Prokofiev. March from The Love of Three Oranges

Sergei Prokofiev grew up and developed as a musician in the turbulent culture of the 1910s, the time of great
social and cultural upheavals for all of Europe. He found himself forging his musical identity precisely at the
same time as Russian art was experiencing an identity crisis of its own, with its conservative foundation being
assaulted by the radical avant-garde and its mosaic of movements that included futurism (Mayakovsky,
Khlebnikov), literary formalism (Shklovsky, Jacobson), suprematism (Malevich), and numerous other “isms”
that sought to challenge the reactionary establishment. Perhaps no other decade (with the possible exception of
the “20s) saw so many conflicting currents collide, forming a whitlpool of contrasting ideas, philosophies, and
methods. In music, Stravinsky and Diaghilev were shocking Europeans with their daring ballets at the same
time as the St. Petersburg Conservatory was still held back by the conservative views of A. Glazunov.
Meanwhile, avant-garde musicians such as Nikolai Roslavets, Arthur Lourié, and Aleksandr Mosolov were
making even Scriabin sound old.

The young Prokofiev internalized modernist trends and made them his own, quickly gaining the reputation as
the enfant terrible of Russian modernism. As his musical language developed, the young composer adopted
devices that have long served as modernist staples: satire, sarcasm, irony, and grotesque. These show up in
abundance throughout his music of the 1910s and nowhere more than in his quirky opera Love for Three Oranges,
composed in 1919, by which time he had already emigrated to the United States. Written to his own libretto
after the satiric tale of Catlo Gozzi (1761), the opera is a humorous fantasy that tells the absurd tale of a power
struggle between the wizards Celio and Fata Motgana, who in their quest for domination manipulate hapless
humans as puppeteers manipulates their puppets. The bulk of the plot centers upon the adventures of a
maladroit Prince, whom Fata Morgana makes fall in love with the mysterious three oranges that grow in a
secret garden in the distant lands. Aided by two trustworthy assistants, the Prince manages to retrieve the
oranges (despite almost being killed by a monstrous female Cook armed with a gigantic ladle!) On their way
back, the oranges become princesses, only one of which lives to be the Prince’s bride. The famous March is
what we hear when the Prince returns to his kingdom to face more challenges from the scheming Fata
Morgana.

Musically, the March is a compositional tour de force, putting on display Prokofiev’s unique handling of
harmony and melody. Even though this is a processional by function, the music moves by outrageous twists
and turns, often taking unexpected shortcuts—or detours—to get to the final cadence. The melody hops back
and forth from one note to the next as the bass barely manages to keep up, creating all kinds of harmonic
novelties in the meantime. Curiously, many of the sonorities one may encounter at any single point are simple
triads, the most elementary chords in the tonal musical vocabulary. What jolts the listener’s ear is the
unorthodox way Prokofiev connects the triads. The final chord, reached by a tremendously invigorating
crescendo, is the deceptively prosaic C-major triad. But after all, what matters in the opera is not where the
Prince and his aides end up but rather how they get there.

Cepreii [Tpokodbes Berpoc 1 chopMupoBaAcs Kak My3sKaHT B OypHO# cpeae 1910-x—BpeMeHN BeAHKHX
CABHTOB COITMAABHBEIX M KYABTYPHBIX IIAACTOB BO Bceil EBporre. OH BBIKOBBIBAA CBOIO MY3BIKAABHYIO
CaMOOBITHOCTD KaK Pa3 B TO BPEMsA, KOTAA PYCCKOE HMCKYCCTBO IEPEKNBAAO HATHCK HA YK€ K TOMY BPEMEHH
ycrapesiue ocHOBEL Craperii (DyHAAMEHT KOHCEPBATH3MA HAXOAMACA ITOA HAITOPOM PAAHKAABHOTIO
ABAHIAPAA, CO BCEH €ro MO3AMYHOCTHIO HAIIPABACHHH, BKAFOUaroIux pyrypusm (MasxkoBckmii, X AeOHUKOB),
amreparypubiit popmasusm (Lkaoscknii, Skobcomn), cympemarnsm (Maaeswd), 1 Apyriue MHOIOYHCACHHBIE
«3MBD. BO3MOMKHO, HUKAKOE APYTOE ACCATHACTHE( 34 HCKAIOYCHHEM, MOKET OBITh, 20-X) HE BUACAO TAKOE
KOAMYECTBO CTAAKHBAFOINNXCA KOH(PAUKTYIOIINX TEIEHUH, KOTOPbIE OOPA3OBEIBAAN KPYTOBOPOT

KOHTPACTUPYIOIINX HACH, (praocoduii u MeToA0B. CTpaBHHCKUI 1 ASTHACB B MY3bIKE IIIOKHPOBAAN



€BPOITEHIIEB CBOMMI CMEABIMH IKCITEPUMEHTAMH B OaaeTe, B 1O BpemA kak Cankr-IlerepOyprekas
KOHCEPBATOPHA BCE €III€ HAXOAMAACH ITOA BAHAHHEM PEAKIIMOHHBIX yueHHH ['AasyHoBa. Mexay TeM,
My3BIKAABHBIH aBaHTapA B auite Huxoaas Pocaasena, Aprypa Aypse u Aaexcanapa Mocoaoa 3acTaBasi

BBITAAACTD yCTapeBIIHM Aaxke CKpAOHHA.

