbIM MPUYMHAM MPULLIOCH XAATb 40-
BOJIbHO J0rO.

B mae 1926 r.MpokodbeB, NpoOBOAMBLINIA BpeMSA B BECUUCNEHHbIX FaCTPO/b-
HbIX Mepee3fax, HakoHel, A0COYMHMA U opkecTpoBan 6anet. Komnosutopy
npeacTosna noesfika B HACTOSLLYHO, HEBbIAYMAHHYO cTpaHy CoBeToB, n nocne
BO3BpalweHns NpokodbeBa OTTyAa 3akunena paborta Hag MOCTaHOBKOM. [1o
npeanoxenuto J1. MacuHa - xopeorpada byayuieit NOCTaHOBKU — BaneT 6bin
nepenmeHoBaH B «Pas dacier», uto lpokodbeB HeMeoneHHO CaM nepesen
Ha pycckuit kak «CmansHoli ckok» (B MogHoM B Te rogbl B CCCP «ynapHom»
CTUNe Ha3BaHWM NOCTAHOBOK, POMAHOB U (PUIbMOB).

Mpembepa coctosinacb 7 noHs 1927 r. B napuxkckom teatpe Capbl bepHap
noa ynpaeneHuem Poxe [de3opmbepa. A yxe B asrycte CCCP pasopsan ot-
HOWeHUs C AHIMMeR, pasropencs KpynHblM AMNAOMAaTUYECKMIA CKaHAaN, U o
«BONbLIEBUCTCKOM Yyrpo3e» 3aroBOpuan BHOBb. HO, eCiv He CYMTaTb 3aKOHO-
MepHbIX pyraTenbHbiX CTaTel B NMPaBOW M 3MUIPAHTCKOM Mpecce, npeMbepa
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npowna 61aronosy4yHo — BO BCSIKOM cJiyyae, 060wnock 6e3 KpynHOro CkaH-
fana. ATMocdepa SpMapoyYHOro MCKYCCTBA «HM30B», HEOXXMAAHHASA MPOCTOTA
NPOKOdbLEBCKOM MY3bIKU, KCMOAYNMPOBABLLEN» OT C0XHOCTU BTOpoin cum-
$oHMM 1 KBMHTETA K MPOCTBIM MHTOHALMAM MeCeH U TaHLUEeB — BCe 3TO Bbino
HOBO W AN KOMNO3UTOPA, U AN BOCTOPXEHHO NpUHUMMaBLLEen 6aneT nybauku.
HoBu3Hy 3Ty 3amMeTun n bopuc AcadbeB, HAXOOMBLIMICS HA OOHOM U3 npes-
CTaBfeHui Ganeta M MOCBATUBLIMM €My OAHO M3 CBOMX «[lucemM 0 My3bike
8 [lMlapuxe». 3pecb Mbl NpuUBEAEM 3Ty 3aMeTKY BblAAOLLErocs My3blkOBeAa
M KPUTMKA C HEKOTOPbIMW COKPaLLEHUSIMM.

My3bika 6aneta «CmansHol ckok» (Le pas d'acier), HanucaHHoro lpo-
kodbeBbiM B 1925 1., coctont n3 11 anu3zonos. OHa cBexa, NaKOHWUYHA,
NMPOHMKHYTA 604PbIM U HECKONBKO TEPNKMM KONOPUTOM: €10 ynpaBnseT
TBEpaas Bons.

MepBbiM 3nM304 (9BNEHWE YYACTHMKOB) BC/AeA, 33 3SHEPruyHbIM
M Bblpa3uTeNbHbIM BCTYMWUTE/IbHBIM HAaNeBOM, UAYLMM B YMEPEHHOM
OBUXEHUW, NepexoamT B YeTKOo-puTMOBaHHOe Allegro ¢ xapakTepHoM
M BbIMYKNOM, OCTPO aKLEHTUPOBAHHOW TEMOW, U3NIOXKEHWE KOTOPOM
B psiAe BapMaHTOB COCTaBASIET MMaBHOE COAEepXKaHMe 3Toro anm3oaa. He
MeHee XapaKTepHbl MeIoaMu TeMbl cnepytoulero anusona («/loe3d ¢ me-
WOYHUKAMU»); OHW A0 TaKOW CTENEHW YNpYyru M Tak pe3Ko BblYepYyeHbl,
YTO 3arnevyaTneBalTCa B CO3HAHUN KaK pesibedHble IMHWUM FPaBHOPbI, UC-
MOJIHEHHbIE SHEPTUYHOM U YBEPEHHOM PYKOW. [...]

B TpeTbeM 3nu304€e CYypOBO-MNACTUYHBLIMM 3BYKOOYEPTaHUSIMU 06-
pucoBaH 06/IMK KOMWMCCAPOB. B MONHbIA KOHTpAcCT 3TOMYy BbICTyMnaeT
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NOABWXHASA M 3abaBHas XaHPOBas CUeHA («MPUCHUKU U NANUPOCHUKUY),
Me/ibKaloLine necTpble MHTOHALMK KOTOPOM, B TEMNEe U pUTMe pyCcckon
TapaHTenbl, yBAEKAOT cnywartens 6e30roBopoyHo.

BbipasutenbHoe BbicTynneHne OpaTopa (MaTbi 3nu304), NepenaH-
HOe, KOHeYHO, TONbKO WHCTPYMEHTANbHO, CMEHSIET BUXPb OBUXEHUN
npenwecTByOLLEN CLEeHbI, KOTOPas B 4AHHOM psAe 3NM3040B 3aHUMaeT
MecTo cuMdoHUYeckoro ckepuo. KpariHe xapakTepHbIM SBASETCS Le-
cTov anusop, — «Mampoc u pabomHuya». OH MHTepeceH B TEMATUYECKOM
OTHOLUEHMU, MOCKO/bKY 34eCb B BUAE KAaNpU3HOIO HaurpbIwa (KnapHeT
N CKpUMKa, KNapHeT U GopTenmaHo) 3By4MT HOBAg 3aHMMaTeNnbHag Me-
nopus. OH MHTEpeceH U KOMOPUCTUYECKU, U KaK MHCTPYMEHTasbHbIN
auanor. [...]

Cnenytownin (ceLbMow) 3nM304 3aayMaH kak 6oapas U couHas CUM-
dboHMYeckaa nHTepMeans, AOBObHO LMPOKO U BEAUYABO Pa3BUTaS.
[naBHYlO ponb 34ecb MrpaeT CBeTas pycckoro cknaga Tema B Ayxe
bopoaunHa n Mycoprckoro. B Luenom 310 NbiWHO pa3BepPHYTbIN MHCTPY-
MEHTANIbHbIM 3NU304, ABMXKYLLMICS BNACTHOM HETOPOMIMBOM MOCTYMNbIO
M Kak Obl 3HAMeHyloLWMI COO0 BCe paclumpstoleecs CTUXUIMHOe Te-
YeHMe BO3POXAEHHbIX XXM3HEHHbIX CUA BENMKOM CTpaHbl. B My3bike
NAHHOW MHTEpMeAMMN COAEPXKUTCS, HA MOM B3N, CaMOe CyLLECTBEHHOE
M Camoe BaXHOe, YTO pagyeT O4HUX U YTO MyraeT ApYyrux B cMMdOoHM3Me
«CmanbHo20 CKOKa»: NpOsIBIeHWe OEeNCTBUTENbHO CTaslbHOM WM Henpe-
KJIOHHOM 3Hepruu TBOpYECTBa Hallen CTpaHbl. Hepapom BO Bpems
nepBbix cnektaknen «CmasnsHo2o ckoka» B JToHAOHE aHrMMMCKag npec-
Ca C HerofoBaHMEM OTMeyvana BypHbIV ycnex 3TOM «COBETCKOM Mbechbl»

y nybnvku, npuyem paspaBanmMcb roioca O HefonyCTMMOCTM TaKoro
poAa My3blKanbHOM NponaraHapi!

Mexay CMMGOHMYECKON UHTEPMEAUEN U 3aKHUUTENIbHOW CLLEHOM
6aneta pacnonoxeHsbl ewe Tpu anm3opa (BocbMon — «Mampoc cmawo-
sumcsi paboyum», neBATbIN — «Pabpukax», pecaToin — «Monomer»). [...] ABa
anu3oga - «@abpuka» n «Mosomesl» — BHOCSAT B Ty 061aCTb My3blKasb-
HOro TBOpPYECTBA, KOTOPYIO Y HAC NPUHATO Ha3blBaTb MPOU3BOACTBEHHOM
MY3bIKOM, KpaHe CYLLeCTBEHHbIM U COAepXKaTenbHbIM BKNaa. B anusone
«@abpuka» NpeBOCXOLHO COYETAeTCS HEeyK/OHHO noc/ienoBaTesbHOe
BpaLLaTe/IbHOE ABUKEHWME MALLMHbI C Bblpa3nUTENbHbIMW HAaNEBHbIMU NN-
HUAMM, KOTOPble NPOTUBOMOCTABNAEHbI KakK MPOSIBIEHUE YeI0BEeYEeCKOro
4yBCTBA «demepMUHU3MY MEXAHUYECKUX pumM0o8». My3blka «Mosomosg» -
MY>KECTBEHHbIM TMMH paboyer aHepruun. BoT NOAAMHHBIN CTUIb HaLlen
3N0XM, NOTOMY UYTO 34€eCb BMOJIHE MOXHO rOBOPUTb O KOBaHbIX PUTMaX,
06 ynpyrux, kak CTanb, MHTOHALMAX U O MY3blKaNbHbIX NMPUAMBAX U OT-
NIMBAX, MOA0OHbBIX AbIXaHWIO TMFAHTCKUX MEXOB.

Bcst My3bika «CmanbHo20 CKOK@» CUM@POHUYHO-TeATpasibHA. DTO MYy-
3blKaNIbHbIN, XYA,0XECTBEHHO-PEeANUCTUUYECKUIA, KOHCTPYKTUBHBIN CTUNb,
6e3 TeHM CTpeMNeHus K HaTypanucTuyeckoMy nogobuto (kK rpybomy
3BYKOMOAPAXaHMUK), HO C MOCTOSAHHBIM AKTUBHbBIM OLLYLLIEHWEM XXUBOM
AEeNCTBUTENIbHOCTU. 3aMbIC/ibl U BbINMOAHEHUE UX BCHOAY SICHbI, TPE3BbI
n yeTku. TemnepaMeHT lMpokodbeBa M NpUCyLLas ero TBOPYECTBY CBO-
6oma n3obpeTeHns CKasbIBAKOTCS Ha KaXXAOM Lary U noaaepXuBaroT
B C/lylaTene HenpepbIBHbIN UHTEpPEC K My3bike [...].

bopuc Acagbes

41



BALLETS |
PROKOFIEV

5 anet «baydHwbili coiH» coumHanca lNpokodbeBbiM B 1928-29 rr. 310 6bINa
nocnegHas 6aneTHas napTUTypa, CO34aHHAs KOMMO3WMTOPOM B COABTOP-
ctBe ¢ darnnesbiM. Cpasy nocne ASruneBCKOro NpennoXkeHus HanucaTb 6anet
Ha CHOXKeT eBaHrenbckorn nputun MNMpokodbes Havyan counHATb My3biKy (10 HOs6ps
1928 r.). Yepes 12 pHew, koraa ambpettuct bopuc KoxHo npucnan Mpokodbesy
13 AHrnuun nnbpeTTo 6aneTa, yxe NoYTH BCS My3bika bbl1a coumHeHa. Npokodbes
pabotan Hag 3TOM BELLbi C KONOCCaNbHbIM NMOABEMOM U OLLYLWEHWEM FPOMAA-
HOM TBOpYeckow pagoctu. CloxeT nputun o 6nyaHoM cbiHe (fk 15: 11-32) cran
pefKuMM NMOBOAOM, MO3BONUBLLMM KOMMO3UTOPY BNOXWTb B MY3bIKY CBOW peUru-
o3Hble owyuleHus. MNpokodbes, agent pennrnosHoro yyeHus Christian Science,
cBOe0Opa3HOro CMHTE3a penurnm 1 Hayku (06 3Tom dakTe Mano KoMy 6bino mu3-
BECTHO [0 HeJaBHEro BpPeEMeHM), C KOTOPbIM OH MO3HAKOMM/ICS BO BPEMS XXM3HU
B AMepuKe, € 0COBbIM YyBCTBOM OTHECCS K COAEPXKAHUID €BAHTeNIbCKMX CTUXOB.
Bot uTto, K npumepy, oH 3anucan B cBoeM [IHeBHMKe 23-24 Hosbpa 1928 r.:
«Beyepom, 3aceinas, 51 6ce UCKA HOBYH MEMY, YUCMYK U SCHYK, U ByMas, 4mo 0514
WIIIOCMPAyUU e8aHeebCKol npumyu oHa 00/MKHA [8umscs cabie. Okono vaca
Hoyu ecman u 3anucan dea makmax. C yTpa: «Pabomarn, coxparssi mom xe obpas
MbILWIEHUS, YMO U 84epa HOYbIO. TeMa 8bIl/Ia COBEPUIEHHO U3yMUMEIbHAsS — U £
nocsie 3mozo Yyscmaeosas cebs UMeHUHHUKOM Uenbili OeHb» (peyb MAET O 3aK/04u-
TeNbHOM HOMepe, rae oTel, 06HMMaET CbiHa). He ToNbKO yBneKLas KoMNo3uTopa
KXPUCTUAHCKAsH HayKa», HO U poxaeHne 14 pekabps 1928 r. nepBeHUa — CbiHa
CBsiTOCNaBa — OTPa3nUAUCh B IMpUKe «bIyOH020 CbiHA». KOHEYHO, HE CTOWUT UCKATb
B 3TOM My3blike ry6OKOro packpbIiTus NpUTYM B GOrOCIOBCKOM CMbIC/Ie: BeAb OHA
npenHasHayanacb ana 6anetHoro Teatpa (CrpaBMHCKOMY, HanpuMep, 3TO Kasa-
NOCb KOLLLYHCTBEHHOM 3aTeei). Ho BHYTpeHHUI CBET, UCXOOALWMIM OT 3TOM MY3bIKK,
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yenoBeyeckoe Temnno, 3aK/NKYEHHOE B OCIENUTENbHO KPaCUBbIX TEMAX, SCHOCTb
MX M3NOXEHMS CBMOETENbCTBYHT 00 OKOH4YaTenbHOM noBopoTe [lpokodbe-
Ba K HOBOW, B BbICILEN CTENEHWU COAEPXATENIbHOW «MNPOCTOTE®, CTaBLWen OfHUM
M3 INaBHbIX 3HaKOB ero TBopyectea B 1930-40-e rr.

