The First Version of Serge Prokofiev’s The Fiery Angel

With a Critical Edition of the Composer’s Compositional Sketch

Ondrej Gima

Volume I (Part 1)

Thesis submitted in fulfilment of the requirements of the qualification of PhD

Goldsmiths, University of London



Declaration

I, Ondrej Gima, hereby declare that this thesis and the work presented in it is entirely my
own. Where I have consulted the work of others, this is always clearly stated.

Signed: ... . Date: ......3.9.2020.......



Acknowledgements

I would like to thank The Serge Prokofiev Foundation and Christopher Mann for accepting my
proposal, submitted in 2012, and awarding me with the Scholarship in memory of Noélle Mann.
Special thanks are due to The Serge Prokofiev Foundation, The Oleg Prokofiev Trust and
members of Serge Prokofiev’s family — namely Serge Prokofiev Jr. and Gabriel Prokofiev — whose

tremendous support and assistance during my PhD research made this thesis and score possible.

Special thanks are extended to my supervisors, who consulted with me on numerous occasions
by emails and in person during my PhD research, helping me to shape this project. Firstly, I would
like to thank my initial supervisor, the late Professor Alexander Ivashkin, who believed in my
project and set me off on the right path. Secondly, I would like to express my gratitude to
Professor Simon Morrison, Professor David Fanning and Professor Simon McVeigh, who
supervised my project after Professor Alexander Ivashkin’s death in January 2014. I would also
like to thank Anthony Phillips, who kindly spent several hours with me going through the Russian

libretto helping me to eliminate errors and misspellings.

I would like to extend further thanks to two former archivists at The Serge Prokofiev Archive,
Fiona Noble and Lesley Ruthven, for their support during the existence of the archive at
Goldsmiths University library. Thanks are also due to the Research Committee, the Graduate
School and Liz Bromley for the financial support I have received over the past five years, without
which I would not have been able to conduct my research trips and attend conferences. Special
thanks also to Mr. Jon Derek Lovatt, who kindly sponsored my research and believed in my

project all the way along.

Finally I would like to thank my family, my father and mother and my sisters, for their love and
never ending support. I would also like to thank my closest friends for their support and that they
kept me going and, most importantly, kept me sane during my PhD research. Lastly, special

thanks to my Fiery Ange/ and to God for His blessings and His protection.

Thank you.

Dedicated to the memory of Professor Alexander Ivashkin.



Abstract

This thesis investigates the journey of Serge Prokofiev’s opera, The Fiery Angel, Op. 37,
with the aim of presenting a critical edition of the composer’s compositional sketch of
the first version (VS 1923), accompanied by a critical commentary. Transformation of
Valery Bryusov’s roman a clef into opera was initiated by the composer on 20 January 1920
in New York, and completed on 9 June 1927 in Ettal. The complicated journey of The
Fiery Angel (shaped by changes in Prokofiev’s creative approach; changes in his perception
of the subject matter; and various other obstacles, such as the inability to secure a
performance of the opera) resulted in the creation of two discrete works — the first version
of the opera, preserved as the composer’s compositional sketch (1923); and a fully

completed second version of the opera (1927).

Whilst the fully completed, revised version of the opera has been published and
relatively widely performed, the first version of the opera never left the archival
depositary. Despite the first version being (to a certain extent) superseded by the second,
this thesis and accompanying critical edition explore Prokofiev’s initial concept of The
Fiery Angel, with its own artistic qualities and characteristics, and examine (in-depth) the
factors shaping the opera’s transformation. The critical edition is an accurate and
authentic transcription of Prokofiev’s compositional sketch of the first version of the
opera, which improves the legibility of the condensed autograph manuscript with visual
illustrations of the layers between the original and later texts. This in-turn improves the
readability and performability of the score, and enables it to be more easily accessible to

anyone with an interest in the opera.
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Editorial Notes

Transliteration

The transliteration system used for Russian scripts in this thesis, as outlined in Table 0.1,

adopts the system used by the Grove Music Online.

Table 0.1: Transliteration System

Cyrillic | Roman | Cyrillic | Roman | Cyrillic | Roman
a a h) 1 q ch
8] b M m 11 sh
B v H n 11 shch
r g (@) 0 b "
hi d 1 p Bl i
€ e P r b !
é yo C s 2 €
XK zh T t 10 yu
3 Z y u ! ya
% i b f
174 y X kh
K k I ts
Translation

The translations provided in the Thesis (Volume I, Part 1), the Editorial Process and
Critical Commentary (Volume I, Part 2), and the Critical Edition (Volume II), are by the

author, unless otherwise stated.

Dating (Old Style and New Style)

The Julian calendar, also called the Old Style calendar, was established by Julius Caesar
and used until the 16" century. The New Style (Gregorian) calendar, as introduced in
1582 by Pope Gregory XIII, was adopted by most countries before the end of the 19*
century; however, Russia only implemented the New Style calendar on 14 February 1918.
To differentiate between the Old Style and the New Style calendars, dates given according

to the Julian calendar will be inserted in square brackets: e.g. 5 [18] February 1915.



Referencing

Primary and secondary sources (sketchbooks, orchestration manuals, draft piano and
orchestral scores) used in this thesis are held in The Serge Prokofiev Archive at Columbia
University, Butler Library (SPA); the Russian State Archive of Literature and Art
(RGALI); and the Glinka National Museum Consortium of Musical Culture (VMOMK).
For the purpose of this thesis, the main source —i.e. the composer’s compositional sketch
of the first version (available as a photocopy with catalogue number SPA_190 at The
Serge Prokofiev Archive) — will be referred to as the composer’s compositional sketch
(VS 1923) or in its abbreviated form, VS 1923. The referencing format used for individual
letters held at SPA is as follows: sender, optional translation note (e.g. (OG)’), recipient,
date, location of the source, folder number [Roman numerals], individual number of letter
[Arabic numerals]. For example: Serge Prokofiev, (OG), letter to Fyodor Weber, 12
September 1927, SPA, XVI: 38.

Table 0.2: Abbreviations in Source Identification

Abbreviation | Full version

VS 1923 Autograph of composer’s compositional sketch of the first version

VS 1927 Autograph of composer’s published piano-vocal score of the second
version

1927rev. Published version of full score (Boosey & Hawkes, 1994)

SPK Serge Prokofiev correspondence

SPD Serge Prokofiev Diary

Diaries 1915 — 1923 (SPD-1)
Diaries 1924 — 1933 (SPD-2)

oG Translation by the author
R Rehearsal number

First version of the opera, e.g. R152

Revised version of the opera, e.g. R152R

f. fond - fond
op. opis’ - list
d, ed. delo or edinitsa khraneniia - file or depositary item




Table 0.3: Primary Sources

Ocrennpeii arizen,
Baaepwmit bprocos

(The Fiery Angel,
Valery Bryusov)

Archival collection: RGALI

Catalogue number: f. 1929, op. 1, yed. khr. 8

Referencing: ‘Personal copy of Bryusov’s novel’, abbreviated
form: ‘Bryusov — RGALI’

Notes: Prokofiev’s personal copy of Valery Bryusov’s novel
published by Scorpion edition, izd., 2-oe, 1909, with
annotations of the libretto

Sketchbook (No. 1)

Archival collection: SPA

Catalogue number: SPA_052

Referencing: “Thematic notebook No. 17

Notes: Thematic notebook to preserve thematic material by
Prokofiev, 32 sheets of manuscript paper, dimensions 130mm
x 200mm, blue and black ink, pencil and red crayon, date 13
December 1919 in Prokofiev’s hand found on the first folio in
the top right corner above the first stave

Oczrennwrdi anzen, Orr.
37

(The Fiery Angel, Op.
37)

Archival collection: SPA

Catalogue number: SPA_190

Dating: 20 January 1920 — 13 January 1923

Referencing: ‘composer’s compositional sketch (VS 1923)’,
abbreviated form: VS 1923’

Notes: Composer’s working piano-vocal score of the first
version with Prokofiev’s annotations for revision of the opera

Boxansras Crouma us
onepvr Ocnenmviti
Arzen

(Vocal Suite from
the Fiery Angel
opera, Op. 37bis)

Archival collection: SPA
Catalogue number: SPA_193
Dating: Undated
Referencing: f.1 — £.7: “Vocal Suite’
£.8 — £.60: ‘rev. fragments.’
Notes:
f.1 — £.7: Fragments of planned Vocal Suite in full score
£.8 — £.60: Revised material in short score (piano score with
vocal parts) with annotations on orchestration by Prokofiev,
partially illegible

L.” Ange de fen, Op.
37

(The Fiery Angel, Op.
37)

Archival collection: SPA

Catalogue number: SPA_192

Dating: Act IT — 19 August 1927 (2:15pm), Act III — 1
October 1926, Act IV - 23 November 1926, end date — 9 June
1927

Referencing: ‘Short score’

Notes: Draft of the revised parts in Short score and Full score,
photocopy only, partially illegible

L. Ange de Fen | Der
Feurige Engel, Op. 37

(The Fiery Angel, Op.
37)

Archival collection: SPA

Catalogue number: SPA_189

Dating: completion date - 9 June 1927

Referencing: ‘Full score 1927

Notes: Fair draft of second version, full score + piano
arrangement with instrumental annotations in Prokofiev’s
hand, the full score is in Gorchakov’s hand, French translation
of the text added by Mikhail Astrov, prepared for publication
under plate number B&H 19310, available in photocopy only
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Der Feurige Engel,
Op. 37

(The Fiery Angel, Op.
37)

Archival collection: SPA

Catalogue number: SPA_009

Dating: Undated

Referencing: “Vocal score (1927)’, abbreviated form: VS 1927
Notes: Vocal score of the revised version of the opera in
German with annotations and corrections including 8 sheets
of sketches, in copyist hand, red crayon annotations by
Prokofiev

Symphony No. 3,
Op. 44

Archival collection: SPA

Catalogue number: SPA_233

Dating: 1 August 1928 — 25 September 1928
Referencing: ‘Symphony no 3 - draft’

Notes: Draft, Full score with refences to the parts of the
second version of The Fiery Angel

The Fiery Angel
(1930)

Archival collection: RGALI

Catalogue number: f. 1929, op. 1, yed. khr. 9

Dating: Undated

Referencing: ‘RGALI Synopsis 1930

Notes: Synopsis in English typed on leatherhead of the Great
Northern Hotel in New York

Sketchbook

Archival collection: RGALI

Catalogue number: f. 1929, op. 1, yed. khr. 7

Dating: Undated (19307?)