FOmmit [TpokodbeB He TOABKO YCBOMA MOAEPHICTCKIAE TEHACHIIHH, HO M CAGAAA HX CBOMMH, OBICTPO
IpuOOpeTA penyTaiuro /enfant terrible pycckoro moaeprnsma. ITo Mepe pasBuTHA CBOETO My3BIKAABHOIO A3BIKA
FOHBII KOMIIO3UTOP aAAIITHPOBAA IIPUEMBI, KOTOPHIC YiKE AABHO BOCIIPHHIMAAUCH KAK MOACPHHUCTCKHE
IITTAMITBL: CATHPY, CAPKA3M, HPOHHIO U IPOTECK. DTH ITOCACAHHE B H300MAMHM PaCCHITaHbI B ero myssike 1910-x
1 B OCODEHHOCTH B €0 CTPAHHOM U HEOOBIYHOM onepe « 110606 k mpem anesvcutiar», cosnanuon B 1919—ik
MOMEHTY, KOrAa oH yxe smurpuposaa B Coeaurennsie [lrarsr. Hammcarmas Ha ero cobcrBeHHOE AHOPETTO
110 MOoTHBaM catuprdaeckoii ckasku Kapao Iomru (1761), aTa orrepa mpeAcTaBAAeTCAS FOMOPHCTHIECKOM
daHTA3HEH, PACCKA3BIBAIOIICH a0CYPAHYIO HCTOPUIO GOpBOBI MexkAy BoAmteOHIKOM [leano u Paroit
MopraHoii, KOTOpPBIE B CBOEH KaXKAEC AOMHHHUPOBATH HAA MHPOM MAHHIIYAUPYIOT HECIACTHBIMI
YEAOBEUCCKUMH CYIICCTBAMI KaK MaproHeTKaMu. OCHOBHAA Y4aCTh CIOKETA BEPTUTCA BOKPYT IIPUKAIOMCHII
meykArozkero [Ipuaiia, koroporo ®ara Moprana 3acTaBAFOET BAFOONTHCA B MUCTHYECKUE TPH AITEABCHHA,
KOTOPBIE PACTYT B TAMHCTBEHHOM CaAy B AaAeKnX crpaHax. C ITOMOIIBFO ABYX HAAECKHBIX IIOMOIIIHUKOB U3 €r0
el [1puHIT cipaBaferca ¢ 0OpeTeHneM alleAbCHHOB (ITOOBIBABIIIN HA KPAXO THOEAH OT PYK YCTPAIIAFOIIEH
Kyxapxku ¢ rurasTckoii nmosapertkoii). Ha o6parHOM myTn are AbCHHEI IPEBPAIAFOTCA B IIPHHIIECC, OAHON U3
KOTOPBIX CYKACHO CTaTh HeBecToi [IpuHia. Mer cabimmm sHameHnTsIH Mapirr, koraa [1puHiy BosBparaercs B

CBOE€ KOPOAEBCTBO, TAC €My IIPCACTOAT HOBBIC UCIIBITAHUA, IIOACTPOCHHBIC MHTPUTAMU Darpr MOpraHbI.

B myssixaapHOM OTHOIIIEHIH MapIir mpeAcTaBAfeT cOOOH IIPHMEpP KOMIIO3UTOPCKONH H300PeTaTeABHOCTH,
ACMOHCTPHPYA YHUKAABHYIO CITocOOHOCTH [Ipokodpepa B oOpareHny ¢ rapMOHHEH U MEAOAHEH. Aaxe ¢
YICTOM «IIIaraTe AbHOID JKAHPOBOI OCHOBBI 9TOH MY3BIKH, CAYIIIATEAN HEPEAKO OBIBAFOT OIITAPAIIICHDI
KOAMYECTBOM UPE3BBIYANHO CMEABIX IIOBOPOTOB M HEOKMAAHHBIX 3UT3aTOB, Y€PE3 KOTOPHIE IIPUXOAUTCA
ITPONTH, TIEPEA TEM KAK, HAKOHEI[, AOCTHYDb (DHHAABHON KAACHITHH. MEAOAUA CKAYeT OT OAHOM HOTEI K
APYIOH, 4yTh HE TepsisA B AOpore 0ac, M CO3AaBast B IPOLIECCE 3aAMBICAOBATEIC TAPMOHHYECKIE ODOPOTHL.
ArobonbITHO, 9TO MHOTHE CO3By4uns [IpokodbeBa 3AeCh ABAAIOTCA IIPOCTBIME TPE3BYIHAMU,—HaNOOAEE
9AEMEHTAPHBIMU T'APMOHNYIECKIME COYETAHNA BO BCEM MY3BIKAALHOM CAOBape. UTO M3YMAAET YXO CAYIIIATEAS,
TAaK 9T0 HEOPTOAOKCAABHEII c110c00, koTophiM [Ipokodbes ceasbBacT oTH Tpe3Byunua. PUHAABHBIN AKKOPA,
AOCTHTAEMBII TIOCPEACTBOM ITOTPACAIOIIE SHEPIHMIHOTO KPEIIICHAO, ITPEACTABAAET CODOI OOMAHIHBO
IIpo3andgHEI Ao-Maxop. Ho, B KOHIIe KOHITOB, FAaBHOE B OIIEpe HE TO, KyAd IPUXOAAT [IpuHIT u ero

ITOMOIIIHUKH, 4 TO, KAK OHI TyAa AOOHPAFOTCA.