1 pekabps, nocne npourpbiBaHUs My3blku Ganeta [sarunesy, KOMNO3UTOP
npuCcTynun K opkectpoBke (7 aekabps) n obaBneHno HOBbIX HOMEPOB (IHBapb
cnepytowlero roga). [apannenbHo y HEro BO3HWKAA MbICb CAENaTb HOBYIO CUM-
$oHUI0 Ha MaTepuane b6aneta (Kak Lo Toro 6bino ¢ onepon «O2HeHHbIl aHzens,
Ha MaTepuane KOTOpPOW BO3HMKNA npeablaywas Tpetbs cuMdoHus). Cumdo-
HWMA 3Ta CYLLEeCTBYET B ABYX pefakumnax, Hag nocnenHemn ns Kotopbix (cod. 112)
MNpokodbes pabotan B 1947 r. @aKT, NULWIHKUIA pa3 NOAYEPKMBAOLLMIA BAXKHOCTD,
3TANHOCTb 3TOM MY3bIKM AJ1S KOMNO3MTOPa.

14 mapta 1929 r. napmutypa » knaeup 6aneta 6Gbinm 3aBeplueHsbl. 10 mag
HaYanuCb peneTuumm, a MeHee YeM yepes aBe Hegenu — 21 Mas — coctoancs npe-
MbEpPHbIM CrekTakb. [lekopaumnn, no npusHaHuio MNpokodbeBa, «04YeHb CUbHbIE
u bubnelickue», caenan XyooxHuk XKopx Pyo (y4acTHUK OBWxXeHus (OBWCTOB).
[nagHyt0 MapTuiO TaHueBan 3HameHuTbIn Cepx Jludapb (xopeorpad cnepytolue-
ro npokodbesckoro 6aneta «Ha [JHenpe»). OpHaKo, HECMOTPS Ha ycnex y nybnnku
M KpUTKKK, lNpokodbeB bbin He AoBoNeH xopeorpaduent xopaka banaHumHa (Tor-
[a euwe leoprus banaHunBag3e) u cosetamu nnbpetTUcTa bopuca KoxHo no nosony
MOCTaHOBKM, O YEM OTKPbITO FOBOPUA elle B npouecce penetuumii. OxnaxaeHue,
Ha3peBaBLLEe MeX 4y reHWalbHbIM KOMMO3UTOPOM M FreHUasbHbIM aHTPEMNPEHEPOM,
[OCTUINO CBOEro nuka. K Tomy xe npu nsaaHum 6aneta MNpokodbeB CHAN GaMuUnnio
bopuca KoxHO € TUTYNbHOrO AUCTa NapTUTYpbl (BENCTBUTENBHO, y4acTue KoxHO,
WITAaTHOrO IMOPETTUCTa ASrMNeBCKOM aHTpenpusbl B CO34aHUU «byOH020 CbIHA»
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6b110 MUHMMaNbHbIM), ¥ MO3T Nofan Ha MNpokodbesa B cya. KOHPAUKT HEOXKMAAHHO
paspeLwmnncs BHe3anHom cMepTbto [arnnesa B BeHeunu B aBrycte 1929 .

KpaTtkoe copepxaHue 6anera

Yxoa. Mepen nomom OTua ABa Apyra rotoBaTca B fanbHU nyTb. OHM CO-
O6upatoT Nnoabl M BUHOTpajHble rpo3Abs, YKIAAbIBAT NpoBMaHT. HanpoTus
OTKPbITbIM LWanawl, CUMBOA CBOBOAHbBIX CTPAHCTBUM, K KOTOPbIM cTpeMuTCs CbiH
n ero Apysb4. M3 wanawa BbixoauT CbiH B CONPOBOXAEHMU ABYX HOHbIX CecTep.

B 6ypHOM TaHuUe OH Bbipa)aeT CBOe HeTepneHue NMoCKopew MOKUHYTb OT-
YU LOM U YCTPEMMUTLCS B YyXKME 3€MAUN HABCTPeYY npukatoveHmsMm. OH TaHLyeT
BCe ObICTpel M ObICTpel; B 3TOM TaHLUE yXe Kakoe-To uccrynneHue. Koroa oH
CTaNKMBAETCA NIMLOM K MUy C Bblweawunm ns goma OTuOM, TaHel, BHe3anHo
obpbiBaeTtcqa. OTeL, 3aKAMHAET ero ofyMaTbcs, BHe cebs oT TpeBoru 1 3abor, oH
npoctnpaet pykun Kk CbiHy, ymonset ero. Ho CblH OTBOpa4YMBaeTCS, HM YroBOpbI
cecTtep, HM HacTolumBble npepocTepexeHns OTua He B cunax nokonebatb ero
pelleHue, KOTopoe OH ynpsiMo oTcTamBaeT. OH CHOBa M CHOBA TBEPAMT, YTO €ro,
KaK NTULY, MaHST Aanu, 4TO PaHO MM NO34HO OH BbIPBETCS Ha BOJIHO.

Korpa Ha nomoub ynpsMLy no ero 308y noaxoadr Aga apyra, Otew, neyansHo
CK/IOHSIET FOI0BY Nepej, HeoA0NnMbIM ynopcTBoM. C rpyCTbio CMOTPUT OH BCeq,
yaansowumcs. NMoaHaB pyky, OH LT UM CBoe BnarociioBeHume.

B uyxumx kpasx. 3an ang nupwecrtsa. borato yctaBneHHble CTOAbl. 3an 3a-
MOMHSAETCS WYMHOR, rpy6oi Tonnow rocrten. Bce paccamBatoTcs M HauMHatoT
nupoBaTb. KTo XoueT - TaHuyeT.

Ciona, B 3Ty BecwaballHyo KOMNaHWI, NpUXOAMUT BayaHbIN CbiH CO CBOMMM
Apy3bamu. Bonngamu npuBeTCTBMIA BCTPeYalT ux npuxoa. [Ipy3bs nogHuMaroT
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Ha pyku bnygHoro ceiHa, npuxnebartenu yroganBo 3arnisabiBatoT B r1asa nupy-
OLLMX, XXAYT NPUINALIEHUS K CTONY.

M3 wanawa Bbixoant CobnasHutenbHuua. OHa TaHLyeT BOCTOYHbIN TaHel,.
3aBOpaXXMBaOLLAS YYBCTBEHHOCTb €€ TaHLA 3aXXMraeT OTHM B 11a3ax MYXUMH.
BnyaoHbIM CbiH He CBOAMT C Hee rnas, OH CPbIBAETCS C MeCTa MU yCcTpeMnsercs
Ha nnowaaky, rae CobnasHuUTeNbHMLA TaHLLYyeT CBOW KOMLOBCKOM TaHeLl.

Tenepb OHa TaHUYET TONbKO A5 HEro, IbHET K HeMy, rMbkas Kak nnaHa. OH
NPUCOEOMHSETCS K ee TaHuy, 3abbiB 060 BCEM, UTO €ro OKPYXXaeT, BeCb BO B/a-
CTW OXBAaTWBLUEN ero YyBCTBEHHOCTU. W BOpYr HepaBHWe Apy3bsi, OXMeNeBLne
[eByLWKN HabpacbiBaloTca Ha bayaHOro cbiHa, CpbIBAOT C Hero boratoe nnatbe,
oTOMpaloT AparoueHHble ykpaweHus. Ero mxe-gpy3bs u CobnasHutenbHuua nsae-
BAOTCS HAA, HAM, YHUXKAKOT M BbtoT ero. OrpabnieHHbli, M36MTbii NpuxoamT B cebs
BnynoHbIA CbiH Cpean OMPOKMHYTbIX CTOIOB, C/IOMAaHHbIX CTYNbeB, pa3buTbixX Kyb-
KOB, CpeaM MHyCHbIX CnefoB oTbywesaBLwein oprun. MMMO Hero NPoHOCUTCS BCS
XMefbHas CBOPA, BOMS U CCOPSCb, BbIpbIBasi APYr Y Apyra HarpabneHHoe Ao6po.
Bnepean Bcex CobnasHutenbHMua. ONpOKMHYTBLIA CTOST CTAHOBUTCA Kopabnem,
ckatepTb — napycoM. OHa 1 aBa npepaswumx bnyaHoro cbiHa gpyra ynnbiBatoT
B MOPCKYIO Aanb.

Bo3spaweHue. bonbHOWM, ene nepenBurast HAaTPY>KEHHbIE HOMU, HULLMHIA, C Ony-
CTOLUEHHOW AyWwom, npubnunxkaeTcs K otyemMy oMy bnyaHbiv cbiH. B capy age ero
cecTpbl. Buaga npubnmxatoerocs HeCHaCTHOrO MYTHMKA, OHU U3 COCTPAAAHMS
CrnewaT OTKPbITb EMY KANUTKY U Y3HAOT CBOEro Hparta.

Mpuxogmut OTeu,. lNepen HUM NpeKNOHSIET KoNeHM byaHbIN CbiH, BEPHYBLINIA-
€S B pOAHOW A0M. B ropecTHoW HenoasmHOCTM 3acTbiBaeT OTew, BUAS nepen,
cobow CblHa, UCMOJTHEHHOTO CMUPEHBS, rops, CTbiaa.
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CbiH penaet opmxeHue, ytobbl yiTu. Ho nnuo OTua ocBewaet nobpas ynbi6-
ka. OTeL, NpMBETNIMBO NPOTArMBaET BCEMPOLLAIOLY PYKY, YKa3blBas Ha AOM.
Tyna HanpaBnsieT cBou CTonbl BepHYBLWMIACSA CbiH.

1935 r. ncrekno ABa roga ¢ MOMeHTa BO3BpalleHus [pokodbeBa Ha pOaMHY.

MNpebbiBanne B CoBeTckoM Poccum OH YepenoBan C racTposbHbIMM Noe3aKa-
My no EBpone (y KOMNO3MTOpa elle 0CTaBaAUCh KOHTPaKTHble 06s3aTenbCTBa,
3aK/IIOUYEHHbIE UM B NAPMXKCKMIM MepUos Xu3Hu). locne npmesna U3 0gHOM TaKoM
noesgku Mpokodbes nosiBuncsa B JIEeHMHrpage ¢ MAesMM HOBOMO CLLEHMYECKOTO
npoekTa ans Kuposckoro Teatpa. Moes HanucaTb Ans TeaTpa HOBYIO onepy 6bia
nobexaeHa XenaHMeM COYMHWUTb GaneT — nocie NApTUTYP OAHOAKTHbLIX ASTU-
neBcknx 6anetos [MpokodbeBY XOTENOCb CO34aTb My3blKy K NpeacTaBleHMIo,
3aHMMatoweMy Becb Bevep. My3sbikoBeg, bopuc AcadbeB 1 3aBeaylolmi nute-
paTypHOM Yactbio AgpuaH noTposckuin BMecTe ¢ NpokodbeBbIM NpUHUManu
yyacTtme B Bblibope 6yaywero cioxkera. AcadbeB, TOJIbKO YTO NOCTABMUBLLMIA CBOW
«baxyqucapalickuli goHmar», npefnaran NywWKUHCKME CoXeTbl («Apan lNempa Be-
JIUK020», «kKanumarckas 004kas), HO BCKOpe OT LefeBpOB PYCCKOW NuTepaTtypsl
nepewnn K MMpoBoi. OKOHYaTeNbHbIM BbIOOP nan Ha «Pomeo u [xynsemmys.

K pabote BCckope npucoeguuunca gpamatypr Cepreit Papgnos. «@anmasus
lpokogpeesa gocnnameHunace, Kak 8 ayyuiue 200sl tOHocmu, — nucan M3paunb
HectbeB 06 uctopun cosnanus baneta. - BecHoli 1935 2. oH npocumusan yacamu
¢ A. lNMuomposckum u C. PadnossiM, 060yMbieas emecme ¢ HUMU cueHaputi 6ydy-
weeo 6anema. TeampansHas cydbba ‘Pomeo” cknadsiganace mpyoHo. Jupekyus
JleHuH2padcko20 meampa ykAOHUAACE OM 3aKM0YeHUs 002080pd, 8UOUMO, ona-
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casce HeuzbemHo20 pucka. Toeda lpokogees 3akmo4un 002080p C MOCKOBCKUM
bonsbwum meampom, komopelli 8o3zenasnan H.C. lonosarnos. Tomuac we asmopy
npedocmasunu omoensHsill pauzens 8 0ome omasixa bonbuwiozo meampa 8 lNone-
Hoge,umobbl 3a 1eMo 0H M02 COYUHUMb My3bIKY 6anema. Temnel coyuHeHus ‘Pomeo”
noucmuHe nopasumessHsl: 8mopoli akm 8 Kaasupe 6bin 3aKOHYeH 22 utons,
mpemuti akm — 29 agaycma, secb kaasup — 8 ceHms6ps. Takas 6sicmpoma 6bi1a
obycnosneHa muiamensHeiM npodymeigaHuemM ecex demaneli u npedsapumens-
Holi n0020mo8Kol My3biKabHbIX 3CKU308. Teneps Cepaero Cepaeesudy Kaxymcs
‘opmansHbIMU” NpexHUe Memodbl CO4UHEHUS 6aNemHol My3biKu, NPUMEHEHHbIE
koz20a-mo e pabome Had “Tpaneyueli” unu “Ha [lHenpe’s.