Referencing: ‘RGALI Sketches 19302’

Notes: Musical Sketches for 1930 version of The Fiery Angel

Table 0.4: Serge Prokofiev Correspondence (SPA)

Folder Date Folder Date

I 1918 - 1924 XVI September - December 1927
11 1924 - 1947 XVII January - April 1928

111 July - December 1922 XVIII May - August 1928

1\ January - June 1923 XIX September - December 1928
v July - December 1923 XX January - May 1929

\Y January - March 1924 XXII September - December 1929
\4 April - June 1924 XXIII January - March 1930

\ July - September 1924 XXIV April - August 1930

VI October - December 1924 XXVIII September - December 1931
VII January - April 1925 XXIX January - April 1932

VIII May - August 1925 XXX May - August 1932

IX September — December 1925 | XXXI September - December 1932
X January - May 1926 XXXIX January - February 1935

XI June - July 1926 XXXIX March - May 1935

XI1 August - September 1926 XL October - December 1935
XIIT October - December 1926 XLII Various dates

XIV January - April 1927 XLIII Various dates

XV May - August 1927




Editions

Unless otherwise stated, the following editions are used for the purposes of this thesis

and critical commentary:

Prokofiev, Sergey. The Fiery Angel: An Opera in 5 Acts. London: Boosey
& Hawkes, 1994, French-German-English language. (Full score)

Prokofiev, Sergei, Der Feurige Engel, Moscow: A. Gutheil, 1927, Russian
language. (Vocal score)

Prokofiev, Sergey, and Christopher Hassall. The Fiery Angel: An Opera in
Five Acts: Op. 37. London: Boosey & Hawkes, 1965, German language.

(Vocal score)

Prokofiev, Sergei, Oenennsiii Anzes, Moscow: Muzyka, 1981, Russian

language. (Vocal score)
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Introduction

Prokofiev’s ill-fated ‘supernatural’ opera, The Fiery Angel, ranks among the most ambitious
and audacious works of the modern era. Composed in the West after Prokofiev left a
revolutionary Russia in 1918, The Fiery Ange/ harkens back to the Silver Age, having as its
source text a roman a clef by the Russian Symbolist writer, Valery Bryusov.' The plot (set
in sixteenth-century Reformation Cologne) centres on the demonic possession of the
main character, Renata — a fictional representation of the poetess, Nina Petrovskaya, who
enslaves Ruprecht (Valery Bryusov) in her struggle to materialise the supernatural
creature, Madiel (Andrey Bely). This insatiable obsession ends in a horrendous auto-da-
fé that became Prokofiev’s main inspiration (and an obsession of sorts) in his
transformation of the novel into opera. Prokofiev’s search for the faultless marriage of
libretto and music is seen in his abandonment of the original concept of the opera,
completed in 1923; his instigation of a thorough revision resulting in the first complete
version of the opera in 1927; and a second unrealised attempt to revise the opera once

again in 1930.

The opera’s original concept, which is preserved as the composer’s compositional
sketch (VS 1923), sheds light on Prokofiev’s initial impulse. A comparison of the first and
second version, and an incomplete plan for a third, gives us a better understanding of the
opera’s evolution and complicated journey. Furthermore, the crucial but problematic
source text (VS 1923), overlaid with numerous emendations and additions, is an extremely
valuable source of information and illuminates Prokofiev’s initial transformation of
Bryusov’s novel into opera. However, VS 1923, which he worked on between 20 January
1920 and 13 January 1923 (as marked in the autograph manuscript), did not initially satisfy
his expectations enough to orchestrate the opera without a complex re-assessment of the
libretto and music. Despite the majority of the first version being a compositional sketch,

both the piano accompaniment and vocal parts were developed in great detail. However,

! Valery Yakovlevich Bryusov, a symbolist poet born on 13 December 1873 in Moscow and died on 9
October 1924 in Moscow. Bryusov is considered to be a founder and leader of the Russian Symbolist
movement, entering the world of poetry by his translation of symbolist poetry of Maurice Maeterlinck, Paul
Verlaine, Edgar Allan Poe and Stéphane Mallarme. During his short life, Bryusov published several
publications, including Ais The Fiery Angel, first published in 1908 in the Symbolist journal, Vesy (The Scales),
and a year later the complete novel was published with an extensive foreword by Bryusov. This thesis will
refer to an English translation by Ivor Montagu and Sergei Nalbandov, published by Dedalus edition in
2005, the original version in Russian, published by Knizhnyy Klub Knigovek in 2010, and Prokofiev’s
personal copy.
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a small number of parts — namely the Entr’acte of Act II (£36r — £.37r) and a substantial
portion of Act V (£.80r — £.93v) — only received cursory attention, with Prokofiev leaving
some parts sketched and fragmentary, representing difficult and undecided issues left to

be re-examined later.

In 1926, spurred on by Bruno Walter’s promise of a performance at the State
Opera in Berlin, Prokofiev undertook a full-length orchestration and thorough revision
of the opera, which he completed in 1927. Sadly, because of time constraints and the
incomplete state of the revised score, the performance in Berlin did not take place.
However, Prokofiev’s efforts to complete the opera are evident from the countless
amendments made to meet the economic, political and performing requirements of the

day — a fact further highlighted by his second attempt to revise the opera in 1930.

Despite Prokofiev’s strong hopes for the opera, and his extensive revisions
(completed in 1927), The Fiery Angel was never staged during his lifetime, with Prokofiev
only hearing performed excerpts from the revised Act II at the Salle Pleyel in Paris on 14
June 1928, conducted by Serge Koussevitzky.” Twenty-six years later on 25 November
1954, The Fiery Angel had its concert premiere at the Thédtre des Champs-Elysées — conducted
by Charles Bruck with Lucienne Marée in the role of Renata and Xavier Depraz in the
role of Ruprecht. Two years later in 1956, Bruck (along with the Paris National Opera
Orchestra and the French Radio and Television Chorus) released a recording with Jane
Rhodes replacing Lucienne Marée in the role of Renata.” The first staged performance
took place on 14 September 1955 during the International Festival of Contemporary
Music (La Biennale di Venezia, XVIII) at Venice’s Teatro La Fenice — Nino Sanzogno
conducted the orchestra with Dorothy Dow in the role of Renata and Ronaldo Panerai
as Ruprecht. Over the next decade, the opera was performed in Milan (ILa Scala) in 1956;
at the Nuovo Theatre in Spoleto in February 1959; the Teatro Verdi in Trieste in
December 1959; Cologne Opera in June 1960; and in June 1963, for the first time in the
Eastern Bloc, at the State Theatre Brno in Czechoslovakia. The Russian premiere was at

the Perm Opera and Ballet Theatre in the season of 1983/1984, which gained the

2 The programme of Koussevitzky’s concert consisted of four compositions of Russian composers: a Suite
from Rimsky-Korsakov’s opera, The Maid of Pskov; followed by a premiere of Vladimir Dukelsky’s
(pseudonym - Vernon Duke) First Symphony; excerpts from Act 11 of Serge Prokofiev’s Fiery Angel for soprano,
tenor, baryton and orchestra; and Mussorgsky’s Pictures from an Exchibition, orchestrated by Ravel.

3 Serge Prokofiev, I.”Ange de fen, Op. 37, Orchestre du Théatre National de .’Opera de Paris, Charles Bruck,
Studios Vega Val 10(F), 1956, LPs.
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production team the Glinka Russian State award. In more recent years, The Fiery Angel
began to attract more and more opera houses around the world — noteworthy
performances are Valery Gergiev’s premiere at the Mariinsky Theatre on 29 December
1991, and Vladimir Jurowski’s premiere at the Bavarian State Opera on 29 November

2015.°

Whilst the revised version of The Fiery Angel has been performed more and more
since its concert premiere at the Théatre des Champs-Elysées and first stage performance
at Venice’s Teatro La Fenice, the first version has never been fully performed. However,
in 2013, as part of this doctoral research, there were several performances of excerpts
from the original version of Act 1, with the world premiere at Princeton University, New
Jersey (U.S.A.); followed by the U.K. premiere at Goldsmiths College, University of
London; and then at the Southbank Centre, London. The first version also remains
unpublished and only survives in the form of the composer’s compositional sketch (VS
1923), which is accessible as a copy of the autograph manuscript in SPA. Although this
can be accessed through SPA, its legibility is affected by Prokofiev’s excessive use of it

during the preparation of the revised (published and performed) version of the opera.

The published research on Prokofiev’s music and in particular on Prokofiev’s
operas, including The Fiery Angel, has also seen a welcome increase over the last sixty years.
This includes significant studies carried out by numerous scholars, including the first
comprehensive work by Rita McAllister; Harlow Robinson’s study on Prokofiev’s literary
sources; and more recent studies by Simon Morrison, Vera Gavrilova and Natalia Savkina,
which deal directly with The Fiery Angel. This Thesis (Volume I, Part 1), together with the
accompanying Editorial Process and Critical Commentary (Volume I, Part 2) and Critical
Edition of the Composer’s Compositional Sketch of the First Version (Volume II), will

further contribute to existing scholarship in three ways:

1. By offering in the Thesis (Volume I, Part 1) an overview of the chronology of the
opera’s genesis, through the compositional process and later revisions;

2.Through presentation in the Critical Edition (Volume II) of an accurate and
authentic transcription of Prokofiev’s compositional sketch of the first version of
the opera (as preserved within VS 1923), enhanced by visual illustrations of the

layers between the original text and later additions, corrections, and emendations.

* See Volume I, Part 1, Appendix I, Performance History of The Fiery Angel.
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This will be supported by a discussion found in the Editorial Process and Critical
Commentary (Volume I, Part 2);

3. By reconstruction and additional translation of all textual parts in the Critical
Edition (Volume II) — i.e. libretto, stage directions and scene settings (as found in

VS 1923) from the original language into English.

An understanding and evaluation of the circumstances surrounding the creation and
transformation of The Fiery Angel into a complete work (full score) through the revision
process, enables us to see and more importantly evaluate the initial intention of the
composer — i.e. his ‘unspoiled” perception of the subject (Bryusov’s novel) chosen for
artistic transformation. Furthermore, what James Grier describes as ‘a social-historical
approach that recognises a work of art as a social and historical artefact’ will be adopted
as the main method used during the construction of the critical edition.” James Grier, in
The Critical Editing of Music, states that ‘Every piece of music is created under a unique
combination of cultural, social, historical and economic circumstances.” The first version
of the opera (VS 1923), whilst regarded as the initial perception of the composer, was not
chosen by him to be finalised without modification. That said, it is the only version that
truly and most closely reflects Prokofiev’s original idea, and one not disturbed by the
various circumstances prompting him to make such extensive revisions to it in 1926.
However, confronted with a complex history of transmission during the composer’s work
on The Fiery Angel, Prokofiev’s compositional sketch of the first version (VS 1923),
despite not being considered complete in a true sense, deserves to be re-examined,
published and performed.” Although a copy of the autograph manuscript of VS 1923 is
available in SPA, the legibility of the score is affected by Prokofiev’s revision activity,
which (as stated previously) sometimes makes it extremely difficult to distinguish between

the composer’s original text and his later additions.

The aim here is to preserve VS 1923 as historical evidence of Prokofiev’s original
concept and perception of the opera, which will help scholar and performer alike make

their own judgment on the aesthetic qualities of both versions of the opera. In line with

5 James Grier, The Critical Editing of Music: History, Method and Practice (Cambridge and New York: Cambridge
University Press, 1996), 108.

¢ Ibid., 19.