MNpokodbeBa yBnekana paborta Hag ncMxonorner obpasa — 10, 4T0 COCTABMIO
CNaBy pYCCKOro TeaTpa, @ MO3XKe M ero 3aKOHHOro HacnegHWka — KMHemaTo-
rpada, c kotopbiM lNpokodbeB conpukocHyncs B 1933-34 rr. OcobeHHO 370
M3MEHEeHWe HanpaBieHns TBOPYECKMX MbICNe aBTOpPA 3aMETHO, eC/IM CONOCTaB-
NATb 06pa3bl «PoMeos» C lWapXKUPOBaHHbIMU, FpadUUeCcKn-yCI0BHbIMKU 0Bpa3amum
paHHUX 6aneToB, CMEHSAOWMX APYT APYra, Kak B peepuyeckoM AMBEPTUCMEHTE.

BHoBb 06paTmMMCA K KHUre Hectbesa.

lNbITAMBas MbICAb ApamaTypra ApKo NposiBUNACh B OPUFMHANbHBIX MY-
3blKaNbHbIX MOPTPETaX [MaBHbIX AENCTBYHOLWMX 1L, Kak 6bl 4OPMCOBbIBAS
NOpTpeT, co3aaHHbIM LLekcnmpowm, MNpokodbeB ¢ 0cobbiM 06asHMEM MO-
Ka3an COBCEM HOHYH [DKyNbeTTy — LanyHblo, KKO304YKY», Kak Ha3blBaOT
€e B CeEMbe, TOHKO 0TO6pa3mn nepebie NpeayyBCTBUS NH0OBU, Mpobyxaa-
towmecs B aywe 14-netHen UTanbsSHKKM, — BCE 3TO ewe bonee OoTTeHseT
[paMaTu3M NoCienyoLmX CLEH.
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bneckoM NpokobEBCKOro HOMOpA MPOHM3aHbl MepBble ABa aKTa —
KapTMHbl BECENsLLEeNCsS BEPOHCKOW YWLbl, CKOMOPOLUIMI TaHel, Macok,
LIANOCTU XOXOTYHbU-IDKYNbETTbI, CMELUHAS, CIOBHO MNepeBanvBaloLLas-
cs TeMa Kopmunumubl. Hanbonee TMNMYHBIM BbipasuTeNEM 3TOM JUHWUK
OKaszanca Becenbyak MepKyuuo: ero nopTpeT, COCTOSALWMMI M3 OBYX-TPEX
pa3BepHYTbIX TEM-3MN3040B, 60raT u MHOrorpaHeH — OT 030PHOM HacMeLw-
KW 0,0 BOMHCTBEHHOrO 3380pa. OcHOBHas TeMa MepKyLMo BCS B ABWXKEHMM,
B BECE/IOM CMEHE aKLLEeHTOB M CKAYKOB: C/TyLLAast My3biKY, Bbl SICHO MpeacTaB-
naete cedbe 06UK 3aOUAKM U HACMELLHMKA, C/IbILLUTE €ro 3BOHKMIA XOXOT.

Pe3kuit KOHTPACT MUPY HOHOLIECKMX LIANOCTEN COCTABNSIET BTOPAs BaX-
Herwas NMHUS B ApamMatypruun baneta — AMHWUS CEeMNoW Bpaxabl Mexay
deopanbHbiMM pofamu BepoHbl, CTUXMSA CpegHEBEKOBOM KOCHOCTM, NO-
CNTYXXMBLUAS NPUYUHOM rMbenn BNBNEHHBIX.

He3abbiBaeMbl KyNbMWUHALMOHHbIE CLLEHbl CMEKTakns — MoeAuMHOK
Mepkyuno ¢ Tubanbaom 1 cMepTb MepKyLmo: 34eCh 04Ha U3 HACMELLTU-
BbIX TeM (TaHel, Macok) Bapyr npuobpeTtaeT ckopbHbIA, HAAIOMIEHHbIN
OTTEHOK, C/IOBHO MOCNEAHME rOpbKUe LWYTKM CNETAKT C YCT YMUPALOLLETO.

Ho oOMWHMpYIOLWYO ponb BO BCEM MHOIOC/IOMHOM AENCTBMM BaneTa
3aHa/1a IMpuYyeckas Tema, TeMa nwbeu, nobexpatowen cmepTb. MMIMEHHO
30eCb pacuBenv BO BCeM 6OratcTBe HHAHCOB 06pasbl pOMAHTUYECKMX
NopbIBOB, KOTOPbIX MOPOM Tak cTecHanca Monogon lMpokodbes. bonee
Lecsaty TeM — B BONbLIMHCTBE Pa3BEPHYTLIX, MENOAMYECKM MOJHOKPOB-
HbIX — MepeaaT pa3nyHble OTTEHKM NepexxmBaHuii Pomeo u [IxynbeTTbl:
HesCHble NpefyyBCTBUS M MIAMEHHYIO CTPAcTb, YNblOKY NepBoro CBMAa-
HWS M NeYanb pasnyku.

MNMaptutypa «PoMeo u [XynbeTTbl» OKa3anacb 3HAMEHATENbHOM BEXOM
B KOMMO3MTOpPCKOM Brorpadum Mpokoduesa... Cnenyet roBopuTts 1 06 3Tan-
HOM 3HauYeHumn «PoMeo» B UCTOpPUM PYCCKOM M MUPOBOW Xopeorpaduu: eaga
N1 He BMnepBble baneTHbIM Teatp, NoYTH BCeraa OrpaHMyMBaBLUMI cebs pam-
Kamu peepnyeckoro 3penuiua, OTBAXXMICS Ha CToMb rybokoe Bon/oweHue
peasibHbIX TPArMYecKmUx Koam3ui. Mysbika 1M niacTMka Cnaenmcb B Hepac-
TOPXKMMOM W BMNEYaTASWEM eauHCTBE paan M306paXeHUs YenoBeyecknx
XapaKTepoB — BHE AEKOPATUBHO-CKA30YHOM UM KYKOJIbHOM YC/IOBHOCTMU.
M3pauns Hecmses

MNMocne nokasa MpokodbeBbiM My3blku 6aneta B bonbluoM TeaTpe pa3BepHynachb
anckyccms — Bo3MoxkeH nin Llekcnup Ha 6anetHon cueHe? OZHMM M3 LEeHTpanb-
HbIX BOMPOCOB 6bl1 BONPOC 0 PMHaNe: U3BECTHO, YTO B MEPBOHAYANBbHOM CLEEHAPUM
B >XepTBy OaneTHbIM YCNIOBHOCTSM Obl1 MPUMHECEeH TparMyeckuin GMHan LueKkcnu-
pOBCKOM nbecbl. «Padnos u [Muomposckuli npednoaazanu 3aeepuiums CNEKMAK/b
CYACMJIUBLIM KOHLOM — npobyxdeHuem xyneemmsl U padocmHbiM 0y3mom 6/110671eH-
Hbix, — nncan 06 atoM . HectbeB. — Cyumanocs, ymo 6anemy NosoxMeHo 3a8epuiamscs
3ppexkmHbIM anogeo3om, u, c1edosamesbHo, cMepme 08yXx 8edyLUX 2epoes NPomueo-
pequna bbi 3akoHam warpax». Ho ecnm LLekcnmp «Co c4acTMBbIM KOHLLOMY» BMOHE
6b11 BO3MOXEH BO (paHLy3ckoM TeaTpe XVIII Beka (a B onepHom - 1 B XIX, BCMoM-
HUM [amneTa, cTaHoBswerocs koponem [laHuum, B onepe AMbpyasa Tomal), To B Bek
MCUXONOrMYECKOro TeaTpa Takas KOHLOBKA ka3anacb abcyppoM. Moka 31a amckyceus
BeslacCb, [010BAHOB Obl1 CMELLEH C MOCTa aMpwxkepa bonbluoro Teatpa, MNpokodbes
MPUHANCS 33 HOBbIM NPOEKT ANs TeaTpa — onepy «CemeH Komko», a «PoMeo» BnepBble
6611 noctaBneH B 1938 r. B bpHo (Yexwus1) B nepBov penakumm (MCKNKYaBLLER, Of-

45



BALLETS |
PROKOFIEV

HaKo, HeoXunaaHHbIM happy end). TeaTp BO BpeMs BOViHbI Obin paspyLueH, napTuTypa
normbna v NuLb HeaaBHO Bblna BOCCTAHOB/IEHA MO NepBOHaYanbHbIM 3cku3aM. [pe-
Mbepa HaneTta BO BTOPOM peaakLmMmn COCTOSNACh Ha cLeHe KMpOBCKOro TeaTpa cnycrs
naTb net nocne otkasa — B 1940 r. C tex nop «Pomeo u [hrynbemmas» Ctan OfoHUM
M3 CaMbIX NOMYNAPHbIX 6aneTos He ToNbKo B Poccum, Ho 1 B EBpone n CLLA.
My3bika 6aneta nonwbunacb cnywaTtensM KOHLEPTOB BO MHOIMX CTpa-
HaxX MUPa U UCNONHAETCS B BMAE CHOMUT, COCTAB/IEHHbIX CAMUM KOMMO3UTOPOM
(@ Takke gupuxepaMu, B YaCTHOCTH, TOPSYMM NponaraHaMCToOM NpokodbeB-
cKor My3blku [I. Mutponynocom). McnofHeHMe 1 faxe 3anmcb NOSHOM MY3bIKM
K 6aneTy npeacrtaBnseT cobor 6onblumne CNOXHOCTU: Beab [1pokodbeB K OCHOB-
HOMY COCTaBy OpKecTpa npubaBmn 34eCb AyXOBOM OpPKECTp Ha CLEeHe, OpKecTp
MaHAO0NMH U aaxe opraH! Tem 6onee MHTEpeceH Kax bl TakoM OMbIT.

KpaTtkoe copaep)xaHue 6anera

Deiicteue |. KaptuHa nepBasg. PaHHee yTpo. Pomeo 6poguT no nyCTbiHHBIM
ynuuam BepoHbl. [ToHeMHOry nowaab 3anoiHsaeTcs HapoaoM. oMol Bo3Bpalla-
eTcs nneMsiHHWK Kanynett Tubanba, Yeuaes beHBoOMO, NneMSHHMKA MOHTEKKM,
OH B6pocaeTca Ha Hero. CKpeLMBatoTCa Wwnaru, nagatot youtsle. N3 poma Kany-
NIeTTN C Me4oM B pyke BblberaeT x03sMH. CnewmnT NpUHATb y4acTe B NoeamHke
n MoHTekkun. Ha nnowaau nosensietcsa repuor BepoHbl. OH npukasbiBaeT ony-
CTUTb OPY>XKME U BENIUT BbIBECUTb MPMKA3 O HAKa3aHMM CMEpTbi0 KaXAoro, KTo
0BHAXMT OpyKMe Ha ynmuax BepoHol.

KapTtuna Bropas. HOHas xynbeTTa 3abasnseTcs co csoer Kopmunumuei, KoTo-
pas HapshkaeT ee K 6any. MaTb [KynbeTTbl XXYpUT A04b 33 AeTCKMe Wwanoctu. [octm
TOPXXeCTBEHHO LWeCTBYIOT Ha 6an yepe3 aop Kanynetrtn. Cpeam Hux lapuc.

MEAOAWUSI

beHnBonno 1 BepHbIi gpyr PoMeo, Becenbyak Mepkyumo, yroeapusatot Pomeo
novTK Ha 6an Kk KanyneTtn B Mackax.

ban B pome KanyneTtTu. 3a YOMOPHbIM TaHLEM CleayeT YapyroLwuii TaHew,
npekpacHom IxynbeTTbl. POMeo noaxoaut K [IKynbeTTe, OH He CKpbIBAET CBOE-
ro BocxuueHums. CyyariHo ynasLias Macka oTKpbiBaeT Lo PoMeo, ero y3Haet
Tubanba. Kopmunmua obbsacHgeT [IynbeTTe, YTO MJEHUBLUMIA €e roCTb — CbIH
MOHTEKKM, KPOBHOr0 Bpara Kanynertu.

JlyHHas Houb. [IxXynbeTTa Ha 6ankoHe MeyTaeT o Pomeo. MNosenseTcs Pomeo.
OHuM npu3HatoTCa Apyr Apyry B 06BM M KNSHYTCS B BEPHOCTU.

Dencreue ll.KaptuHa tpetba. Ha nnowann Kopmunuua xxyneeTTol nepeaa-
eT Pomeo 3anucky. FOHowa cyactiumB. [IkynbeTTa cornacHa 6biTb C HUM HaBeKM.

KaptuHa uyetBeprtas. Pomeo ymonset natepa JlopeHLO TakHO CKpenuTb
COH3 MeXAY HUM U [xynbeTTon. JlIopeHLo HageeTcs 3STUM BpakoM NpUMUPUTD
Bpaxaytowme cembu. Mosgsngetca [xynberTa. JlopeHUo coBeplaeT 06psg,
BEHYAHMS.

KaptuHa naras. Mepkyumno, beHBOIMO M UX Opy3bsi Becenarcsa B Kabauke.
Tubanbn 3amMeyaeT CBOMX BParos 1 yctpemnsetca K Mepkyumo. Mexay HuMu 3a-
BsA3bIBAETCA 601. PoMeo nbiTaeTcs pa3HaTbh nx, Ho Tnbanba u3-noa pyku Pomeo
HaHOCKUT MepKyLMOo cMepTenbHbIv yaap. Pomeo Bbi3biBaeT Tubanbaa Ha noeau-
HOK 1 ybuBaeT ero. PoaHble yOUTOro KNSHYTCS B BEYHOM MeCTU posly MOHTEKKM.

Dencreue Ill. KaptuHa wecrtaga. Pomeo npowaetca ¢ [KynbeTTtoM, OH
n3rHaH us BepoHbl. YTpo — 6onbwe Mennutb Henb3a! TweTHo nbitaetcs Kop-
Munnua ytewmuTb [kynbeTTy. [KyNbeTTa y3HaeT 0 cBoen cBaabbe ¢ [Mapucom
W pelmnTeNibHO OTKA3blBAETCS NOAYMHUTLCA Bosie poauTenei. Bonsa Kanynet-
TW HenpekJIoHHa. [XynbeTTa B OTYasgHUM.
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KaptuHa cepbmas. Kenbs JlopeHuo. lMatep paet OxynbeTrTe cHagobbe:
BbIMWMB €ro, OHa NOrpy3MTCs B COH, M TeN0 ee OTHEeCYT B CTapUHHbIA cKnen
KanynetTtn. JlopeHuo xe u3Bectut Pomeo. HOHowa HeMenneHHO BepHeTcs
B BepoHy, HargeT IxynbeTTy 1 yBe3eT ¢ coboi B MaHTyto.

KapTuHa BocbMmas. [)kynbeTTa NpUTBOPHO MOKOPSAETCS BOJME POLAUTENEN.
BbinmMB HanMTOK, OHa 3acbinaet. MNosengwTca nogpyru ¢ usetamu. Kopmunuua
OTKMAbIBAET MOJOT Y NOCTE/N, M BCE 3aCTbIBAIOT B yXKace: [)xynbeTTa MepTBa...

MaHTys. B MpauHoM pa3gymbe ctout Pomeo. B6eraet beHBonmo n paccka-
3bIBaeT 0 cMepTu [xynbeTTbl. PoMeo cnewunt B BepoHy.

Deicreue IV. KaptuHa pesaraa. dnunor. Knanbuuwe B Bepone. lMpo-
CTMBWMUCL C [KyNbeTToM, BCe B MnevyasbHOM 6e3MonBUM yxopdsiT. TeMHeerT.
Mosingetca Pomeo. [)kynbeTTa MEPTBA — M XM3Hb NOTEPSNA AN HEFO CMbICA.
Pomeo BbinuBaet aa. xynbeTTa npocbinaerca u Buant Pomeo. [y6bl tOHO-
WK yxe xonogHol. Kunxkanom Pomeo [xynbeTta HaHOCUT cebe cMepTenbHbIi
yaap.

...Ha knapbuuwe cobupaetrca Hapoa. MoHTekkn u Kanynettm cmoTpsr
Ha MepTBble Tefla CBOMX AeTei. Monya OHM NpOTArMBAOT APYr APYTY PYKM...
MHoroneTHsa Bpaxaa MoHTekku 1 KanyneTtu npekpatieHa.

K 0 BpeMeHU Havana paboTsl Hag «3omywkoii» [pokodbeB yxe bbin aBTOPOM
JKCnepuMeHTanbHbIX 6aneTos, co3aaHHbIX Ang aHTpenpwusbl C. Oarunesa,
xopeoapambl «Pomeo u [wynsemmas, U Tenepb KOMMO3UTOP XOTEN Hanucatb
BonbLIOW Knaccuyeckui 6anet ¢ IMpUYEeCKUMU afaxuno, BUPTYO3HbIMKU Bapua-
LUMAMU, OENCTBEHHOM NAHTOMUMOW M Pa3HOXapaKTEPHbIMU CHOUTAMM.

MEAOAWUSI

CKa304HbIN CHOXKET, HA KOTOPOM OH OCTAaHOBMJICS, KaK Hefb3s Nydlle oTBeYan
ero Xy[oXecTBeHHbIM BKycaM - ckaska L. [eppo npuHagnexana Toi ranaHT-
HOM 3noxe, u3 kotopow C. [poKo@beB C HOHbLIX JIET Yepnasn XaHpoBble 06pa3Libl
M cTuancTuyeckme npuemsl. OQHaKo Tenepb OH MeYTan «OXMBUTb» CBOK repo-
MHI0, OOHAXMTb BHYTPEHHUIA MUP ee Ayluu, MO3TOMY OAHOM NuLb aTMoCcdhepb!
raNaHTHOCTM M TaHL,EBasbHbIX CPeACTB OblNo A4/151 3TOrO IBHO HEeQ0CTaTouHO. EMy
YXXe YAanocb OAHaXAbl — B My3blke «Pomeo» — nepeaaTb MCMXONOrMYECKUA Nop-
TpeT repoeB, CenMyac OH HaMepeBasCs PeLnTb CIefYLLY 33434y — BbIPa3uTb
«nosmuyeckyro 06086 3oaywku u llpuHua: 3apomdeHue U pacusem 4yscmea,
npensimcmsue Ha €20 nNymu, 0CywecmesieHue Meqdmels.

[anuHa YnaHoBa BCNOMMHaNa 0 CBOei BCTpeYe C KOMMO3MTOPOM U ero c/o-
Bax. o cospanuns «Pomeo» C. [pokodbeB «He 8epus 8 Mo, 4mo 3mo UcKyccmaso
CNocobHO ¢ makoli nosIHOMoU 80NA0UAMb MY3bIKA/IbHBIE U IUMepamypHoie 06-
passl, [HO] meneps €20 omHoweHue K 6aaemy U3MEHU0CHL COBEPLUEHHO, U OH
xomen 6bl HANUCaMb NOJHOU.eHHY0, 60/bLIYIO U Ye108e4ecKyto My3biKy 01 HO8020
cnekmakas». N «3oayuwika» nony4Ymnacb CBETI0M MMPUYECKOM BaneToM-CKa3Kon
C My3bIKOM1, NO-NPOKOPLEBCKM MO3ITUYHOM, MENOAMYECKM LLELPON M HACBILEH-
HOM NIACTUYECKMMU 3aPUCOBKAMMU.

Cam Mpokodbes 0 cBoeM HOBOM banete nucan: «/as MeHs O4YeHb 8AMHO
661710, Ymobbl 6anem “3onywka” nony4duncs Haubosee MAaHUesasbHbIM, Ymoobsl
MAaHYb! 8bIMEKAU U3 COXEMHOU KaH8bl, Obl/il pa3zHo006pasHb U 4mobsl apmucmel
b6asnema umenu 803MOXHOCMb 8 00CMamoYHolU Mepe NoMaxyesams U NoKa3ames
cgoe uckyccmeo. 8 nucan “3onywky” 8 mpaduyuax cmapo2o Kadaccudeckozo bane-
ma, 8 Heli ecmeb pas-de-deux, adauo, 2a80m, HECKO/IbKO 8a/16C08, NABAHA, NACNbE,
byppe, masypka, 2anon. Kaxdoe delicmsyrowee AUyo uMmeem c8or 8apuayuios.
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Unes «TaHueBanbHOro» H6aneta Bockpecuna 6onblune, pa3BepHyTblie GOPMbl,
XapakTepHble ons knaccmyeckoro 6aneta 1. Yarkosckoro u A. ThasyHosa. Tak,
3aK/UMTENBHOE «AMOP030» B «30/1yWKE» CONOCTaBUMO C (MHANBHBIMU aAaXMO0
B B6anetax «/lebeduHoe 03epo» vnn «PalimoHoas. C. NpokodbeB BOCNONb30BaNCS
M KOMMO3ULMOHHbIMK CTPYKTYPaMM KNaccMyeckoro 6aneTa: KnaccM4ecknMMmn Bapu-
aumsaMu, afaxkno, pas-daction, BbIBENT B Ka4eCcTBe HeCyllel KOHCTPYKUMM baneta
ClouTY.

Kaxpoe 13 Tpex OenCTBUIA OepXUTCS Ha ClouTe nogobHO TOMy, Kak apou-
Has KOHCTPYKUMSI CMbIKAeTCs Ha «3aMKOBOM KaMHe». Ciouta deit M3 nepBoro
aKTa POOHMT ero C nepBbIM akToM baneta «Cnswas kpacasuyax . YakoBckoro.
OHa copepxuT Bapuaumm yeTbipex deil, onnueTBopsIoLLME YeTbipe BpeMEHU
roga v cKpenneHHble Mexay cobov TeMon Men-HuweHkn. Mysbika Bapuaumi,
He CBSI3aHHas CHXKETHOM KaHBOW, BbIMOJIHEHA B CTWNE MEN3aXHbIX 3apuco-
BOK C TOHKMM MPUMEHEHUEM MMMPECCUOHMUCTCKON 3BYKONucK. Bmecto obuwiero
TaHUA-KOAbl B 3aBEPLIEHUM CHOUTbI 3BY4MT BanbC 3onywku (N2 19 «Omwve3d
3onywku Ha 6an»).

CtouTa U3 BTOPOro akTa OPUEHTUPYETCS HA XapaKTEPHYHK CHOMTY M3 KNaccu-
yeckoro 6aneta. OHa COQEPXUT CTapUHHbIE TaHLUbl — [TpMABOpPHBLIV TaHew, B Jyxe
naBaHbl, Nacnbe, byppe, Bapnaunm cectep. [TOMUMO XapaKTepHOW CHOUTbI BTOPOW
aKT BKtOYaeT B cebs knaccnyeckoe pas-de-deux,4acTy KOTOPOro pacCpenoToYeHbl
bnarogaps COMOCTaBAEHMIO C XKaHPOBO-XapaKTEPHbIMU CLEHKAMU U IMPUKO-KO-
MUYeCKUMK 3nu3odamu: bonbion Banec, Bapuauum 3onywku u MpuHua, nx Qyst
u Banbc-kopa.

B ocHOBe TpeTbero akTa IeXXMT CKa304Hasi POHAO-CHOMTA, BbINMOMHEHHAs HaMo-
nobue 3aknouutencHblx Grand-pas B 6anetax-deepusix (Hanpumep, B TpeTbEM

MEAOAWUSI

akTe Tow xe «Cnauwell kpacasuusiy). PeppeHoM B Helt cnyxaT ranonbl [puHLa,
a 3NM304aMU — CLEHbl MPUMepKU Tydenbku.

TaHueBanbHOE Hayano, anpuopu npucyliee NPOKOPbLEBCKOM My3blke He3a-
BMCMMO OT XaHpa, Oyab TO MHCTPYMEHTanbHOE, CMUMPOHUYECKOe UM BOKaNlbHOE
npousBeneHue, B ero fydwmx 6anetax — «Pomeo u [xynsemma» v «30ayWKa» —
BbIPa3nMnoCb Haubonee nonHO. TeMa KaxAOro MepCoHaxa, UMEIOLLEero XOTb
KaKoe-To CaMOCTOSITeNIbHOE 3HaYeHue, 3aneyatnesaet NoapobHOCTU MUMMKM, XKe-
CTOB, OYLUEBHOMO COCTOSIHWUS repoeB M Aaxe MOXOLKM — BCEro TOro, YTO CBA3AHO
C [ABMXXEHMEM, @ 3HAUUT, U C TaHLLEM.

B «3onywke» BHOBb noaTeepaunocs Mactepctao C. [TpokodbeBa-noprpeTucra:
WHOMBWUAYANbHbIN 0B/MK FrepOMHU Hapaay C TaHLEBaNbHbIMU XapaKTepuCcTUKamMum
PACKpPbLIBAKOT €€ JIEMTTEMbI, HAa KOTOpble yKa3an M Aan MM Ha3BaHME CaM KOMMO-
3UTOp: NepBas TeMa — «0bUKEHHAs 30/1yWKa», BTopas TeMa — «30/ywKa Jucmas
U MedymamesnbHas», TPeTbS TeMa — «30/1yWKa en6eHHas, ciacmaueas». Nepeoi
TEMOW HauMHAETCs BCTyMNneHWe K Ganety; BTopas HeceT B cebe poMaHTUYECKYH
MeuTy 0 cyacTbe (OHa nprobpeTaeT pagoCTHO-BOCTOPXKEHHbIN xapakTep B N2 36
«lyam [puHua u 307yWKU» — HACTOSILLEM K/1IACCMYECKOM afaXkmo M paspacra-
€TCs [0 BO3BbilEHHOM no3Mbl nobBu B N2 50 «AMOpo30»); TpeTbs BO3BellaeT
0 pafoCTHOM OTKPbITUK Mepes, 30/1yLWKOM MMPa ee MeyTbl — NO-PYCCKM WMPOKaS,
OCHOBAHHag Ha A,0-MaXXOPHOM TPEe3BYYMU. ITW TEMbI JIEXAT B OCHOBE MYy3blKaJlb-
HOM TKaHW MHOTMX HOMepoB BaneTa, B TOM Yncie 3HaMeHUTbIX BanbCoB. PasBuTas
cucTEMA NIEMTMOTUBOB, Kak U B «Pomeo», roBopuT 0 sBHOM cTpemnenun C. Mpoko-
dbeBa K cMMbOHU3ALMM 3TOTO XKaHpa.

Ecnv TaHLbl 3MOXM KNACCMLM3MA, TPOHMKLLKME B BaneT, npekpacHo XapakTepu-
30BasiM XKaHPOBO-6bITOBYIO MO0 LEepeMOHUANbHYIO Chepy,TO IMPUYECKOE YYBCTBO
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TpeboBano CBOEro BbipaXkeHus B Basbce, TaHLe XIX Beka, Bbi3bIBAOLLMM Ha CaMble
OTKpOBEHHblE Npu3HaHWs. Ero HecooTBeTCTBME AyXYy BPEMEHWU Hawayywmm obpa-
30M COYeTanoch C pa3BUTMEM OCHOBHOM ApaMaTypruyeckoin nmHumn baneta.