7 James Grier states that confronted with a complex history of transmission during the composer’s lifetime,
the editor might decide that more than one layer or version of a work is worthy of publication. Neither the
theory of final authorial intentions nor the priority of first thoughts adequately accommodates all possible
situations. In James Grier, The Critical Editing of Music: History, Method and Practice, 102.
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this aim, the critical edition is presented with the original and subsequent layers (as found
in VS 1923), which (as also stated previously) presents complications and potential
impracticalities when studying and performing it. That being said, the critical edition is
not intended in the first instance to be a performing score. However, to improve the
legibility of the condensed autograph manuscript of the compositional sketch of the first
version of the opera (VS 1923), which is overlaid with Prokofiev’s annotations and
emendations, the critical edition is presented as a more legible and performable version,
and one that also showcases the initial concept and the changes the opera underwent
during the revision process. This is achieved by presenting VS 1923 as a piano score with
vocal lines supported by additional staves, with both the piano and vocal parts further
enhanced by colour diversification and accompanied by a relevant critical appraisal (found
in the Critical Commentary in Volume I, Part 2). This system also provides insight into
the particular problematic passages or peculiarities of the score (such as the revised part,
new additions, transposed material, original idea being crossed out, and other distinctive
features), as present in VS 1923. Furthermore, scholars (and indeed anyone with an
interest in the opera) will have a more informed source to help them re-assess both

Prokofiev’s compositional process and the impact his revisions had on the opera.

This doctoral research is presented in a portfolio consisting of Volume I, Part 1
(Thesis), Volume I, Part 2 (Editorial Process and Critical Commentary) and Volume II
(Critical Edition of the Composer’s Compositional Sketch of the First Version). Volume
I, Part 1 (Thesis) provides an overview of the opera and the compositional process over
three chapters. Chapter 1 begins with a discussion of the literature accessed during the
research and a survey of existing scholarship on the opera. The second part of Chapter 1
explores the genesis of Prokofiev’s opera, The Fiery Angel, and its development over four
key periods. Chapter 2 discusses the principal differences between the first and the revised

version of the opera. The final chapter, Chapter 3, provides the concluding remarks.

Volume I, Part 2 (Editorial Process and Critical Commentary), initially provides
a discussion of the composer’s compositional sketch of the first version (VS 1923) and
an insight into the Critical Edition (Volume 1I), including a summary of the editorial
methodology, principles, processes, and a reflection on the problems and editorial
challenges faced during the work on it. This is then followed by a Critical Commentary,
Synopsis, and a reconstructed Libretto of the opera reproduced in exzenso. Volume 11

(Critical Edition), presents a transcription of Prokofiev’s compositional sketch of the first

17



version of the opera (VS 1923), with visual illustrations of the layers between the original

text and later additions.
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Chapter 1: Literature Review and Chronology of Composition

Literature Review

Prior to embarking on a discussion of the genesis and development of Prokofiev’s opera,
The Fiery Angel, over four key periods (as discussed later in this chapter), it is important to
first acknowledge the importance of the previous scholarly research (of both direct and
indirect relevance to the opera) and of Prokofiev’s wider operatic career in general. Over
the years, The Fiery Angel has attracted many scholars both in the West and in Russia,
resulting in an increased number of published studies by scholars which directly address
the opera — such as those by Israel Nestyev, Marina Sabina Dmitriyevna, Rita McAllister,
Harlow Robinson, Simon Morrison, Natalia Savkina, and Vera Gavrilova. Therefore, in
order to examine Prokofiev’s approach to large-scale operatic composition, the creation
of a critical edition of the composer’s compositional sketch of the first version of The
Fiery Angel also requires intensive consultation of both the primary and secondary sources:
i.e. in terms of the illogical dramatic structure versus the logical musical organisation; the
transformation of the source text; the semantic disconnect between the music and the
libretto; and the other external factors that made Prokofiev abandon the original concept
(as preserved in VS 1923) and undertake a complex revision of the opera in 1926-7. The
following pages provide an overview of the significant works related to The Fiery Angel
and to Prokofiev’s operatic career, highlighting their contribution to Prokofiev

scholarship over the last seventy-five years.

A number of secondary sources examine The Fiery Ange/ in reference to
Prokofiev’s other compositions, and directly investigate his life and career in the Soviet
Union and the West. One of the first is Isracl Nestyev’s publication, Serge Prokofiev: His
Musical 1.ife, based on his doctoral thesis, defended on 1 June 1945 at the Faculty of
Theoretical and Compositional Studies at the Moscow Conservatoire.” This biography
explores the composer’s early life (specifically his student years at the St. Petersburg
Conservatoire), followed by his emigration to the West and return to the Soviet Union in
1936. The publication draws from Prokofiev’s autobiography published in 1941 in the
journal Sovetskaya muzika (Soviet Music), edited and published in 1956 by Shilfshtein in

8 Isracl V. Nestyev, Sergei Prokofiev: His Musical Life, trans. Rose Prokofieva (New York: Alfred A. Knopf,
1946).
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Moscow as part of S. S Prokofev: materialy, dokumenty, vospominania.’ Nestyev
disproportionally discusses three key periods of Prokofiev’s life (Early years, Years
Abroad and Soviet Years), with an evident focus on his early years in Russia and later
Soviet years, giving his Western period considerably less attention over two chapters. That
said, it offers a useful chronicle of a major biographical sequence of Prokofiev’s life,
shaped to a certain extent by Nestyev’s personal meetings with Prokofiev, as stated in the
foreword."” These two publications, Nestyev’s Serge Prokofiev: His Musical 1ife, and
Shilfshtein’s S.5. Prokofev: materialy, dokumenty, vospominania, laid the foundation of
Prokofiev scholarship both in the Soviet Union and in the West. In 1963, a monograph
appeared by Marina Sabina, Dmitriyevna, Semyon Kotko i problemy opernoy dramaturgii
Prokofyeva — one of the first publications to focus directly on Prokofiev’s operatic career."
In this publication, Sabina discusses Prokofiev’s operas in great detail — in particular, the
relationship between the literary sources and the librettos, individual characteristics of the

operas, and the problems with their dramaturgy.

One of the most fundamental contributions to Prokofiev scholarship from the
earlier years, and to scholarship on The Fiery Angel in particular, is a complex study by Rita
McAllister. McAllister’s doctoral thesis, “The operas of Sergei Prokofiev’,'” defended in
1970 at the University of Cambridge, is one of the first in-depth studies produced in the
West discussing Prokofiev’s operatic career, including The Fiery Angel. In this publication,
McAllister provides insight into the conception and development of the opera as a
musico-dramatic art form, assessing the creative process of the composer and the final
form of the individual work.” The first chapter provides a factual introduction to
Prokofiev’s life (including his first contact with the professional musical world and its
impact on him), the beginning of his career at the St. Petersburg Conservatoire, and the
first mature work of his emerging operatic career (Maddalena, Op. 13 and The Gambler,
Op.24) prior to his relocation to the West. In her detailed discussion of Prokofiev’s career
in the West, McAllister pays particular attention to his successful introduction to the

operatic world with The Love for Three Oranges, Op. 33; his less successful attempt with The

9 S. S Prokof’ev, Materialy, dokumenty, vospominania, edited by S. 1. Shlifshtein (Moscow: Gosudarstvennoe
muzykal’noe iztatel’stvo, 1956).

10 Nestyev, Serger Prokofiev: His Musical Iife, xxi.

"' Marina Sabina, Semyon Kotko i problemy opernoy dramaturgii Prokof’yeva (Moscow: Sovetskiy Kompozitor,
1963).

12 Rita McAllister, “The Operas of Sergei Prokofiev’ (PhD. diss., University of Cambridge, 1970).

13 McAllister, “The Operas of Sergei Prokofiev’, V.
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Fiery Angel, Op. 37; and his Soviet operas — Semyon Kotko, Op. 81; Betrothal in Monastery,
Op. 86; and his triumphant opera, War and Peace, Op. 91.

In her second chapter, McAllister turns her attention to Prokofiev’s choices for
his musical transformation of the literary sources and problems that occurred as a result
of (what some scholars call) his initial inexperience as a librettist, alongside his
experimentation and attempts to find new realms of emotion and new means of dramatic
expression.'* Indeed, McAllister states that for Prokofiev the literary source is much more
than an initial inspiration.”” In the case of The Fiery Angel, this initial inspiration is
Prokofiev’s personal copy of Bryusov’s novel, which not only served as a device to guide
him during the dramatic construction of the opera, but also during the musical
representation (transformation) of the literary source. McAllister’s second chapter also
provides a detailed discussion of Prokofiev’s working methods, the transformation of the
literary sources, and the revisions carried out by the composer in his attempt to reach the
final form of his librettos. The most relevant part for this present thesis is where she
discusses The Fiery Angel based on the outcomes of her archival work with the core
primary source materials (such as Prokofiev’s heavily annotated personal copy of
Bryusov’s novel), thus giving us an insight into the initial stage of Prokofiev’s work on
the libretto, the composer’s compositional sketch (VS 1923), the revised version (1927),

and the revision process itself.

In the third chapter, McAllister deals directly with Prokofiev’s opera, Maddalena
(a predecessor of The Fiery Ange/ which has a close relationship with the opera), dismissing
the labelling of Maddalena as being ‘youthful’ and ‘immature’.'® According to McAllister,
Prokofiev created in Maddalena one of the most tightly constructed operatic scores in
existence, and (as she continues) it is the specific form and treatment of the thematic
material in this opera that makes it unique.'” Chapter four deals directly with the musical
structure of The Gambler, The 1ove for Three Oranges, and The Fiery Angel, and also discusses
the differences between the first and revised versions of each of these works. McAllister’s
detailed discussion based on her extensive research and use of the primary sources helps

us to understand Prokofiev’s compositional process and practice, the relationship

between the musical form and librettos, and the changes instigated in the revision process

14 McAllister, “The Operas of Sergei Prokofiev’, 59.
15 Ibid., 62.

16 Tbid., 193.

17 Ibid., 197.
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whilst seeking the ideal representation of the literary sources. For The Fiery Angel,
McAllister again provides a very detailed discussion, reflecting on the dramatic and
musical structure of the first version, his dissatisfaction with the initial score, and
subsequently the revision process. McAllister also outlines the development of the opera
and examines its musical and dramatic structure in detail, both prior to and after the
revision. To this day, McAllister’s detailed analysis, which is supplemented by countless
examples and extensive appendixes, remains a very important and fundamental study to

Prokofiev scholars in both the English and Russian speaking worlds.

Prokofiev’s adaptation of Valery Bryusov’s novel (the literary source for The Fiery
Abngel) is extensively explored by Harlow Robinson in his PhD Thesis, “The Operas of
Sergei Prokofiev and Their Russian Literary Sources’,' defended in 1980 at the University
of California, Berkeley. Here, Robinson provides a detailed discussion and insight into
Prokofiev’s adaptation of the literary works for his seven operas (The Gambler, 1.ove for
Three Oranges, The Fiery Angel, Semyon Kotko, Betrothal in a Monastery, War and Peace, and Story
of Real Man), with five of the seven (excluding Iove for Three Oranges and Betrothal in a
Monastery) taken from substantial literary works. Robinson emphasises the importance of
the careful respect Prokofiev showed to the literary sources he uses for his librettos and
also explains the disadvantages of this practice. Fortunately, Prokofiev’s initial failure to
consider the danger of his faithfulness to the literary sources for both his previous opera,
The Gambler, and The Fiery Angel, was later acknowledged and addressed by the composer."”
Indeed, Robinson sees this acknowledgement as part of the evolution of Prokofiev’s
career as an operatic composer and librettist. In Chapter III, Robinson discusses the
various issues concerning the libretto for The Fiery Angel — upon which the composer
worked himself, apart from where he consulted with Demchinsky during the revision

process.

One of the first problems Robinson discusses is the first-person narration of
Bryusov’s novel — written in the first person and set in sixteenth-century Germany, the
novel is an impressive imitation of the medieval period centred on three characters (two

human and one supernatural). This issue was overcome by Prokofiev in his libretto by

'8 Hatlow Robinson, “The Operas of Sergei Prokofiev and their Russian Literary Sources’ (PhD diss.,
University of California, 1980).

19 “In The Gambler and in The Fiery Angel 1 was too dependent on the text. From now on I shall be guided
exclusively by the idea of the subject and will develop it with much greater freedom, in accordance with the
principles I enunciate today.” In SPD-2, 13, entry of 22 January 1924.
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reducing Ruprecht’s narrator characteristics, which are firmly embedded in Bryusov’s
novel through his long descriptive passages and meandering reflections on both his past
and his relationship with Renata. Other problems Prokofiev faced as a librettist (for
instance, the timeline of the events in Bryusov’s novel, spread across a prolonged period
of time and various locations, and Prokofiev’s consequent attempts for its simplification
in the libretto; the change of Ruprecht’s position with Prokofiev’s decision to place
Renata in the central role from the beginning and through her predominance on the stage;
the lack of the traditional vocal operatic conventions of aria, arioso and recitatives; and
the conflict between the natural and supernatural) are all discussed and examined by
Robinson in great detail. Furthermore, he explores the differences between Bryusov’s
novel and Prokofiev’s libretto, providing us with a clear picture of Prokofiev’s treatment

of the novel and the reasons for the required revisions to the libretto.

Other valuable studies, either discussing the problems and specifics of the
dramaturgical construction of the opera or providing a complex analysis of the libretto,
have been produced both in the West and in Russia. In 1996, Mikhail Tarakanov
published a monograph, Ranniye opery Prokofyeva: Issledovaniya, containing a complex
analysis and discussion of the dramatic features of The Fiery Angel and its vocal stylistic
peculiarities.”’ Several other studies and articles which analyse and explore the source of
the opera (Valery Bryusov’s novel), and the process of adapting the text to create The Fiery
Angel's libretto, have also appeared in the last two decades. Noteworthy articles on the
subject include the article by L. Kirillina, ‘Ognennyy angel: Roman Bryusova i opera
Prokof'yeva’ (1991),”' providing a complex comparison of Valery Bryusov’s novel and
Prokofiev’s opera; Simon Morrison’s article, ‘Prokofiev and Bryusov (2002)’,% and his
translation of Prokofiev’s letter to Boris Demchinsky (2002),” published in the Three
Oranges; and a more recent article by John Elsworth, ‘Prokofiev and Bryusov: The libretto
of The Fiery Angel’,** published in Slavonica in 2014.

In recent years there has been a significant increase in publications (both in the

West and in Russia) extending the biographical knowledge of Prokofiev’s life and career,

20 Mikhail Tarakanov, Ranniye opery Prokofyeva (Moscow: Gos. In-t Iskusstvoznaniya, Magnitorskiy Muz.-
Ped. In-t, 1996).

21 . Kirillina, ‘Ognennyy angel: Roman Bryusova i opera Prokof'yeva’, Moskovskiy mugikoved, no. 2 (1991):
136-156.

22 Simon Morrison, ‘Prokofiev and Briusov’, Three Oranges, no. 3 (May 2002): 13-15.

23 Simon Morrison, ‘Letter to Boris Demchinsky’, Three Oranges, no. 3 (May 2002): 16-18.

24 John Elsworth, ‘Prokofiev and Bryusov: The libretto of The Fiery Angel’, Stavonica 10, no. 1 (2004): 3-
16.
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both as a composer and as a pianist, which include Harlow Robinson’s Serge Prokofiev: A
Biography® Neil Minturn’s The Music of Sergei Prokofien?® Daniel Jaffé’s Sergey Prokofiev?’
Simon Motrison’s Russian Opera and the Symbolist Movement?® David Nice’s biography,
Prokofiev: From Russia to the West 1891-19357° and Simon Morrison’s The Peaple’s Artist:

Prokofiev’s Soviet Years.”

In his Russian Opera and the Symbolist Movement, Simon Morrison discusses four
composers (Pyotr Ilyich Tchaikovsky, Nikolai Rimsky-Korsakov, Alexander Scriabin and
Serge Prokofiev) who (as he states) occupy different places in the history of Russian
Symbolism. Here, Morrison offers an insight into the operas of the Russian Silver age in
a context of literary symbolism and their musical contribution, through the examination
of the individual works and their literary sources. In the fourth chapter (Prokofiev and
Mimesis), which is of particular interest to this thesis, Morrison devotes equal attention
to both versions of the opera, discussing the genesis, dramaturgic qualities and
weaknesses of the individual versions, and supports his observations with detailed
comparative analyses. Morrison also provides a very detailed discussion of the
dramaturgic structure of The Fiery Angel and Prokofiev’s second attempt to revise it in
1930. Furthermore, he offers an unusual and (as he describes it) quite provocative

approach, viewing The Fiery Angel as a parody of Symbolist poetics.

In 2013, Natalia Savkina published an article, ‘Ob Angele pervom, o Borise
Nikolayeviche Demchinskom, o perepiske s nim Sergeya Sergeyevicha Prokofyeva i o

' in which she discusses several

sotrudnichestve, kotoroye odnazhdy ne sostoyalos’,’
specific issues, including the importance of Christian Science in Prokofiev’s life and its
role in the shaping of the opera, as well as the collaboration between Prokofiev and

Demchinsky. Savkina’s continued interest in The Fiery Angel resulted in the publication of

25 Harlow Robinson, Sergei Prokofiev: A Biography (New York: Viking Penguin Inc., 1987).

26 Neil Minturn, The Music of Sergei Prokofiev (New Haven: Yale University Press, 1997).

27 Daniel Jaffé, Sergey Prokofiev (London: Phaidon, 1998).

28 Simon Morrison, Russian Opera and the Symbolist Movement (Berkeley and Los Angeles, California: University
of California Press, 2002).

29 David Nice, Prokofiev: From Russia to the West 1891-1935 (New Haven and London: Yale University Press,
2003).

30 Simon Morrison, The Pegple’s Artist: Prokofiev’s Soviet Years (Oxford and New York: Oxford University
Press, 2009).

31 Natalia Savkina ‘Ob Angele pervom, o Borise Nikolayeviche Demchinskom, o perepiske s nim Sergeya
Sergeyevicha Prokof’yeva i o sotrudnichestve, kotoroye odnazhdy ne sostoyalos’, Russkiye mugykal'nyye
arkhivy ga rubezhom. Zarubexhnyye mugykal'nyye arkhivy v Rossii. Moskovskaya konservatoriya 76, no. 6 (2013): 3-
77.
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the monograph, Ognennyy Angel S. S. Prokofyeva: K istorii sogdaniya, in 2015.%
Predominantly, Savkina conducted her research at The Serge Prokofiev Archive and
Russian State Archive of Literature and Art, as did the author of this thesis.”® Across six
chapters, she discusses the first version, the revised version, as well as an unrealised third
version of the opera, and Prokofiev’s interest in Christian Science. Her exploration of the
individual stages of The Fiery Angel and the events that have shaped the opera are well
organised, allowing us to follow its evolution almost uninterruptedly. To strengthen and
support her discussion, Savkina relies heavily on Prokofiev’s correspondence, which she
meticulously processes and employs in the main text of her monograph. It is thanks to
this publication that Prokofiev’s correspondence, especially his letters relating to The Fiery
Abngel (previously only accessible through archival institutions), was made more widely

available.

In 2015, in her dissertation, ‘Stilevyye i dramaturgicheskiye osobennosti opera S.
S. Prokof'yeva ‘Ognennyy angel’,** Vera Gavrilova discuses Prokofiev’s revision process,
including his treatment of Bryusov’s novel and the vocal style of the opera, and also
assesses the strengths and weaknesses of the 1927 libretto. In the first two chapters,
Gavrilova focuses on Bryusov’s novel and Prokofiev’s restructuring of the narrative in
his libretto, starting with a detailed analysis and discussion of Prokofiev’s personal copy
of Bryusov’s novel (as preserved at RGALI in Moscow). Gavrilova provides a consistent

and complex discussion of the novel’s stylisation, its autobiographical aspects, and

32 Natalia Savkina, Ognennyy Angel S. S. Prokof’yeva: K istorii sogdaniya, (Moscow: Nauchno-izdatel’skiy tsentr
Moskovskaya konservatoriya, 2015).

3 In 2013, the Serge Prokofiev archival collections, which were housed at Goldsmiths, University of
London, and the depositary at the Bibliothé¢que Nationale de France, were relocated to a new depositary at
the Rare Book & Manuscript library at Columbia University Special Collections (New York, USA). All
materials used during the research for this thesis and production of the critical edition of composer’s
compositional sketch of the first version of the opera (VS 1923), which was previously stored at Goldsmiths,
University of London, are now only available for consultation from its new depositary at the Rare Book &
Manuscript library at Columbia University Special Collections (New York, USA). For more information
about access and holdings, please contact Jennifer B. Iee (curator of the Performing Arts
Collection): jbl100@columbia.cdu.

Whilst acknowledging the importance of Natalia Savkina’s publication (Ognennyy Angel S. S. Prokofyeva: K
istorii sogdaniya), published in Moscow in 2015, which similarly deals with the genesis and evolution of The
Fiery Angel, assurance is given that, for this thesis, all primary sources (e.g. Prokofiev’s correspondence)
were gained directly through archival work carried out by the author at The Serge Prokofiev Archive,
RGALI and VMOMK, during the initial stage of his PhD research between 2012 and 2013. At no time did
the author access, extract or duplicate the information (including Prokofiev’s correspondence or diary
entries) from Savkina’s publication.

3 Vera Sergeyevna Gavrilova, ‘Stilevyye i dramaturgicheskiye osobennosti opery S.S. Prokofyeva
Ognennyy angel’ (PhD diss., Gosudarstvennyy institut iskusstvoznaniya, 2015).
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Russian symbolist philosophy and aesthetics. However, whilst the first chapter is devoted
fairly equally to the first version and the revised version, the following chapters are almost

entirely focussed on the revised version of the opera.