Banbc ctan nervmkaHpOM B My3blKaNnbHOM XapakKTepUCTUKE TNTABHOM repoMHM.
B oTiMumMe OT TaHLEBaNbHbIX XapaKTEPUCTMK Mayexu, cectep U NpUABOPHbIX, OH
npuaan nnpuueckon chepe 6aneta BHEBPEMEHHOM XapakTep. Tpy BENMKONEMHbIX
06pasua 3Toro aHpa Cranu TpeMs KynbMUHaUMaMmM 6aneta. X MOXHO Ob110 Obl
Ha3BaTb «8a1bCOM Meumbl» — N2 9 «Meumer 3oaywKu o 6ane», «6anbCoOM HA0EHObl» —
N2 19 «Omwe3d 3onywku Ha 6a1» U3 NEPBOro akTa U «8aa6CoM 0b8u» — N2 49
«MeodneHHblli 8a1bC» U3 TPETLENO aKTa.

[pyroin CONbHOM XapaKTEPUCTMKOM 3O0/MYLIKM CTan MO3TUYHbIN, WM3SLLHbINA
[aBOT C TOHKO NPOpPabOTaHHOM rapMOHMYECKOM CTOPOHOM. TaHew, KOTOpbI B UC-
nonHeHun cectep Kybbiwkn u XyapiwKkK (Kak M NOMOXKEHO B TaHLKNacce — Moj
CKPUMKY, B AAHHOM CNyyae — ABe CKPUMKM) 3BYUUT HEYKITHOXKE, HENIOBKO, YIN0BaTo,
y 30nyLKM 06peTaeT N0331i0 M 04apOBaHWE CTAapUHbI, OKpPALUMBAETCS TeMOBpamu
MHCTPYMEHTOB OpKecTpa.

CMMpPOM CKa304HbIX Yyaec CBa3aHa nevtteMa Men-HULLEHKM, TpuobpeTatoLwwas
0cobbiit cMbicn B N2 38 «[losHoub». OHA 3HAaMeEHYeT Hayano BaXKHbIX COObLITUM
B cyobbax repoes, a nossneHue camoin Men conpoBoXaakT BonwebHble nepe-
nuBbl apobl.

B o6paze MNpuHLa coeguHAIOTCS NbIKas IMpuka PoMeo 1 ocTpas CkepLo3HOCTb
Mepkyumo. OamH 3a6aBHbIV 3NM304, CBSA3aHHbIM C puUHLEM, NPUOTKPbLIBAET Tan-
HYIO 3aBeCy Haf, UCTUHHbIM, Cllerka capkactmyeckum otHoweHnem C. Mpokodbesa
K CBOeMy nepcoHaxy: MNpuHL npenogHocHT 3onyLuKe TpU anenbcuHa, U 3Ta Clo-
YKETHasi pEMUHUCLLEHLLMS COMPOBOXAAETCS My3bIKasIbHOM aBTOLMTATOM — MapLUEM

MEAOAWUSI

13 onepbl «/110608b K MpeM anesbCUHaM», HaMeKasi TEM CaMbIM Ha TUMOIOTMYECKOE
poacTo Mexay NpuHueMm, BAO6AEHHbIM B anefibCUHbI, U HALLUM repoem.

Mup Mayexu u cectep 30M1yLLKM CBSI3aH C MOTOPHOM, TOKKATHOW PUTMUYECKOM
OCHOBOW W Kanpu3HbIMMW, OCTPbIMU MENOAMYECKMMU MHTOHALMAMMK, 3 wupe —
C MPOHUYECKMM MEPEOCMbICTIEHNEM ObITOBbIX M BaneTHbIX TaHueB. B My3bike
Bapuaumi cectep B N2 3 «/la-Oe-wasnb» v B cueHe Ha 6any (NEN2 23, 24) C. Mpo-
KOdbeB CO34an rpoTeCKHbIN 06pa3 aHTMNOA0B 30MyLKK. KOHTpacTHble 06pa3Hbie
cdepbl, nexalune B 0CHOBE Tparnyeckom Konmsum (M My3blKasibHOM B TOM YMCAE)
B «Pomeo u [Jxynsemmex, B «30/1yliKe» HAKAK HE B3aMMOLENCTBYHOT APYr C APYrOM.

3apymbiBag cka3ouHbli H6anet, C. [MpokodbeB XOTeN BOMIOTUTL 3TOT TPALMLUM-
OHHbIV CHOXKET B PYCCKOM KJIKOUE, KKAK HACMOSUWYI0 PYCCKYHO CKA3Ky», 00paTUBLUMCD
K ckaske npo Mawy-uepHywky n3 céopHuka A.H. AdaHacbesa. OgHako B npouec-
ce 064yMbIBaHUS 3aMbicen nameHuncs, u lNMpokodbeBa BHOBb YBNEK KNACCULU3M
C ero My3sblkanbHbiMM NpuMeTaMu BpeMeHu. OH Havan pabortatb Hag GaneTom
Ha nnbpeTTo H.Bonkosa B 1940 r., a 3aKOHYMN NPOM3BEAEHME NINLLb NMOC/E BOVHbI.

MpeMbepa coctosnack Ha cueHe bonbworo Teatpa B Mockse 21 Hos6ps 1945 .
B nocTaHoBke M.Jlasposckoro ¢ I.YnaHoBOM B raBHOM NapTMu. Ha 0CHOBE My3bIKK
6aneta C. lNpokodbeB caenan cOoOpHMK GopTenmnaHHbIX NbeC U TPU OPKECTPOBbIE
CHOUTBI.

Kpatkoe copepxaHue 6aneta

Oeiicteue . B nome 3n0i Mauexu oHa cama v age ee goyepu Xyapiwka un Ky-
OblwKa NpuMepsIoT Wanb. [ossnseTcs 3onyLuka, 0Ha BCMOMMHAET CBOKO YMEPLUYHO
MaTb U NbITAETCA HAMTU yTelweHune y oTua. B aoM npuxoauT HuwweHka. CecTpsl ro-
HAT ee, HO 30/1yLUKa TaKOM NPUINALLAET CTapYLLUKY OTAOXHYTb M KOPMUT ee.
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Mauexa 1 cecTpbl rOTOBSATCS K OTbe34y Ha KOpOAeBCKUi 6an, OHW NpuMepsoT
HOBble Hapsabl. YuuTeNnb TAHLEB AAET HEYKITHOXKMM CecTpam NocieqHui ypok nepes,
6anoMm. HakoHeL, Mayexa 1 CecTpbl ye3xartoT. 30/1yLuKa octaeTcs ogHa. OHa MeyTaet
o 6ane 1 TaHUyeT B ogMHoYecTBe. Bo3BpaluaeTcs HUWeHKa. BHe3anHo oHa npeob-
paxkaeTcs - 310 des, KoTopas HarpaaMT 30MyLLUKY 3a ee fobpoe cepaue. C NoMOLLbHO
eV BpeMeH roaa 3onyluka Hapsikaetcs Ha 6an. EquHcTBeHHOe ycnoBue - B non-
HOYb OHA AO/KHA OTTYAA YWATK, MHAYE CHOBA NPEBPATUTCS B 3aMapaLLKy.

Devicteue Il. Bo gBopue B NofHOM pa3rape KOpoJieBCKMit B6an. TaHuyoT
AaMbl 1 KaBanepsbl. [lpuesxaet Mayexa € cectpamu, CECTPbl NPUBEKAIOT BHU-
MaHWe cBoel HeykntoxecTbto. MMogBnsgeTtca lMpuHL. TOCTM TAHUYOT Masypky.
TopxecTBeHHas My3blka CONMPOBOXAAET NPUOLITUE TAUMHCTBEHHOM HE3HAKOM-
KM — 370 3onywka. MpuHL BOCXMUILEH € W npurnawaeT Ha TaHeu. CecTpbl
NbITAOTCS NpUBAEYb BHUMAHME NpUHLA (8yST C anefbCMHamu), Ho Hesycnew-
HO, MNpuHL, He oTxoauT OT 3onywku. OHM He 3aMeyaloT, Kak OexuT Bpems.
BHe3anHO poMaHTMYeCcKuii BanbC-Koaa npepbiBaeTca 6oem yacos. Hactynuna
NonaHoYb. 30nylwKa yberaeT, nOTepsaB XpPyCcTanbHY TydenbKy, KOTOPY NOAHM-
MaeT [NpuHL,.

Devicreue lll. MpuHy, B otyagHum. C NOMOLLBI CanOXHWMKOB OH MpUMepuUn
Tydenbky BceM JamMaM KOpPONEeBCTBA, HO OHA HUKOMY He noaxoauT. MNpuHL, oT-
NpaBnseTCs Ha NMOWMCKM HE3HAKOMKWM B Jafiekue CTpaHbl, HO 6e3ycnewHo. A B
[OMe Mauyexu 301yLIKa BCe TaK Xe 3aHATa AOMALHWMUK AenaMu U BCMOMUHAET
o 6ane. Bopyr npuesxaer MpuHL, OH TpebyeT, 4ToObI BCE XEHLLMHbI MPUMEPUIN
Tydenbky. Ho TWeTHO cecTpbl, @ 3aTeM M Mayexa MbITakTcs HafeTb Tydenbky -
OHa MM De3HajexHOo Mana. 3aMeTus 3onywky, MpuHL Nnpeanaraet npMMepuTb
TydenbKy 1 eli. 301yLKa 0TKa3blBAETCS, HO 3aTEM Y HEe M3 KapMaHa BbiMnagaeT

MEAOAWUSI

BTOpas Tydenbka. MpuHL 3arnsabiBaeT B IMLO AEBYLWKE — 3TO ero nobumas.
Tenepb HUYTO He PasyYUT UX.

LI eTblpe paHHux 6aneta C.MpokodbeBa Ao nocneaHero BpemMeHu bbiin He Tak
n3BecTHbl. Hbto-Mopkckoit Tpynnoit [xopaxa banaHumHa B Haleit cTpaHe
Bnepsble Obln NokasaH «bayoHelli cbiH», B nocnenHue rogel B Poccum 6biim no-
cTaBneHbl 6anetbl «Lllym» n «CmansHoli cKoK», @ My3bika 6aneta «Ha JHenpe»
y Hac 3By4Yana To/IbKO B CUMGBOHUYECKMX KOHLepTax.

Mocne cmeptu C. Osarunesa B 1929 r. Cepxx JIudapeb nepewen B Napuxckyto
onepy, no ero 3akasy lNpokodbes counHun 6anet «Ha [lHenpe», npeMbepa KOTo-
poro coctosnacb B 1932 r. Pabota Hap 6aneTtoM npotekana He COBCEM MMAAKO:
KOMMO3WUTOp M Xopeorpad NoCTosHHO ccopunucb. banet He umen ycnexa u 6bl-
CTPO COLLEN CO CLEHBI.

MpokodbeB COUMHAN paHHWMe BaneTbl, HAXOAACHL 33 FPaHULLEN, M, COrNACHO
3aKJ/II0YEHHBIM KOHTPAKTaM, HeMedsIeHHO MO OKOHYaHMWM COYMHEHWUS MApTUTY-
pa CTaHOBWMNACb COOCTBEHHOCTbIO «POCCULICKO20 MY3bIKA/ILHO20 U30amesnbcmeas,
Haxogasuerocs B [apuxe, KOTOpoe MHOIME rofibl BO3rNaBAsA 3aMeyaTe/lbHbIN Au-
puxep Ceprei AnekcaHaposud Kycesuukuia. Ero 3acnyru B nponaraHze pycckom
MY3bIKM 33 FPaHULEN U KaK OUPUKEPa, U KaK U34aTeNsl COBEPLUEHHO HEOLLEHWUMBI.

MNMocne cmeptn KyceBMUKOro M34aTenbCTBO Mepewsio B COBCTBEHHOCTb aH-
rUMCKor dupMbl «by3u u Xokc», KOTOPOW CTanu NpuUHAZNexaTb BCe npasa
Ha coumHeHuns Cepres MpokodbeBa, HaNMCaHHbIE 3a rpaHuLen. [o3xe, B CBA3M
C WMPOKUM Pa3BUTMEM LeSTeNbHOCTU «Bcecow3Ho2o azeHmcmea no oxpae as-
MOpCKUX npas» W 3aKJYEeHUEM [BYXCTOPOHHWX KOHTPAKTOB CO MHOXECTBOM
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3apybexHbIX M34aTeNbCKUX (QUPM, CTaI0 BO3MOXHbIM MOJyYeHUE HOTHbIX Ma-
Tepuanos U mucrnonHeHne 3tmux counHeHnn B CCCP. Takum obpaszom, B Halem
pacnopsKeHMM OKasanucb NApTUTYpa M OpKecTpoBble ronoca baneta «Ha JHe-
npex», BNepBble NPO3BYYaBLUEr0 HA POAMHE ero aBTopa Ha KoHuepTe B bonbluiom
3ane MOCKOBCKOWM KOHcepBaTopuu B CeHTsibpe 1982 1. u BnepBble 3anMCaHHOMoO
Ha MNACTUHKY.

«/lemom 1930 2., - nucan Npokodbes B cBOEN «Asmobuozpaguus,— no npeo-
JIOMEHUI0 Napuxcko2o “[paHd-onepa” 5 paboman Hao 6anemomM 8 08yxX KAPpMUHAX
‘Ha [Henpe’... nupudeckuli croxem, Komopbili Mbl ¢ NOCMAHOBLUKOM NpudyManu,
6bi1 HE Uenbro, a N08odoM 0719 mo20, Ymobbl NONLIMAMbLCS A0CMU2HYMb NpPo-
NOpUUOHANLHOLU MYy3bIKAIbHO-X0peoz2paguydeckoli nocmpolku... [Tucan 5 My3biKy
J1e2K0 U ¢ y0osonbcmaueM. [To cmunto oHa 6au3ka K “bayodHomy ceity'... Mok nupu-
Ky KOHOWeCK020 nepuoda 3amemuJiu 0ecames iem cnycms, Hy#Ho dymams, dolidem
oyepeds u 0o banema “Ha [lHenpe”s.