Even more recently, two further publications, Rethinking Prokofier” (edited by Rita
McAllister and Christina Guillaumier) and The Operas of Sergei Prokofier® (by Christina
Guillaumier), have appeared, both making a very welcome further contribution to

Prokofiev scholarship.z’7

In addition to the scholatly research published in the last 75 years, Prokofiev’s
diaries are another crucial source of the opera’s complex compositional history.
Prokofiev’s diaries are mostly published in heavily redacted editions, with the exception
of the publication (both in Russian and English) of his diaries from 1907 to 1933,
annotated by Anthony Philips.”® The first volume of this indispensable publication covers
Prokofiev’s years at the St. Petersburg Conservatoire and the genesis of his earliest works
— including his first two piano concertos, first violin concerto, and the Classical
Symphony. The second volume covers Prokofiev’s remaining years in Russia before his
decision to head to the West, his long and exhausting journey to the U.S.A. followed by
a difficult time there, and lastly his decision to relocate to Paris (Prokofiev’s home for his
final years in the West). It also contains many references directly related to the genesis of
The Fiery Angel and on his day-to-day work on the opera — not only his battles, failures,
and annoyances, but also his happiness and satisfaction with his work on the opera’s first

version.

Whilst volume three continues with Prokofiev’s life in Paris, it also chronicles the
growing number of his engagements in the Soviet Union. Alongside this complex insight
into Prokofiev’s life in Paris, revealing one of the most important and perhaps regrettable
decisions in his life — his return to Soviet Union, it also provides the story of many other
compositions composed in the West — most importantly The Fiery Ange/ and the Third

Symphony. In addition to Prokofiev’s regular and extensive updates on the revision of

3 Rita McAllister and Christina Guillaumier, Rethinking Prokofiev (Oxford: Oxford University Press, 2020).
36 Christina Guillaumier, The Operas of Sergei Prokofier (Woodbridge: Boydell & Brewer, 2020).

37 However, these publications were not obtained in time for submission and were therefore not considered.
38 Sergey Prokofiev, Diaries 1907 — 1914: Prodigions Youth, trans. Anthony Phillips (London: Faber & Faber,

2006).
Sergey Prokofiev, Diaries 1915 — 1923: Behind the mask, trans. Anthony Phillips (London: Faber & Faber,
2008).
Sergey Prokofiev, Diaries 1924 — 1933: Prodigal Son, trans. Anthony Phillips (London: Faber & Faber, 2012).
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The Fiery Angel, his planned Vocal Suite, and the Third Symphony, the composer (through
his notes) also provides us with an insight into his understanding of Christian Science and

how this eventually might contribute to the shaping of his opera, The Fiery Angel.

This exceptionally meticulous, three-volume publication of Prokofiev’s diaries
(translated by Anthony Philips) is a valuable tool for researchers (with the volumes dealing
with the years 1915 — 1923 and 1924 — 1933 being particularly pertinent to this thesis),
and also provides useful referencing, including an extensive index of all the people
Prokofiev mentions in his diaries. In addition to his published diaries, Prokofiev’s
correspondence also acts as another fundamental source for examination of both his life
and career as a composer. SPA and RGALI each hold hundreds of unpublished letters,
held alongside those that have been published in such collections as S. Prokofyev i N. Ya.
Myaskovskiy: Perepiska,” from 1977; Sergey Prokof'yev - Sergey Kusevitskiy: Perepiska, 1910-
1953,% published in 2011; and individual letters published in articles and issues of the
journal, The Three Oranges.

The contributions of Soviet, post-Soviet and Western scholars, have had an
enormous impact on our understanding of Prokofiev’s life and career as a composer and
pianist. Whilst several publications (as already mentioned) directly explore and analyse
The Fiery Angel and its evolution, there is still a considerable amount of further work and
exploration required to be done to fully understand its complicated journey. To complete
the overview of the compositional process of The Fiery Angel opera, as examined by the
previously mentioned scholars through the research in their work (such as the in depth
musical analysis of the revised version of the opera, as presented in McAllister’s “The
Operas of Sergei Prokofiev’; the discussion of Valery Bryusov’s novel and Prokofiev’s
adaptation of it by Gavrilova in her ‘Stilevyye i dramaturgicheskiye osobennosti opery S.S.
Prokof’yeva Ognennyy angel’; and the adaptation of Bryusov’s novel by Robinson in his
“The Operas of Sergei Prokofiev and their Russian Literary Sources’), a critical edition of
the composer’s compositional sketch of the first version (VS 1923) is indeed still needed
to achieve a more informed re-evaluation of the first version of the opera. The present
portfolio (through a critical edition, accompanied by a critical commentary, reconstructed

and translated libretto, stage directions, and stage settings of the first version), aims to

3 D. B. Kabalevskiy, ed., S. § Prokof'yev i N. Ya. Myaskovskiy: Perepiska (Moscow: Sovetskiy Kompozitor,
1977).
40 Sergey, Kousevitskiy, Perepiska 1910 — 1953, ed. Viktor Yuzefovich (Moscow, Deka-VS, 2011).
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more vividly highlight the initial conception of the opera and the composer’s
compositional process, by means of a more direct experience with it. This aim (which
might not be perceived as vividly in the previous published research without such a direct
insight into Prokofiev’s compositional process, working methods, and habits) is achieved
through the presentation of VS 1923 in the accompanying critical edition in a more
readable and performable format, with a detailed analysis of all visible annotations (as

recorded in VS 1923) referenced in the critical commentary.

Therefore, based on the outcomes of independent research, this thesis, along with
the accompanying Critical Edition of VS 1923 (Volume II) and supported by the Critical
Commentary (Volume I, Part 2), intends to contribute to existing scholarship.
Additionally, the critical edition (embracing all relevant primary and secondary source
materials, in addition to an evaluation of the musical text) also offers an evaluation of the
composer’s initial transformation of Bryusov’s novel into a libretto, through a
reconstructed libretto and stage directions of the initial concept (in both the original
language and its English translation) — now made available to a wider audience for the
first time."" By presenting the critical edition, scholars and students (indeed anyone with
interest in the opera) will have access to a more complex picture, allowing for a more
comprehensive evaluation of both versions, and a better appreciation of the discarded
first version of the opera (currently only accessible by direct consultation with The Serge

Prokofiev Archive).

41 The lyrics, as found in the Critical Edition (Volume II), are in the original Russian text. The stage
directions, as found in the Critical Edition, are in Russian with English translation. The English translation
of the libretto, and its detailed cross referencing with the revised version of the opera, is provided separately
in the Critical Commentary (Volume I, Part 2).
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Chronology of Composition

This section explores the genesis of Prokofiev’s opera, The Fiery Angel, and its

development over four key periods:

- Period 1 (1919 — 1923): the work on the first version, as preserved in VS 1923;

- Period 2 (1923 — 1925): the immediate work on the opera after the composer
completed the first version, including the work on Vocal Suite Op. 37bis;

- Period 3 (1926 — 1927): the first revision of the opera;

- Period 4 (1928 — 1930): the second attempt to revise it, and the transformation of

the opera into Symphony No. 3, Op. 44.

Period 1 (1919 — 1923)

Prokofiev was first introduced to Bryusov’s novel, The Fiery Angel, in around 1917 by
Boris Bashkirov (Verin) — a close friend and minor poet. Two years later (in 1919)
Prokofiev finally obtained a copy during his visit to New York.” The novel introduces
The Fiery Angel as a true story in which the Devil ‘not once but often’ appears ‘in the Image
of a Spirit of Light to a Maiden’, Renata, inciting her to various and many sinful deeds.”
It is written (as Harlow Robinson describes) as an imitation of the sixteenth century style,
where the narrator, Ruprecht, “fills in his biography up to the point where the present
time of the narrative begins in the first Chapter’.* From the outset, the story’s
autobiographical concept is delineated through the personification of the author.
However, despite Bryusov drawing from real-life experience in the narrative’s symbolic
love triangle, evoking the historical and documentary character of the novel, the book has

little in common with his autobiography.*

42 It is some time since I have had any Russian books in my hands, but Samoilenko has just given me one,
and it is very good: Bryusov’s The Fiery Angel, which Boris Verin mentioned to me about two years ago.
We are plunged immediately and irretrievably into the heart of sixteenth-century superstitions. The hero of
the story is a2 man of reason, who tries, with the understanding of his times, to shake them off.” In SPD-1,
442, entry of 30 November 1919.

43 Valery Bryusov, The Fiery Angel, trans. Ivor Montagu and Sergei Nalbandov (Sawtry: Dedalus Ltd, 2005),
ix.

4 Harlow Robinson, ‘Brjusov’s Ognennyj Angel: Novel and Opera’, manuscript LP5/1 (SPA), 20
September 1976, 4.

4 Ibid., 4.
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Bryusov positioned himself in the role of the narrator (Ruprecht), whilst the role of the
other two characters, Count Heinrich (Madiel) and Renata, were assigned to the ‘very real’
Andrey Bely and Nina Petrovskaya, respectively.” The Russian novelist, poet and literary
critic, Andrey Bely (real name Boris Bugayev), was one of the most esteemed members
of the Symbolist movement in Russia. Nina Petrovskaya met Bely in 1903 after she joined
the prominent symbolist group called ‘Argonauts’, where she became madly enamoured
with him.”” However, Petrovskaya’s attraction and desire for Bely appears not to have
been fulfilled — as revealed in Bely’s memoirs, where he describes his love for Nina as
akin to that one experiences between brother and sister, not the love between two
lovers.”® Eventually, Bely concluded their affair as his personal failure; after their

relationship ended, Petrovskaya turned her amorous attention to Valery Bryusov.

It was while Bryusov was living out the last relatively peaceful stage of his
relationship with Petrovskaya that he decided to put this stormy love triangle to paper in
a rather grandiose roman a clef”’ Petrovskaya (described by Vladislav Khodasevich in his
memoirs as a broken and disillusioned neurotic woman,” and by Richard Taruskin as
‘one of those writers who never wrote anything, without whom no literary movement is
complete™) played an important role in shaping the concept of Bryusov’s demonic novel,
The Fiery Angel, through her direct personal involvement with him during the period he
wrote it. After her relationship with Bryusov ended, Petrovskaya emigrated to Paris and
became Prokofiev’s neighbour during the period when he was still revising the opera — a
fact he was apparently unaware of.** Prokofiev actually never met Petrovskaya, and was
only made aware of her close proximity in the form of unconfirmed gossip from Anna
Petrovna (as noted in his diary on 16 June 1926™) two years before Petrovskaya

committed suicide in Paris in 1928.%*

46 The resemblance instigated by Bryusov, drawing from real life events of his fellow friend and novelist,
Andrey Bely and Nina Petrovskaya, has been studied by numerous scholars, including Simon Morrison and
Richard Taruskin.

47 Richard Taruskin, On Russian Music (Berkeley and Los Angeles: University of California Press, 2009), 19.
48 Andrey Bely, Nachalo veka (Moscow: Khudozhestvennaya literatura, 1990), 43.