(Mabyna baneta HesaTennMBa — 3TO0 xopeorpaduyeckasl MOBeCTb O Kpac-
Hoapmeiue Cepree, BepHyBLUEMCS C BOMHbI B pOAHOE NPUAHENPOBCKOE Ceno.
K coxanenuto, Ceprevi oxnagen K cCBoel HapeyeHHow Hartawe v nonwobun
kpacasuuy Onbry. OgHako pogutenn Onbru pellaroT BblgaTb €€ 3a ApYyroro.
Mponcxoput nomonska Onbru ¢ HEMOBUMBIM €10 YeTOBEKOM, BCMbIXMBAET Mo-
TacoBka Mexay apy3bsmu Cepreq u CTOpOHHWMKaMK >xeHuxa. Cepren Tepnut
nopaxeHue, HO B PuHane baneta caMooTBepxeHHast Hatanbs nomoraet Cep-
reto u ceoen conepHuue Onbre 6exartb U3 cena.

JTa HeCnoXHas MUCTopusl TEM HEe MeHee CMOrna BAOXHOBWUTL [Tpokodbe-
Ba Ha CO3[aHWe 3aMeyvaTeNibHOM MapTWUTYpbl, LEHHOCTb KOTOPOM He TONbKO

MEAOAWUSI

B 6e3ycnoBHOM npeaBocxuuieHnn atmocdepbl «CemeHa Komko», nMpUYeCKUX
OTKpOBEHUMN «Pomeo u [ynsemmsi» U «304yWKU», HO U B UCKITKOYUTENBbHOM
LLeNIbHOCTM KOHCTPYKUmKM (Kak nucan MpokodbeB B «Asmobuozpaguu», «My3bi-
KanbHO-xopeozpaguyeckoli NoCmMpoliku»), HECMOTPS HA «HOMEPHOEe» CTPOeHue
6aneta, B BUPTYO3HOM MO/b30BAHMN OPKECTPOBbIMM KPAacKaMmu, 0COBOM MHTO-
HaLMOHHOM 00agHMM.

CKa3 0 KAMEHHOM uygéemke» — OLHO W3 CaMbIX HALMOHANbHO-PYCCKMX
<( CcounHeHui TMpokodbeBa. B ocHoBYy nubpeTTo (aBTOpbl CLeHapus -
M. MenpenbcoH-IpokodbeBa n banetmerictep J1. JTaBpOBCKMI) MONOXEHbI
cKasbl U3 cbopHuka «Manaxumosas wxkamysnka» . baxoBa «KameHHbIl yeemok»
n «lopHeili macmep». OTaenbHble MOTUBbI NPUBEYEHbI U3 CKA30B «TpuKazquKko-
8ol nodowsl», «O2He8YUWKA-NOCKAKYWKA», «MedHol 20pbl Xo3alikax.

PaboTta Hag My3bikoW GaneTta yBnekna KoMnosutopa. «Ckas» COUMHANCS
B OYEHb CXKaTble CPOKM: MepBble 3CKM3bl Obin caenaHbl 18 ceHTabps 1948 r.,
MapTUTypa OKOHYaTeNbHO 3aBepleHa BecHon 1949 r. [pembepa cnekTakns
B bonbwom Teatpe CCCP coctosinach 12 deBpang 1954 r. B noctaHOBOYHYIO
rpynny 6aneta Bownu banetmenctep J1. Jlapoeckuit, gupwxkep 1. daitep,
XyLoxHuk T. CrapxkeHeukas. [naBHble ponu ucnonHsnu I YnaHosa, B. Npeobpa-
XeHckui, A. Epmonaes.

B croxeTHOM kaHBe GaneTa cnyieTeHbl HECKObKO BeAyWMX NIMHWUIA — naes
BOOXHOBEHHOrO, CBOOGOAHOIO TBOPYECKOro TPyLa, NPOCiaBAeHuEe AyLIeBHOWM
KpacoTbl pycCKOro 4enoBeka, BOCNeBaHME BENMYUS U MOLLM PYCCKOW MpUpOAbI
M TeMa BEPHOM, BCe Npeoo/eBatoLLen obsu.
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B nepuop pabotbl Hap 6anetom kKomnosuTop nucan: «5 npudepxusa-
10Cb M0o20 ybexdeHus, 4mo KOMNO3Uumop, Kak U noam, 8asmess, ¥usonuceu,
npu3eaH caymums yenoseky u Hapody.. OH, npewode 8cez2o, 0653aH Obimb
2PAHOAHUHOM 8 CBOEM UCKYCCM8e, 80CNE8AMb YE08EYECKYH HU3Hb U 8ecmu
yesnogeka K cgaemsiomy bydyuiemy...

Kak u e ceoux npedeidyuiux 6anemax, 8 “KameHHoM usemke” 8 cmpemMuscs
K moMmy, ymobbl Haw 3pumess yguden HA CUEHEe 3HAKOMbIX eMy No CKA3Kam
nepcoHamel He MoJbKo MAaHUyuWUMU, HO 4y8CM8YIUUMU, NEPEHUBAIOULU-
MU, 8OJIHYIOWUMU €20 C8OUMU 20pecmsiMu u padocmsamu. B ceoeli my3svike 5
Ucnos1630801 ypaabCKUue HapoOHble NECHU».

Mys3bika 6aneta «Ckad3 0 KAMEHHOM ygemkKe» NOCTPOEeHa Ha Pa3BUTUM Sp-
KMX, BbIMYKJbIX TEM-00PA30B, XapakTePU3YHOLLMX BAXKHENLLNX NEPCOHAXKEN
baneta.

3BYKOBOM NOpTpeT MacTepa-yMenbua [aHnabl 06pmMcoBaH rpynnon Tem,
NoJly4yaroLLmMX LWMPOKoe CMMQPOHMYECKOE pa3BUTME B My3blKe CNeKTaKAs.
MepBas TeMa [JaHunbl BbIpaXKaeT CMOKOMHYIO CUJTY M KPACOTy 3TOro obpasa.
JTo TeMa TBOPYECKOro Tpyaa, co3maaHma. LLnpokas u HaneeBHas, MHTOHa-
UMOHHO 6511M3Kag pyCcCKOW HAapOAHOM MecHe, OHa M3faraeTcs B OpKecTpe
CcTpyHHOM rpynnoi. CocpenoTtoyeHHas, HeToponanMBas BTopas TeMa CBsi3a-
Ha C NOMCKaMM XMBOTO LBeTKa, CTaBlero npoobpa3om KamMeHHOro LgeTka.
CnoBHo npusagymancs aHuna, Xo4eT «NoJIHyH CUay KAMHS CAMOMY NOCMO-
mpeme U 1t005M NOKA3dMb».

TpeTbs, B3BOIHOBAHHAsA U CTPEMUTENIbHAs TeMa pucyeT npouecc paboTbl
HOaHunbl Hap ManaxmtoBbiM KaMHeM. KOMNO3UTOp HasbiBan 3Ty TeMy «bOy-
paBYMKOM» U BOCMPOM3BEN B HEM CTYK MOJIOTKA No 3ybuny.

MEAOAWUSI

B ranepee TOHKO BbINMUCAHHBIX, MO3TUYHBIX U KPUCTASIBHO YMCTBIX XKEHCKUX
06pa30B, CO34aHHbIX M BOCNETbIX KOMMO3UTOPOM B ero H6aneTHbix covmHe-
HUax, KaTeprHa BblAeNSeTcs NogyepKHYTO HALMOHANbHOM XapaKTePUCTUKOM.
O6pa3 npocTov pycckor OeBYLIKU BO3HUKAET TO B 3aJyMUMBLIX, TO B OXMB-
JIEHHbIX M PafoOCTHbIX Menoamax. Tema, 3Byyallas npu nNepBoM MOABAEHUMU
KaTepuHbl, 0TIM4aeTcs NPOHMKHOBEHHOM NMMPUKOM M 3ayLIeBHOCTbO. B kap-
TMHE MOMONBKM, B CLeHe npowaHusa KatepuHbl ¢ nogpyraMmM KOMMO3UTOP
BBOAWT NOAJIMHHYIO YPaNbCKYK MECHK «Bocxo0um KpacHO COTHbIWKOX.

Tema nto68u OaHunbl n KatepuHbl — 04HO U3 NpeKpacHEeNLWNX TMPUYECKNX
oTKpoBeHuii MNMpokodbesa. [poobpa3oM 370N TEMbI NOCAYXKUIA paHee Hanu-
CaHHag KOMNO3UTOPOM dopTennaHHas nNbeca «Beyep», BKNOYEHHas B COOPHMK
«llemckas my3bika», cod. 65.JInpmnyeckas HenoCcpenCcTBEHHOCTb, 334y LLEBHOCTb
M IpKas 3MOLIMOHANLHOCTb CAeNanu 3ToT 06pa3 OAHMM M3 3HAYUTENIbHENLLNX
B Oanete. 3n0e Havano, XeCTOKoCTb M beccepaeyme BOMOLLEHbI B 0Opase
npukasumka CeBepbsiHa. B ero MysbikanbHOM XapakTepucTuke npeobnasaroT
XecTkne puTMbl, 060CTPEHHbIE TAPMOHUYECKNE KOMIIEKChI.

MHasg MHTOHALMOHHAA XapaKTEPUCTMKA Y (AHTACTMUECKMX MEePCOHAXeN
nnpexnae Bcero y Xo3ankn MegHow ropbl. OCHOBHbIM ApaMaTypruyeckum cTepx-
HeM GaneTa ABNSETCS BENMYECTBEHHASA M ropaas Tema Xo3anku MegHow ropel,
O/IMLETBOPSAIOLLASA KPACOTy M MOLLb pycckor npuponbl. COUMHEHUE STOM TeMb
poctasuno lMpokodbeBy Gonblioe TBOpYeckoe yaoBonbCcTBME. baneTmencrep
J1aBpOBCKMIA BCMOMUHAET UCTOPUIO KPOXKAEHUSA» TeMbl X0O39MKU: «B380/1HO8AH-
Hbil, 836y00paxeHHbil, QUPUXUPYS HAG X00y mMpocmobto, OH BbICMpbIMU WaA2amMu
wen MHe Hagcmpeuy. ‘Bbl 3Haeme, — KPUKHY/ OH MHe, — Hawen memy Xo3aiiku. Bom
oHal” U lpokogees nponen mHe ecmynaeHue K 6anemy, QUPUXUPYS MPOCMbIo,
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C/108HO neped HUM 6bin uenvili opkecmp. “Temy 6ydym uepame mpy6esl’, — cKazan
oH».[lpyras CTopoHa XapaKTepuCTMKM 0bpasa Xo3ankm — beckoHevHas nobpoTa
W OylieBHas WeApoCTb K MPOCTbIM NIDAAM — BblpaXeHa BO BTOPOM TeMe — Na-
CKOBOM, TPENETHOM, BKPaA4YMBOM, KOTOPYI KOMMNO3UTOP NOpYyYaeT CONMUPYIOLLEHN
(dnenTe, 3aTEM KNIApPHETY B CONPOBOXAEHMUM CTPYHHOM rpynnbl.

My3bika K «Cka3zy o KameHHOM ygemke», HanucaHHas pyKoi 3pesioro Ma-
cTepa, AOCTOMHO 3aBepLlunaa TBOPYECKMI NyTb XYAOXHMKA, AABLIEr0o MUpPY
Takue wepnespbl, Kak «Pomeo u [xynsemma» v «BoliHa u mup», CegpMas
cumboHuUa U «AnekcaHdp Hesckuliix.

KpaTtkoe copepxaHue 6anera

DevictBue . [laHnna — yYyeHUK M NpUEMHbIM CbiH CTaporo Macrepa-rpa-
HUMbLLMKA YpanbCKUX caMouBeToB [lpokonbMya - CcyMTaETCd NyyLUM
«bapuHoO8bIM yMebueM».

Mo npukasy 6bapuHa [daHuna Bbipesan u3 rbidbl Manaxmra dYawy. OgHa-
KO KaMHepe3 HefoBoNeH cBoen paboTol. [pycTHbIX AyM [IaHMAbl HE MOXET
pa3BesiTb AaXe MbICNb O ero Npeacroswein NnoMosnBKe.

...B n36e OaHnnbl npasgHyetcs noMoneka KatepuHbl u Janunel. KatepuHa
npowaeTcs ¢ NoApYXKaMu. FOCTM UCNONHAIOT CTapUHHbIE 06PSA0BbLIE TaHUbI.
B pasrap Becenbs B 30y BpbIBAETCS XXECTOKMI M 37101 NpuKasumk CeBepbsiH.
OH TpebyeT y [laHWnbl BbICEYEHHYIO U3 ManaxuTa Yawy. HecMoTps Ha yrposbl
CeBepbsHa, JaHnna oTkasbiBAeTCS BbINOAHUTL TPEOOBAHWE NPUKA3YMKA...

MNocne yxopa CeBepbsHa Npokonbuy pacckasbiBaeT CTapuHHOe npepa-
HMEe O MOryL,ecTBeHHOM Xo3srike MegHOM ropebl, BO BIAAEHUSX KOTOPOM €CTb
YyyOeCHbIM KaMeHHbIM LBeToK. KoMy nocyactnmBuTCcs yBMAETb 3TOT LBETOK,

MEAOAWUSI

TOT CTAHEeT NOAJIMHHBIM MacTepPOM, MOCTUTHET BE/IMKOE MCKYCCTBO CO34aBaTb
KpacoTy. [laHnna Bo BNacTu nereHabl. YoapoM mMonota KamHepes pasbusaer
CBOK MaNIaxMTOBYHO YAy U YXOAMUT B rOpbl.

Deiictue Il. Xo3aika MepgHol ropbl oTkpbiBaeT [laHune cBou 4eptoru u no-
Ka3blBaeT HeCMeTHble COKpoBMLLa. CBEPKAKOT M NepenmBaloTCs AparoLeHHble
KaMHW, BECENAT [N1a3 pKne CaMoOLLBETbL...