49 Taruskin, On Russian Music, 224.

50 Vladislav Khodasevich, Nekropo!’: 1 ospominanija (Brussels: Les Editions Petropolis, 1939), 7.

51 Richard Taruskin, On Russian Music, 19.

52 Tbid., 230.

53 ‘Anna Petrovna said that apparently “Renata” is still alive and living in Paris. When she goes back to
Russia she will find out from Voloshin everything she can about this woman and write to me.” In SPD-2,
338, entry of 16 June 1926.

4 Vladislav Khodasevich, Nekropol’: 1 ospominanija, 7.
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Whilst starting to uncover the context of the novel (as noted in his diary on 30 November
1919), Prokofiev was overwhelmed by its subject and dramatic potential, being plunged
irretrievably into the heart of sixteenth-century superstitions, and impatiently read the
novel over the next couple of weeks. Eventually, during his visit to Chicago and whilst
still working on The Love for Three Oranges, he resolved to compose a new opera on the
subject. On 3 December 1919, Prokofiev noted in his diary that the postponement of the
Chicago Opera’s production of The Love for Three Oranges to the next season was more or
less imminent. His distress and utter dissatisfaction with this decision climaxed in the
middle of that month, when finally the answer to the question bothering him increasingly
since reading the Bryusov novel became definitively clear — a new opera of fascinating
subject and powerful potential would be made, despite The Love for Three Oranges’ destiny

still being unresolved.

In his diary on 13 December 1919, Prokofiev records that he had pondered the
scenario of The Fiery Angel but was far from deciding to embark on writing this opera.”
One possible reason for Prokofiev’s hesitation was due to the careful respect of the
literary sources he chose for his libretti.”® Prokofiev wrote the libretto of the first version
of The Fiery Angel entirely on his own, which (as Robinson suggests) gave him a degree of
control over the literary aspects of his opera that few other composers (Wagner included)
enjoyed.”” The original libretto plan of the opera is preserved within Prokofiev’s personal
copy of the 1909 edition of Valery Bryusov’s novel held at RGALIL. This copy reveals the
emerging concept of the libretto in an (as yet) undeveloped form, with the notes and
inscriptions being inserted as Prokofiev read through the novel. Most of these
inscriptions and marked text were later extracted to form the libretto of the opera, as

preserved within VS 1923,

The libretto of Act I took only about a month to complete after Prokofiev had
begun reading the novel, as noted in his diary entry from 2 January 1920.® Working
progressively through it, he completed the libretto of Act II on 17 January 1920. On the

same day, having discussed his original libretto plan with Boris Nikolayevich Samoilenko,

55 SPD-1, 446, entry of 13 December 1919.

36 Robinson, “The Operas of Sergei Prokofiev and their Russian Literary Sources’, 10.

57 Ibid., 10.

58 started another read through of Fiery Angel, thinking out the first act, and managed to lose myself a
little in it, worked until fatigue set in and all but finished the libretto for the whole of the first act. Now I
need to go through it again line by line and fill in a few blanks.” In SPD-1, 457, entry of 2 January 1920.
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Prokofiev decided not to develop the sixth scene with Count Adalbert von Wellen in the
castle (originally planned to be a mini-diversion from the main story line) as he now found
it superfluous. The work on the libretto of Act III began on 4 February 1920 and was
completed only a few days later on 6 February 1920 whilst he was still making final
adjustments to the ActI libretto.”” The work on the remaining acts (Acts IV and V) began
sometime after 29 April 1920, as noted in Prokofiev’s diary.”’ Less than a month later,
Prokofiev noted that he had arranged to read through three scenes from The Fiery Angel
with Fyodorovich Stahl, and would also consult with him on the rest of the opera.®’ As
also expressed in his diary, Prokofiev valued Stahl’s excellent feeling for the stage and his
incisive intelligence. This resulted in him receiving ‘unexpected and very interesting’
advice from Stahl concerning the psychology of Renata in the fourth scene (Act 111, Scene
1 - episode where Renata incites Ruprecht to kill Heinrich), which was constructed from
the text of Chapter VII, and the conclusion of the scene at the Inn with Dr Faust and
Mephistopheles. Prokofiev’s diary entry from 4 October 1922 reveals that he was still
planning to devote much thought to the libretto and the structure of Act V —as he himself
puts it, in a difficult and pivotally crucial matter that one could not simply undertake by
sitting down to it with a clear head.”” The final form of the original libretto was not fully
completed until January 1923, with Prokofiev again re-examining the concept of Act IV
and finding a solution to the inconclusiveness of both this episode and the final scene

between Ruprecht and Mephistopheles, as found in the novel.”?

After Prokofiev had completed the annotation and outlining of the plot in his
personal copy of the novel (Bryusov — RGALI), he began writing out thematic ideas in

his sketchbook. Prokofiev always carried sketchbooks with him in case a new melodic,

5% ‘Spent the morning thinking out the libretto for the third act and wrote some of it out.” In SPD-1, 471,
entry of 4 February 1920.

‘Worked on the Act Three libretto.” In SPD-1, 472, entry of 5 February 1920.

‘Later on I worked on the libretto and achieved a lot: finished Act Three, and tidied up and wrote out
some of Act One.” In SPD-1, 472, entry of 6 February 1920.

60 SPD-1., 502, entry of 29 April 1920.

61 This diary entry reveals that Prokofiev had a rather interesting debate with Alexey Fyodorovich Stahl, a
lawyer and former Public Prosecutor of the Provisional Government, whom Prokofiev first met in
Yokohama in 1918, who then emigrated to the USA, and had taken a great liking to him. Stahl had initially
expressed his reservation about the subject of the opera in a discussion with Prokofiev on 14 December
1919, and warned Prokofiev that he is going to create a scandal with the Church in Catholic countries.
However, this time during their discussion, as noted on 20 May 1920 in his diary, Stahl gave what Prokofiev
noted as ‘unexpected and very interesting advice’. In SPD-1, 515, entry of 20 May 1920.

62 SPD-1, 677, entry of 4 October 1922.

3 Ibid., 699, entry of 13 January 1923.
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harmonic or rhythm motif, complete melody, or even cluster of complete melodies, might
suddenly crystallise in his imagination.” This practice enabled Prokofiev to extract when
needed (what were in some cases) already refined thematic ideas, or even a complete set
of melodies, without the need for extensive adaptation. Thanks to this precise way of
working, we are able to track the genesis of The Fiery Angel from the initial sketches
preserved in thematic notebook No. 1,” to the very last sketches preserved in sketchbook
RGALI Sketches 1930, alongside the incomplete scenario from his second attempt to

revise the opera in 1930.

The first themes for The Fiery Angel appeared in Prokofiev’s thematic notebook
No. 1 (SPA_052) on 17 December 1919.° Further manipulation of the sketched material
(preserved by Prokofiev from mid-December 1919) commenced on 20 January 1920.
That day (as noted in his diary) Prokofiev wrote the scene between Ruprecht and the
Hostess of the Inn (f.1r, VS 1923), which opens the opera.”” Following on from the
annotated plan for the libretto, Prokofiev began to compose material directly into VS

1923 (main source), frequently referring to the thematic notebook No. 1.

The work on Act I and Act II of the first version of the opera was completed in
a remarkable speed of less than 3 months. On 22 January 1920, Prokofiev noted in his
diary that a letter from Otto Kahn promised a talk with Giulio Gatti-Casazza, the manager
of the Metropolitan Opera, who had shown an interest in seeing the libretto of The Fiery

Abngel. However, the opera was still in its early stages with Prokofiev only having

64 Mark Aranovsky, ‘Observations on Prokofiev’s Sketchbooks’, trans. Jason Strudler in Sergey Prokofiev and
His World ed. Simon Morrison (Princeton and Oxford: Princeton University Press, 2008), 403.

% This sketchbook consists of 32 sheets of manuscript paper folded as 16 bifolia bound together by two
sets of metal staples. The notebook is in landscape format measuring 170mm x 130 mm, and each folio is
printed with nine staves. The date, 73 Dek 7979 (13 December 1919), appears in Prokofiev’s hand on the
first folio in the top right corner above the first stave, confirming that Prokofiev began to use this thematic
notebook shortly after he drafted the scenario of The Fiery Angel as confirmed in his diary entry from 13
December 1919: ‘Pondered the scenario of Fiery Angel, even though I am very far from deciding to embark
on writing this opera.” Visual examination of the notebook reveals the use of three different types of ink —
black, blue (initial layer), red crayon (annotated corrections) and pencil (additional material). Inspection of
this source reveals that within the 32 sheets of manuscript paper, Prokofiev managed to preserve the most
important thematic ideas used in the composition of The Fiery Angel. The ideas, preserved in this thematic
notebook, vary in the level of their refinement. The ideas preserved in the thematic notebook range from
fully developed ideas not requiring any special treatment in the process of extraction, to only partially
developed ideas consisting of either very basic melodic material, rhythmic patterns or only partially outlined
harmony.

% ‘In the afternoon I pasted reviews into my scrapbook and jotted down some themes I have in mind for
Fiery Angel’ In SPD-1, 448, entry of 17 December 1919.

67 SPD-1, 465, entry of 20 January 1920.
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composed several pages from Act I and the libretto of Act I1T still being thought through
(finally completed on 5 February 1920). Four days before its completion, Prokofiev had
learned that Gatti would not now even consider talking about the possible staging of the
Three Oranges at the Metropolitan Opera, and as a rule would not accept a work (i.e. The

Fiery Angel) that was not yet complete.

Despite this disappointing news, Prokofiev continued to work with almost
unchanged speed and enthusiasm. Indeed, by 15 February 1920 he had completed the
section of Renata’s hysterical outcry (from R7), which takes place just before the
beginning of Ruprecht’s Latin prayer (R31). However, Prokofiev was forced to stop at
this point due to being uncertain of the correct Latin Accentuation (i.e. Latin Syllable
stress), further confirming the meticulousness, fine level of detail and precision he
subjected his works to. Renata’s revelation of the story (from R47) was completed on 22
February 1920, just one week after Prokofiev commenced work on it. Prokofiev’s
eagerness to move fast with the opera, and his effort to avoid any interruption to the flow
of his work, are well documented in his diary on the same day.*® His satisfaction with this
section is also expressed one day later when he evaluated his previous work and started
to work on the next scene with the Hostess of the Inn. Whilst working on this scene,
Prokofiev decided to postpone his work on the Violin Sonata — sketches for the Sonata
are also present in the thematic notebook (No. 1) alongside sketches for The Fiery Angel.
The work on Act I was completed in New York on 17 March 1920, as noted in the right
corner of £.22v (VS 1923).