[aHunna 3aknmMHaeT Xo34MKy NokKasaTb €My KaMeHHbIM LBETOK. X03aMKa
noaBepraeT MacTepa pasNUYHbIM UCMbITAaHUAM, NPOBEpPSsS CUIy ero nbBu K
KatepwuHe, cTorikocTb nepeg, cobnasHom 6oraTcTea. [laHmMna BblAepXMBAET BCE
MCMbITaHUA, M Toraa X0351MKa NOKA3bIBAaET €MY KaMEHHbIN Yya0-LBETOK.

...KatepuHa, otBepras aomorartennsctsa U npecnegoBaHuna CeBepbsHa, npe-
[aHHO XIEeT CBOero nponasLwero 6e3 BecTu XeHuxa.

Deiictue lll. ...B nonckax Oanunbl KatepmuHa npuxoaut Ha apmapky. Moet
6orkas Toproens. CeBepbsH, OKPY)KEHHbIN LibIraHAaMMU U MbSIHULAMM, NPUCTAET K
KaTtepuHe, HO Ha ee 3alLmMTy BCTaeT Hapos, U KatepuHa yberaer.

B spoctn CeBepbsiH 6pocaeTcs 3a Hei, HO BMecTo KaTepuHbl nepen HUM
0OKa3bIBaeTCA... caMa Xo3aika MegHo#n ropel. OHa yenekaeT CeBepbsiHa B ropbl.
30ech 3n104e9 HacTUraeT BO3Me3aMe: OH NPOBaNMBAETCS B 3EMJIH, PacCTynmB-
LIYHOCS MO BeNEeHMI0 XO35MKM.

Deicteue IV. B necy KatepuHa rpyctut o [aHune, n3 Koctpa BApYr nosis-
naetcs ckasouvHoe cyuwectBo OrHeByLWKA-MOCKaKyLWKa, MAaHUT ee 3a cobow
M NPUBOAMT B LAPCTBO X0351MKM MeaHOM ropel.

KatepuHa, HakoHel, BCTpeyvaeTcs ¢ JaHnnon, kKotoporo Xo3ainka ocBoboxaa-
€T 0T Yap U, Weapo ofapwme, OTNYCKAET M3 HeAp rop K noaam. Bce npusetcTeytoT
MOI00r0 MacTepa, NO3HaBLUEro BeAnYanLLyr TalHy U pafoCTb TBOPUECTBa.
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r eHHapgui PoxxpectBeHckuin (1931) — oguH 13 BbIAAIOWNXCS AMPUXKEPOB CO-
BPEMEHHOCTH, BeNMKM MascTpo, yOOCTOEHHbIM BCEX BO3MOXHbLIX Harpag,
n noyecteil. B ero peneprtyape 6onee 2000 coumHeHuU, n3 koTopbix okoso 500 -
poccuitckne npembepbl, 6onee 300 — MupoBbie. A N0 KOAMYECTBY 3anncen emy
HeT paBHbIX B Mupe: B poHoTeke I. PoxxpecteeHckoro okono 800 HaMMeHoBaHUIA.

bnaroponHoe 6e30roBOpoOYHOE CNy)XeHWe My3blke Bcerga Obuio rMaBHbIM
ans leHHagma PoxpaectBeHCKoro. BocnuTbiBasCb B CeMbe WM3BECTHbIX My3bl-
KaHTOB - poccuiickoro aupuxkepa Hukonas AHocoBa v nesuubl Hatanuu
PoxaecTBeHCKOM, OH Ha4Yan 3aHMMATbCA My3blKOM € wectu net. OkoHuun LleH-
TPaNibHYK MY3bIKa/bHYH LUKOY NMPU KOHCEPBATOPUM KakK MUAHMCT NO Knaccy
J1.H. O6opwHa, B 1950 . K HEMY XX€e MOCTYNWMA B KOHCEPBATOPMIO U NapaaieNbHO
33aHMMANCA AUPUXKMPOBAHMEM MOA PYKOBOACTBOM OTLA.

B 20-neTHeM Bo3pacte I PoxxaecTBeHCKMIA BNepBble BCTaN 3a Ny/bT OpKeCTpa
bonbworo Teatpa. byayuu ewe CTyoeHTOM KOHCEPBAaTOPWUW, OH AMPUNKUPOBA
6anetom IN.U. Yankosckoro «Cnguwas kpacaguyad» 6e3 naptuTypbl! JanbHenwas
apTUCTMYecKas XXu3Hb PoXXaeCTBEHCKOrO Ha NPOTSKEHMU MHOTUX neT Bbina cBs-
3aHa ¢ bonblKnM TeaTpoM, roe oH paboTan cHavana 6aneTtHbiM (1951-1960 rr.),
onepHbiM (1978-1983 rr.), rnaBHbIM anpuxepom (1965-1970 rr.), a ¢ ceHTs-
6ps 2000 r. no nioHb 2001 r. 3aHMMaN NOCT reHepanbHOro Xy4oXKeCTBEHHOro
ampektopa bonbworo teatpa. OH NOCTaBMA MHOXECTBO CMEKTaK/en, CTaBLUMX
BMOCNEACTBMU «30/10TOM KONNEKUMENH» NPOCNaBNEHHOrO KonnekTuBa. Bnep-
Bble Ha cueHe [AbTa B ero noctaHOBKe Mpo3By4Yanu onepbl «Yesnoseyeckuli
eonoc» @. Mynenka (1965), «Con 8 nemHwrw Houe» b. bputteHa (1965), 6bina
ocyuiecTsneHa MupoBas npembepa onepbl C. lNpokodbeBa «M2pok» BO BTOPOM
ABTOPCKOM pefakLmu,
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3a bonee yeM NONYBEKOBYK TBOPYECKYK AEATENIbHOCTb POXAeCTBEHCKUM
Obln1 TakXKe XyO0XKeCTBEHHbIM PYKOBOAMTENEM U [MaBHbIM AUpuxepoM bonb-
woro cuMdoHUYeckoro opkectpa LleHTpanbHoro TeneenaeHns u BcecoosHoro
pagno (1961-1974 rr.), ¢ KOTOpbIM Cbirpas OrpOMHOE KOIMYECTBO MpemMbep
penKO MCMOJSIHEMOM My3blKW, BCErAa TPAHC/IMPOBABLUMXCA B NPSIMOM 3dupe;
locynapcTBEHHOro CMMMOHMYECKOrO opkecTpa MuHuctepctBa kynbtypbl CCCP
(1982-1992 rr), c KOTOpbIM OblIM CO3AaHbI YHMKANbHbIE MOHOrpadumyeckme
KOHLLepTHble NPOrpaMMbl 1 BbIMyLEHbI 3aMMcK Bcex cMMdOHUIM bpykHepa, Ma-
nepa, [nasyHosa, LLlocTakoBuya.

PoxxpecTBeHCKUM BbI1 TaKXKe My3bIKanbHbIM pyKoBoAgMTeNeM MoCKOBCKO-
ro KaMepHOro My3blkanbHoro Teatpa (1974-1985 rr.), roe B coTpyaHuMyecTse
c pexuccepoM bopucom MoKpoBCKMM Obliv BO3pOXAEHbI onepbl «Hoc»
L. WocTtakoBunua u «lMoxoxodeHus nogecsi» N. CtpaBMHCKOro. MasacTpo pabo-
Tan NpakTUYeCcKM CO BCEMU 3HAMEHUTbIMU OpPKEeCTPaMun MUpa, Obla rMaBHbIM
anpuxepom CTOKronbMCKOro cMM@OHUYECKOro opKecTpa, pykoBoAuA Opke-
ctpamu BBC B JloHOoHe, BeHCKMM CMMBOHMYECKNUM OpKECTPOM, TOKUIMCKMUM
OpKecTpoM «Momuypu», NMOYETHbIM [UPUXKEPOM KOTOPOro OH SABASIETCA
n cenyac.

C 1976 r. I. PoxpectBeHckui — npodeccop MOCKOBCKOM KOHCEpPBATOPUM,
MHOTMe ero TanaHTMBbIE YYEHUKM TaKxKe CHUCKanKU cebe cnaBy Ha Aupwxep-
CKOM monpuuue.

MouyeTHbI uyneH LlBeackon KOponeBCKOM akagemMuum M AHIMMIACKOM KO-
poneBCcKOM akagemmu My3bikm (C 1975 r), naypeaT MHOXeCTBa POCCUMACKMX
M MHOCTPaHHbIX Npemuii: B 1970 r. eMy 6bina npucyxaeHa JleHnHcKas npemus
3a paboty Hag 6anetoM Apama XauatypsiHa «Cnapmaks, B 1976 1. npucBOEHO
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3BaHue HapogHoit aptuct CCCP. Oupwkep HarpaxaeH bonrapckum opaeHoMm
Kupunna n Medopus, dparHuysckum OpgeHom [MoyeTHoro JlernoHa, opaeHoM
«3a 3acnyau neped Omeyecmgom» IV ctenenun (2001), 3a Bkiag B pa3ButHne My-
3bIKaNIbHOW KyNbTypbl ANOHMKM cTan kaBanepom OppeHa Bocxogsuero ConHua
(2001).

Obnapas HesaypsioHbIM NUTEpPaTypHbIM AapoM, PoxaecTBeHCKU Hepenko
BbICTYNan nepej, CBOMMMU KOHLEPTaMMU C MOSICHEHWUSIMU K UCMOMHSIEMbIM Mpo-
rpammam, Kotopble cobpaHbl B KHure «/Ilpeambynei» (HaumHasa ¢ 1974 r.). OH
ABTOP KHUT O My3bIKe U AUPWMXKEPCKOM UCKYCCTBE «Jupumepckas annaukamypas,
«Mbiciu 0 My3bike», « Tpey20bHUKUY.

MpaHuy3CcKMit cKpunad, KuHemaTtorpadguct u nucatens bpyHo MoHCeHXOH
(cozpatenb Tenedunbmos o lasunae Onctpaxe, Meryam MenyxuHe n Ceatocnase
PuxTepe), Ha NpOTSXKEHUM TpUALATU NeT BOCXMLLABLIMIACA TBOPYECTBOM PoX-
LLeCTBEHCKOr0, CHAN GWUIbMbl O CBOEM KyMUpe: «PoxdecmaeHckuli dupuxupyem
‘Mepmeeimu Oywamu”» w «leHHaduli PoxodecmeeHckul, npogeccus - oupuxep
opkecmpax.

Peneptyap, NpakTM4yeCcKn He 3HALWMIA CTUNIEBbIX M XPOHOOMMYECKUX rpa-
HWLL, TPaHAMO3HbIN CIMCOK ChIrPAHHbIX NPEMbEP, UCMOMMHCKAN Cuia yoexaeHns
B MHTEpNpeTauun NpousBefeHuit CaMbiX Pas3NnYHbIX XaHPOB, NOPa3uUTeNbHas
3pYAMLMS, YYTKOE YYBCTBO TeaTPasbHOCTU He TOMbKO MpW UCMONHEHWW onep
1 6aneToB, HO M B KOHLLEPTHbIX 3a71aX 3aKpennsioT 3a PoXXaeCcTBEHCKMM XapakTe-
PUCTUKY AMpuKepa-uHTenektTyana. OtoaBas LOMKHOE pycCckor U 3apybexxHowm
knaccuke, leHHaguin Hukonaeewy Bcerga SIBNSNCS BENUKONEMHbIM MHTepnpe-
TaTOPOM HOBOW My3blkM — OT [pokodbeBa fo LLHUTKe. OH BOWeNn B UCTOPUIO
KaK OAMH U3 AUMPWXEpPOB-HOBATOPOB, NPOMAraHAMCTOB COBPEMEHHOM My3bl-
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Ku. Masctpo 6bin nepBbIM ucnonHutenem npousseneHunin [. LloctakoBuya,
C. Mpokodbesa. MNog ero ynpaeneHneM npo3ByYaam NpemMbepbl NPON3BELEHUN
KpYMHEeMWwnX KOMMNOo3MTOpoB coBpeMeHHocTu: A. Dwnas, P. WenpuHa, C. Cno-
Humckoro, C. TybanpgynuHon, b. Tuwenko, I Kanuenu, A. LHutke, 2. eHncosa,
MHOIMe U3 KOTOPbIX NMOCBATUAM EMY CBOM COUMHEHUS. OCTpoe OLLyLeHUe 0co-
6eHHOCTEeN COBPEMEHHOIO MbILUIEHUS — OTAUYUTENbHAS YepTa 3TOro mMacrepa.
Heytonumas nto603HaTeNbHOCTb My3blKaHTA, €ro BbicoYanwas TpeboBaTtenb-
HOCTb K KQuyeCTBY MCMONHEHUS, paHTacTUYeckas paboTocnocobHOCTb, a Takxe
CNocoBHOCTb MIHOBEHHO CXBaTblBaTb M NepefaBaTb OPKeCTpy CyTb 060ro Ho-
BOMO CTWNS, NOpa3uTeNbHas BNEYATAUTENBHOCTb U MOCTOSIHHas BOONEHHOCTb
B COUYMHEHMS, KOTOPbIE OH UCMOMHSAET, — BCE 3TU Ka4yeCcTBa NO3BOJISKOT OTHECTH K
OMpUXepY BEPAMKT, KOTOPbIA B OAHOM M3 MHTEPBbLIO OH «BbiHEC» C. [pokodbe-
BY: «...CBEpX2eHUaneH I»