Alongside other engagements and a busy schedule in the U.S.A., fitting in work
on the opera was not always an easy task for Prokofiev, as expressed in his diary.
However, he managed to somehow keep almost the same pace whilst working on Act II,
composed between 21 March 1920 and mid-April 1920. Whilst engaged in this task,
Prokofiev found time to attend (what he called) a full-scale audition set up by Gatti with
six other conductors for the staging of The Love for Three Oranges at the Metropolitan
Opera, and for a possible acceptance of The Fiery Angel. At the audition, Prokofiev played
an excerpt from Act I; however, Gatti found the music very difficult and was not prepared

to take the risk.”” Despite this rejection, Prokofiev was not prepared to abandon the opera,

%8 ‘Did a lot of work on Fiery Angel and moved Renata’s story forward to the very end, turning down lunch
with Ingerman so as not to interrupt the flow of the work. But from Gatti there is not a word, although I
think by now I really should have heard something.” In SPD-1, 478, entry of 22 February 1920.

0 SPD-1, 492-3, entry of 1 April 1920.
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instead only anticipating a temporary interruption. However, it did lead to a dip in
Prokofiev’s motivation (as documented in his diary entry from 13 April 1920), which is
also evident in the scant attention to detail he paid to the Entr’acte of Act II — originally
composed in a fragmentary, embryonic form, which Prokofiev would not develop fully
until the revision process in 1926-7." Indeed, what Prokofiev had anticipated would only
be a short break from the opera turned out to last for almost two years. However, towards
the end of this considerable rest period, Prokofiev appears to have re-found the impetus

to complete the opera in his new surroundings at Ettal in the Bavarian Alps.”

On 6 July 1922, with an enthusiastic plan to finish the opera by the summer of
1922, Prokofiev finally sat down in Ettal to compose Act III. Absorbing himself deeply
in composition, he made brisk progress completing Act III on 1 September 1922 still in
Ettal.”” During the rest of that month, Prokofiev worked on Act IV whilst also working
on the Suite from Chout — completing Act IV on the 4 October 1922. Soon after this, he
turned his attention to the final act of the opera. Prokofiev planned to devote much
thought to the libretto and indeed to the whole structure of the final Act — a difficult and
pivotally crucial matter, as noted in his diary prior to embarking on working on the music.
The complexity of the compositional process of the final act is documented in Prokofiev’s
diary and (perhaps more importantly) in VS 1923. Prokofiev’s aim was to move forward
quickly with Act V, so the difficult sections were left in an embryonic form to be resolved
later. However, these sections were not fully resolved until the revision of the opera in
1926.” The discarded Scene 2 of the final act was completed on 13 January 1923, thus
completing the first version of the opera despite many sections of the final act being in

fragments.™

70T have put Fiery Angel to one side, as is only to be expected after the rejection by the Metropolitan, but I
hope it is only a temporary interruption and that after a few days I will be motivated to press on with it. In
the afternoon Mme Izvolskaya took me to tea with Mrs Otto Kahn, whose house is a quite remarkable
edifice, something like an Italian palazzo. I had hoped to raise the question of the opera, since she is said
to have an even greater influence than her husband, but the occasion was a reception with a large number
of guests, so conversation was confined to courtesies and salutations. However, a French singer from the
Metropolitan Opera, not knowing who I was, did tell me that recently some Russian composer or
other...Proko...Proko...she could not quite remember his quite unpronounceable name, had played Gatti
his opera, which had been completely crazy Futurist nonsense.” In SPD-1, 496, entry of 13 April 1920.

7 Nice, Prokofiev: From Russia to the West 1891-1935,167.

72 SPD-1, 675, entries between 25 February to 23 November 1922.

73 Ibid., 684, entry of 25 November 1922.

74 1Ibid., 699, entry of 13 January 1923.
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Following the completion of the score (as noted in his diary from 16 to 18 January 1923),
Prokofiev re-visited several sections needing further attention, especially the ending of
Act IV, patchy sections of Act V, and the ending of Act II. However, from the end of
January 1923 until at least the summer of 1923, work on the opera was postponed once
again, with Prokofiev instead working on an opening (using Renata’s aria from Act I) for
a planned Vocal Suite from The Fiery Angel, Op. 37bis. This Vocal Suite is the first
evidence of Prokofiev’s desire for further development of the preserved material taken
directly from VS 1923, and his determination to continue to work on the opera despite

Giulio Gatti-Casazza’s rejection of it.

Period 2 (1923 — 1925)

The plan to write the Vocal Suite came to Prokofiev almost immediately after the first
version of the opera was completed on 13 January 1923.” The Vocal Suite is preserved
in SPA_193 together with the sketches and fragments dated between 1923 and 1925.7
The official title was to be Boxausran crouma us oneper Ozrernviti Anzen (Vocal Suite from the
Fiery Angel opera), with the first part to be called Pasckassz Peramer (Stories of Renata).””
The title page also contains a date inscription (1923) found on the top right corner below
Serge Prokofiev’s name, which does not appear to be in Prokofiev’s own hand — most

likely having been added later by his secretary and musical assistant, Mikhail Astrov.”

5 By 1923 Prokofiev had already completed three Suites — Scythian Suite, Op. 20, Suite from Chout, Op.
21bis, and the famous Suite from The Love for Three Oranges, Op. 33bis. Later in his life the number of
suites Prokofiev composed reached the respectable number of 21, plus two that remained unfinished — the
Vocal Suite from The Fiery Angel, Op. 37bis and the last suite from the cycle of four derived from The
Tale of the Stone Flower, to be called The Mistress of Copper Mountain, Op. 129.

76 An autograph manuscript (SPA_193) of full score fragments dated 1923 for a planned Vocal Suite from
the opera, together with sketches, is held in the SPA, filed in a loose-leaf folder. The folder consists of 60
sheets of manuscript, photocopied from the original autograph manuscript. The autograph manuscript is
in portrait format; however, the size of the manuscript paper cannot be measured, as the original autograph
manuscript has not been available for further examination. The facsimile copies reveal several different
manuscript papers, not bound but inserted in a loose-leaf folder. The folder contains manuscript printed
with 16 staves (12), 18 staves (14), 20 staves (4), 22 staves (12), 24 staves (13), 25 staves (1) and nine blank
pages with hand-written staves.

77 Both of these titles contain a spelling error — Oznensiii instead of Oerennsiti, and Pasexass: instead of
Pacexaser, which indicates that Prokofiev was still using the Old Russian alphabet, as can be seenin VS 1923.
78 McAllister, “The Operas of Sergei Prokofiev’, 296. Prokofiev’s other assistants included Felix Labunsky
and Gyorgy Popa-Gorchakov. Labunsky was a piano and composition student of Jazeps Vitol and Vasily
Kalafati, who was appointed by Prokofiev in the summer of 1926 on recommendation of Alexander von
Schubert, Nina Koshetz’s husband. Gorchakov, as described by Anthony Phillips in Vol. 2 of Prokofiev’s
diaries, was a polyglot linguist and fellow Christian Scientist, who became a close friend of the family and
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Similarly, the numbering of each surviving folio in the manuscript is likely a later addition

by Astrov.

The Vocal Suite was to have consisted of a number of continuous excerpts from
the opera with each to be given a concert beginning and ending.” The fully orchestrated
fragment of Renata’s long narrative from Act I (as preserved across the first seven folios
of the facsimile from SPA_193, with the piano part at the bottom of each one) is the first
fully developed and orchestrated material of the opera, and also comprises the first
movement of the Vocal Suite. When comparing this fragment with the corresponding
part in VS 1923, it is found to be almost identical, including in its dynamic, articulation
and tempo markings. Also, being derived directly from the first version of the opera prior
to the revision process, it is probably the only material Prokofiev fully realised to be used
in the Vocal Suite. The remaining part of this source (SPA_193) contains material related
to the revision process itself, thus confirming that any work carried out after the summer
of 1923 (as preserved within SPA_193) was done after Prokofiev’s decision to revise the

opera.”’

Prokofiev’s assistant until 1929. Gorchakov’s main contribution was the help he provided Prokofiev during
the realisation of the short score of The Fiery Angel revised version (SPA_192) into a full score. After
Gorchakov left Prokofiev to work for Edition Russe de Musique, he was replaced in 1929 by Mikhail
Astrov, whom Prokofiev met at the same publishing house.

7 McAllister, “The Operas of Sergei Prokofiev’, 296.

80 Material preserved between f.8r and f.16r is the first definite sign of Prokofiev’s attempt to re-organise
Act I, by introducing the new character of the Fortune-Teller and his consideration to move Ruprecht’s
attempt to violate Renata to Act II. Fragments found between f.16v and f.23v appear to be re-organised
and re-composed fragments from Act 11, in particular the opening of Act II without the scene with students,
as at the beginning of the first version, and Ruprecht’s and Agrippa’s altered dialogue from the end of the
first version. Both of these fragments, f.16 — £.23 and f.31 — £.37, were used by Prokofiev during the actual
revision of the entire work commenced in 1926. F.29 — £.30 contain a fragment confirming Prokofiev’s
decision to include the new character of Glock in Act II. F.31 contains an indication of Scene II, Act II
revision, later used in realisation of the overall revision of the first version in 1926. The above-mentioned
fragments are preserved in piano-score format, with a single vocal line and only occasional indications of
instrumentation or further development of the idea, as is the case with the remaining material found within
this source. F.23 — £.28 preserve sketched fragments from Act I of the first version; in particular the scene
with the sudden mysterious knocks towards the end of Act I (R157). No significant alterations appear to
have been made to the material extracted from the first version of the opera, apart from minor changes to
the vocal line and the libretto. The remaining £.37 — £.45 are fragments of Act II and Act 111, preserved in
piano-score format with only occasional occurrence of vocal lines and with the text in abbreviated form.
F.45 reveals what appears to be a title page for Prokofiev’s plan to edit some of Schubert’s Waltzes. The
folio is rotated anticlockwise and consists of the indication ‘Schubert-Prokofiev’ at the top left corner both
in Cyrillic and Latin, with the title first in Russian followed by French — Valses (pour deux pianos). Dating
(1925) is found in the middle of the manuscript in what appears to be Prokofiev’s handwriting. The empty
space below the title is used to preserve a sketched fragment from Act IV started on previous folio. F.46 —
f.60 preserve the first attempt to realise the incomplete fragmentary sketched ideas of the final act, as
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On 2 July 1923, whilst the concept of the Vocal Suite was still on the table, Prokofiev
sent a letter to Boris Demchinsky informing him of his five-act opera (The Fiery Angel)
and expressing a wish to consult with him on the subject.®’ This was not the first time
Prokofiev had asked for advice from Demchinsky, the philologist writer, whom he had
met in St. Petersburgin 1908.** Prokofiev had developed a deep admiration for
Demchinsky’s intellect and literary skills, having put them to the test during his work
on Ala et Lolly and the libretto for The Gambler® In his letter, Prokofiev now expressed a
desire to consult with Demchinsky on the scenic integrity and transformation of
Bryusov’s novel into a libretto even though the music had already been written, albeit not
yet orchestrated. Despite this, Prokofiev knew that Demchinsky would critically appraise
the libretto with the same level of ‘infernal bitterness” he had shown for his first ballet for
Diaghilev, Ala et Lolly.** Seeing huge potential in this collaboration, Prokofiev asked
Demchinsky to make annotations directly to his libretto.”” Demchinsky eventually agreed

to help, but progress was very slow mainly due to Demchinsky’s tardiness of response.*

On 20 February 1924, Prokofiev met Emest Oeberg, Managing Director of the
Russian Musical Editions, to discuss potential dates for a forthcoming recital. During this
meeting, Prokofiev also learned of Oeberg’s plan to support an opera company and (as a
result) of his interest in Prokofiev’s operas. The Fiery Angel instantly came to Prokofiev’s
mind, so he wrote to Demchinsky on the same day urging him to get on with the changes
to the libretto and to provide annotations (specifically page numbers and paragraphs) so
that Prokofiev could directly implement the changes to the libretto himself.*” He also
asked Demchinsky to reduce the wordiness of some of the scenes, especially Renata’s
long narrative in Act I (taken directly from Bryusov’s novel), without any alteration or

reduction. Prokofiev stressed to Demchinsky at the same time that the effectiveness of

preserved in the first version of the score, alongside the first alteration to Act V of previously fully
developed material.