My3bika C. [TpokodbeBa — 0AMH M3 BaXXHENLWMX IEUTMOTUBOB TBOPYECKOM
6uorpadumm ampuxepa I. PoxpectBeHckoro. OH c geTcTBa 6GOroTBOpusl KOM-
MO3MTOpa M [axe ropAMacs Tem, YTO MMeN BHellHee CXOACTBO C MOJIOAbIM
Cepreem lMpokodbeBbIM. baneT «3osywka» 6bln AMNNOMHOM paboToi MONOLOro
OMpuxXepa, a 3anucb CHoOUTbl U3 3Toro H6aneta — nepeow nnactuHkou I Poxpae-
cTBeHckoro. B 1959 r. nop, ynpasneHneM 28-neTHero Masctpo B JlIeHUHrpaae
coctoanacb npembepa KoHuepta N2 4 gns ¢poptennaHo ¢ opkectpoMm. B panb-
HelMLweM OMpuxep NepBebiM B MUpe 3anuncan 6anetbl [pokodbesa «Ha [Henpe»
W «bsyOHbIl CbIH», BEPHYN HA CLEHY OpKecTpoBble ClouTbl «1941 200», «CHbl»
n «CUM@OHUYECKas NecHb», UCNONHWA U 3aNMCan BCe COMMHEHUS KOMMO3UTOPA:
CUMGbOHUK, ONEepbl, OPAaTOPUN, CHOUTbI, TEATPASIbHYK MY3bIKY, MHCTPYMEHTANb-
Hble KOHLEepTBI.
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The Prodigal Son, version of 1929
Temptress - Felia Doubrovskaya,
Prodigal Son - Serge Lifar

«bnyOHbIll coiH», NocTaHoBKa 1929 .
CobnasHutenbHuua - Oenus ybposckas,
bayaHbin cbiH — Cepx JIndapb
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Romeo and Juliet, version of 1946
Juliet - Galina Ulanova, Romeo - Mikhail Gabovich, Friar Laurence - Alexei Bulgakov
«Pomeo u Jynsemmas, noctaHoBKa 1946 r.
[xynbetTta - fanuHa YnaHosa, Pomeo — Muxaun fa6osuy, JlopeHuo - Anekceit bynrakos 57
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Romeo and Juliet

Juliet - Galina Ulanova, Romeo - Mikhail Gabovich
«Pomeo u [wynsemmas
[xynvetTa - [anuHa YnaHoBa, Pomeo — Muxdawnn labosuy 58
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Romeo and Juliet, version of 1946
Juliet - Galina Ulanova

«Pomeo u [Jynsemmas, noctaHoBka 1946 r.
IxynbetTta — lannHa YnaHoBa 59
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Romeo and Juliet, version of 1946
Tybalt - Alexei Yermolayev, Mercutio - Sergei Koren, Romeo - Yuri Zhdanov
«Pomeo u [rynsemma», noctaHoBKa 1946 r.
Tubanbp - Anekcen Epmonaes, Mepkyuuo - Cepreit KopeHb, Pomeo - KOpuii XXpgaHoB 60
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Romeo and Juliet, version of 1979

Juliet - Natalia Bessmertnova,

Romeo - Alexaner Bogatyryov

«Pomeo u yneemmax, noctaHoska 1979 r.
Ibxynbetta — Hatanua beccmepTHOBa,
Pomeo - Anekcanap boraTbipes
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Cinderella, version of 1945
«3onywika», noctaHoBka 1945 r.
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Cinderella, version of 1945
Cinderella - Olga Lepeshinskaya
«3onywika», noctaHoBka 1945 r.
3onywka - Onbra JlenewunHckas 63
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Cinderella, version of 1945
Cinderella - Olga Lepeshinskaya
«3onywka», noctaHoBka 1945 r.
3onywka - Onbra JlenewunHckas 64
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Cinderella, version of 1945
«3osywka», noctaHoBka 1945 r. 65
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Cinderella, version of 1945
Cinderella - Raisa Struchkova, Prince - Mikhail Lavrovsky
«3o/ywka», noctaHoBka 1945 r.
3onywka - Panca CrpyukoBa, MpuHy, - Muxaunn J1aBpoBCKui 66
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Cinderella, version of 1945
The Stepmother - Elena Vanke, the Stepsisters — Tatiana Popko, Natalia Pozdnyakova
«30/1yuwKa», noctaHoBka 1945 r.
Mnapwasg cectpa - TatbsiHa [Nonko, Mauexa - Enena BaHke, Craplas cectpa — Hatanbs MNo3aHskoBa 67
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The Tale of the Stone Flower, version of 1954
«Cka3z o kKaMeHHOM Usemkes, nocTaHoBKa 1954 .
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The Tale of the Stone Flower, version of 1954
«Cka3z o kKaMeHHOM usemke», nocTaHoBKa 1954 . 69



p>

MEAOAWUSI

BALLETS |
PROKOFIEYV

The Tale of the Stone Flower, version of 1954
Katerina - Galina Ulanova, Danila - Vladimir Preobrazhensky,
the Mistress of the Copper Mountain - Nina Chorokhova
«Cka3z o KaMeHHOM Usemkes, nocTaHoBKa 1954 .
KaTtepuHa - [anuHa YnaHoBa, daHunna — Bnagumup MNMpeobpaxeHCKuit,
Xo3sika MegHow ropsl - HuHa Yopoxosa 70
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The Tale of the Stone Flower, version of 1959
Katerina - Ekaterina Maksimova, Danila - Vladimir Vasiliev
«Cka3z o kKaMeHHOM usemkes, nocTaHoBka 1959 .
KaTepuHa - EkaTepuHa MakcumoBa, [laHuna - Bnagumup Bacunbes 71
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The Tale of the Stone Flower, version of 1959
«Cka3z o kKaMeHHOM usemkes, noctaHoBKa 1959 r. 72
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The Tale of the Stone Flower; version of 1959
Severyan - Vladimir Levashov, the Mistress

of the Copper Mountain — Nina Timofeeva
«Cka3z 0 KAMeHHOM Ugemkes, NoCTaHoBKa 1959 1.
CeBepbsH — Bnagnmup Jlesaluos,

Xo3siika MenHo# ropbl — HuHa Tumodeesa
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CUMDOHUU

Cumdonusa N2 1, cou. 25
Cumdonmsa N2 2, cou. 40
Cumdonnsa N2 3, cou. 44
Cumdonma N2 4, cou. 112
Cumdonmsa N2 5, cou. 100
Cumdonmsa N2 6, cou. 111
Cumdonnsa N2 7, cou. 131

bonbLioi cumboHnYeckuit opkectp
paamo u TenesuaeHns CCCP
[upwxep leHHagui
PoxxpecTBeHcKkui

3anucu 1965-1967 rr.

SYMPHONIES
Symphony No. 1, Op. 25
Symphony No. 2, Op. 40
Symphony No. 3, Op. 44
Symphony No. 4,0p. 112
Symphony No. 5, Op. 100
Symphony No. 6,0p. 111
Symphony No. 7,0p. 131

The USSR State Radio and TV
Symphony Orchestra

Conductor Gennady Rozhdestvensky
Recorded in 1965-1967

MEL CD 1001797

KOHLUEPTbI 419 ®OPTENUAHO
COPKECTPOM

Konuept N2 1, cou. 10

KoHuepT N2 2, cou. 16

KoHuept N2 3, cou. 26

KoHuepT N2 4, cou. 53

KoHuepT N2 5, cou. 55

Bnagnmup Kpaiites
CnmdoHUYecKnit opkecTp
MockoBckoW GrnapmMoHum
Lupwxep Omutpuin KutaeHko
3anucn 1976,1981 1 1983 rr.

CONCERTOS FOR PIANO AND
ORCHESTRA

Concerto No. 1,0p. 10
Concerto No. 2,0p. 16
Concerto No. 3,0p. 26
Concerto No.4,0Op. 53
Concerto No. 5,0p. 55

Vladimir Krainev

Moscow Philharmonic Symphony
Orchestra

Conductor Dmitri Kitayenko
Recorded in 1976,1981 and 1983

MEL CD 1002227

UrPoK
Onepa B 4-x pencTausx, cou. 24

Bnapumup Maxos, HuHa Monsikosa,
[eHHaami TponuKui

Conuctbl, Xop U CUMPOHUYECKMIA
opkecTp BcecotosHoro paano
Hupwxep leHHagmn
PoxxpecTBeHCKMiA

3anucb 1963 .

THE GAMBLER
Opera in four acts, Op. 24

Vladimir Makhov, Nina Polyakova,
Gennady Troitsky

Soloists, choir and symphony
orchestra of the All-Union Radio
Conductor Gennady Rozhdestvensky
Recorded in 1963

MEL CD 1001271
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NIOBOBb K TPEM ANEJIbCMHAM
Onepa B 4-x peicrusax 10 kapTuHax,
coy.33

Bnagmumup Maxos, Jlloums Pawkosel,
BukTop PbIGUHCKMIA

Conuctbl, Xop M CUMDOHUYECKMI
opkectp BcecotosHoro paauo
Lupwxep Dxeman-dnamH Oanrat
3anucb 1961 r.

THE LOVE FOR THREE ORANGES
Opera in four acts ten scenes, Op. 33

Vladimir Makhov, Lutsiya
Rashkovyets, Viktor Rybinsky
Soloists, choir and symphony
orchestra of the All-Union Radio
Conductor Dzhemal Dalgat
Recorded in 1961

MEL CD 1001944

SEMYON KOTKO

CEMEH KOTKO
Onepa B 5 peiicTBusx, 7 KapTuHax,
cou.81

Hwukonait [peco, JltogMuna fenosaxwm,
Hukonai MaHyexuH u ap.

Xop, CMUMPOHUYECKMI OpKeCTp
Bcecoto3Horo panno

[upwxep Muxann Xykos

3anucb 1960 T.

SEMYON KOTKO
Opera in five acts, seven scenes,
Op 81

Nikolai Gres, Lyudmila Gelovani,
Nikolai Panchekhin etc.

Choir and orchestra of the All-Union
Radio

Conductor Mikhail Zhukov

Recorded in 1960

MEL CD 1002120


https://itunes.apple.com/ru/album/prokofiev-symphonies/id687507541
https://itunes.apple.com/ru/album/prokofiev-piano-concertos/id844730738
https://itunes.apple.com/ru/album/prokofiev-the-gambler/id758701789
https://itunes.apple.com/ru/album/prokofiev-love-for-three-oranges/id896245547
https://itunes.apple.com/ru/album/prokofiev-semyon-kotko/id902651921

Jetrothal in

OBPYYEHUE B MOHACTbIPE
Jupuko-koMuueckas onepa B 4-x
nencTemnax, cou. 86

Hwukonait KopwyHos, BaneHtuHa
KaesueHko, Tamapa SHko
Conuctbl, Xop M OpKecTp
[ocynapcTBEHHOTO My3bIKaNbHOMO
Teatpa uM. K. CraHncnasckoro

u B. Hemnposuya-laHueHko
Iupwxep Kamun Aboynnaes
3anncb 1963 r.

BETROTHAL IN A MONASTERY
Lyrico-comical opera in 4 acts,
Op. 86

Nikolai Korshunov, Valentina
Kaevchenko, Tamara Yanko
Soloists, choir and orchestra

of the State Musical Theatre

of Stanislavsky and Nemirovich-
Danchenko

Conductor Kamil Abdullayev
Recorded in 1963

MEL CD 1001849

SERGEI FEOKOFIEY
= W

W A Rya~vg PEACE

BOVHA U MUP
Onepa B TPMHAALATU KapTMHAX
¢ anurpacdom, cou. 91

HOpui Masypok, lanmHa KanuHuHa,
Anekcanap BenepHukos
Conuctbl, xop v opkectp bonbworo
TeaTpa

Nupwxkep Mapk pmnep

3anncb 1982 .

WAR AND PEACE
Opera in thirteen acts with an
epigraph, op.91

Yuri Masurok, Galina Kalinina,
Alexander Vedernikov

Soloists, choir and orchestra of the
Bolshoi Theatre

Conductor Mark Ermler

Recorded in 1982

MEL CD 1001444

Prokofiev
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e

=

Cantara rom Tug, X¥1n
ANNIVERSARY OF THE
Ocronen Revororion &
Scyrman SoiTe
Moscow Philharmonic
Symphony Orchestra
State a Capella Choir

conductor "

KAHTATA K XX-JIETUIO OKTSBPA,
coy. 74

ANA W IOJIINIA, CKUDCKAS
CHOUTA, cou. 20

PecnybnukaHckas xopoBas kanenna
CUMdOHMYECKMI OpKecTp
MockoBckoi GpunapMoHum
Oupuxep Kupunn KoHgpatwmn
3anucn 1967 n 1974 .

CANTATA FOR THE 20™
ANNIVERSARY OF THE OCTOBER
REVOLUTION, Op. 74

SCYTHIAN SUITE “ALA ET LOLLY”,
0p.20

Yurlov State Academic Choir Capella
of Russia

Moscow Philharmonic Symphony
Orchestra

Conductor Kirill Kondrashin
Recorded in 1967 and 1974

MEL CD 1000981

SERGEI
PROKOFIEV

ANEKCAHP HEBCKUH

KaHTaTa ans MeLLo-conpaHo, xopa
1 opKecTpa, cou. 78

30PABULIA

KaHTaTa 18 cMelwaHHoro xopa

M OpKecTpa, cod. 85

INapuca AHppeeBa
locynapcreeHHbI CMdOHUYECKUi
opkectp CCCP

PecnybnukaHckas xopoBas kanenna
Iunpwxep EBrenunin CeetnaHos
3anucm 1966 1 1980 .

ALEXANDER NEVSKY

Cantata for mezzo-soprano, chorus
and orchestra, Op. 78

ZDRAVITSA (Hail to Stalin)
Cantata for chorus and orchestra,
Op. 85

Larisa Andreeva

The USSR State Symphony
Orchestra

Yurlov State Academic Choir Capella
of Russia

Conductor Evgeny Svetlanov
Recorded in 1966 and 1980

MEL CD 1001831

SERGEI PROKOFIEV

Piano Sonata No. 2

EMIL GILELS

COHATA ANg ®OPTEMMAHO N2 2,
coy.14

Smunb MMnensc

3anncb 1950 T

PIANO SONATANO. 2,0p. 14
Emil Gilels
Recorded in 1950

GPR 12201
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