81 Serge Prokofiev, letter to Boris Demchinsky, 2 July 1923, SPA, IV.

82 SPD-2, 21-22, footnote for entry of 17 February 1924.

83 Ibid., 21-22, footnote for entry of 17 February 1924.

84 Serge Prokofiev, letter to Boris Demchinsky, 2 July 1923, SPA, IV.

8 Ibid., IV.

86 T will be delighted to help you with the libretto of The Fiery Angel. Already now, I have a presentiment
that the sorceresses will give you a triumph with the opera.” In Boris Demchinsky, letter to Serge Prokofiev,
12 July 1923, SPA, IV.

87 In SPD-2, 22-23, entry of 20 February 1924.
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certain parts of the libretto, which might seem static and without dramatic impetus, would

increase with musical setting.*®

Between May and June of 1924, Prokofiev’s hopes of finally securing a
performance of The Fiery Angel were raised; however, sadly his expectations were
unfulfilled and no contract was actually signed. At the end of July 1924, Prokofiev sent
another letter to Demchinsky expressing his irritation at not hearing back from him.*” On
19 August 1924, Prokofiev finally received an indication from Demchinsky that he would
be prepared to make amendments to the libretto.”” However, the letter also indicated that
Demchinsky was not in the best of financial situations, and would therefore require
monetary reward for his efforts.” Whilst the letter itself does not survive, as the
negotiations between the two continued, we can assume Prokofiev initially agreed to
Demchinsky’s conditions. In early October 1924, upon hearing of the collapse of the
Hébertot Opera Company, on which The Fiery Angel’s fate depended, Prokofiev was left
‘speechless with rage!”” Despite this disappointing news, Prokofiev did not give up, but

the date of the revision process was once again postponed.

In April 1925, things started to look much brighter again for the opera. On 19
April that year, Prokofiev received a much-awaited further letter from Demchinsky finally
accepting to work on the libretto for a fee.”” Prokofiev’s intense excitement on receiving
Demchinsky’s acceptance translated into a remarkably long letter in response.” In this
lengthy reply (dated 25 April 1925), Prokofiev’s genuine delight is expressed towards the
end of the second paragraph — ‘I consider you to be a surgeon, who is trying to correct
the humpback by cutting out the hump. I tremble just with a thought that the music, on

which I worked for three years will have to be completely rewritten again.™”

Despite this jubilation, the second half of 1925 saw no real improvement to this
very slow collaboration with Demchinsky. On 31 October 1925, Prokofiev met the

conductor Eugen Szenkar in Cologne, who had expressed an interest in staging The Fiery

88 Serge Prokofiev, letter to Boris Demchinsky, 20 February 1924, SPA, V.

89 Serge Prokofiev, letter to Boris Demchinsky, 23 July 1924, SPA, V.

9 SPD-2, 90, entry of 19 August 1924.

91 ‘A delicate hint that such work should be paid for, which is only reasonable. I wrote the answer.” In SPD-
2, 90, entry of 19 August 1924.

92 SPD-2, 101-2, entry of 8 October 1924.

93 Ibid., 154, entry of 19 April 1925.

94 Ibid., 157, entry of 25 April 1925.

9 Serge Prokofiev, letter to Boris Demchinsky, 25 April 1925, SPA, VII.
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Angel. However, Prokofiev was quite reluctant to make a firm commitment, as he was still
hoping Berlin might stage it, and so did not (at first) accept Szenkar’s provisional offer,
and, in any case, the opera was far from completion.” On 1 December of the same year,
Prokofiev noted in his diary that, in view of the reluctance of Demchinsky to move things
on further, his hope of getting him to start the task now lay with his friend, Eleonora
Damskaya (a fellow student of Prokofiev’s from St. Petersburg Conservatoire), who had
promised Prokofiev she would intervene.” However, The Fiery Angel's destiny was marked

by another long period of silence between December 1925 and January 1926.

Period 3 (1926 — 1927)

On 23 January 1926, Fyodor Weber, the Berlin-based director of the Russian Musical
Editions, wrote to Prokofiev expressing a definite interest in staging the opera in Berlin.
Prokofiev’s diary entry on 5 February 1926 confirms this came by telegraph — ‘A telegram
from Weber saying that without benefit of any acquaintance with the music The Fiery Angel
has been accepted by the Berlin Opera.™ For Prokofiev, this was the first good news
concerning The Fiery Angel for several months, but unfortunately he had not yet received
word from Demchinsky. So, on 15 March 1926, Prokofiev wrote to Demchinsky urging
him to fulfil his promise.” In the letter, Prokofiev demanded that the libretto plan should
be received no later than 1 May, the first two acts no later than 1 June, and the remaining
acts by 1 July. Two weeks later, on 26 March 1926, Demchinsky’s agreement was
telegraphed to Prokofiev and acknowledged by him.'” However, it was still 2 month later

than agreed when Demchinsky finally sent Prokofiev his first plan for the libretto.'""

This plan, sent on 30 May 1926 and received by Prokofiev on 7 June 1926,
provides us with a close insight into both the start of Prokofiev’s collaboration with

Demchinsky and the early stage of the revisions to the libretto. Unfortunately, however,

96 SPD-2, 224, entry of 31 October 1925.

97 Ibid., 224, entry of 1 December 1925.

9% SPD-2, 264, entry of 5 February 1926.

9 ‘Dear Boris Nikolayevich do not be surprised if a dollar drop out of this letter. This is to pay for the
telegram, as I urgently require your answer.” In Serge Prokofiev, letter to Boris Demchinsky, 15 March
1926, SPA, X.

100 “Thank you for your acceptance. Money sent.” In Serge Prokofiev, telegraph to Boris Demchinsky, 26
March 1926, SPA, X: 198.

101 Boris Demchinsky, letter to Serge Prokofiev, 30 May 1926, SPA, XI: 1.
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despite Prokofiev’s repeated demands to fulfil the agreement on 4 July 1926,' 8 July
1926,'” and again on 19 July 1926,'" there was still no reply from Demchinsky. By 24
July 1926, as evidenced in a letter sent that day to Demchinsky, Prokofiev had started to
lose his patience. In the letter, he was forced to remind Demchinsky that their relationship
was now on a business footing, and, as both the publisher and Prokofiev had fulfilled
their part of the contract, Demchinsky was now expected to do the same.'”” Despite this
pressure, Demchinsky did not actually fulfil his contract and his revised and corrected
libretto was never received by Prokofiev. However, the libretto plan and series of letters
between the two men discussing the changes in the opera had an immense impact on

Prokofiev in the shaping of its final form.

Four months after Weber had expressed an interest to accept The Fiery Angel at
the Berlin Opera House, the opera was still far from complete. So, on 15 July 1926,
Prokofiev decided not to waste any further time waiting for Demchinsky to respond and
started a thorough revision of the score — noting in his diary on the same day that he had
revised and cleaned up some of the harmonies and vocal parts of the scene with the
Hostess and Ruprecht from Act 1'% At the same time and with a great amount of detail,
Prokofiev started to mark up the orchestration to enable his assistants to transcribe it

later into a fully orchestrated score.

From around July 1926, Prokofiev concentrated on completing the previously
incomplete sections and on the orchestration, which was inputted in the score (short
score — SPA_192) with clear instructions for Labunsky at first to follow, thus saving

7 His second assistant, Gorchakov, then undertook the actual

Prokofiev time."
orchestration of the complete score, eventually producing a fair-copy — SPA_189. On 22
July 1926, Prokofiev sent Demchinsky an ultimatum to fulfil the contract. With a further

lack of response, Prokofiev was forced to make a difficult decision — either to abandon

102 ‘Have you received the letter dated 18 June? When will you send first act? Prokofiev’ In Serge Prokofiev,
telegraph to Boris Demchinsky, 4 July 1926, SPA, XI: 137.

103 ‘Please answer my question. When will you send the first act? Prokofiev.” In Serge Prokofiev, telegraph
to Boris Demchinsky, 8 July 1926, SPA, XI: 144.

104 ‘Silence is unacceptable. Please answer. Prokofiev.” In Serge Prokofiev, telegraph to Boris Demchinsky,
19 July 1926, SPA, XI: 189.

105 Serge Prokofiev, letter to Boris Demchinsky, 24 July 1926, SPA, XI.

106 SPD-2, 348, entry of 15 July 1926.

107 Despite the fact that Labunsky was not orchestrating but only following Prokofiev’s precise instructions,
the progress was, at the beginning, very slow. It took some time for Labunsky to get use to Prokofiev’s
system, but eventually he mastered the ins and outs, as Prokofiev noted in his diary. In SPD-2, 351, entry
of 23 July 1926.
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the collaboration with Demchinsky and complete the task himself, or risk materials not
being orchestrated and ready for the planned production in Berlin at the end of the
summer 1926. This tension finally came to a head on 24 July 1926, when Prokofiev wrote
to Demchinsky advising him that (from now on) the revising of the opera was in his

(Prokofiev’s) hands only.'”

The timeline of the revision process and orchestration of the opera stretched
across the whole of 1926 and summer of 1927. The revision of Act III (completed on 1
October 1926) and Act IV (completed on 23 November 1926) were completed before
Act I (completed on 29 July 1927). This was due to the less extensive interventions
required in comparison to the more demanding Act V (completed on 9 June 1927) and
Act II (completed on 19 August 1927). After the whole process was completed,
Prokofiev’s assistant, Gorchakov, transcribed his shorthanded notes into the full score,
which Prokofiev called a purely mechanical exercise. On 19 August 1927, a nightmare
hanging over Prokofiev for two years finally disappeared when he completed the

orchestration of Act I1.'%Y

On the following day, Prokofiev prepared a set of instructions
for a copyist, in order to ensure the smooth preparation of the orchestral parts for
publishing.'"’ At the same time, Prokofiev commenced work on the vocal score (with
preparation of the realised score from Prokofiev’s short score still in the hands of
Gorchakov) and began the extensive revision of The Gambler. The lithographed vocal-
score (SPA_009), completed at the end of summer 1927 with German text (published by
A. Gutheil in the same year), was specifically prepared for rehearsals at the proposed (but

not realised) premiere in Berlin.""!

Period 4 (1928 —1930)

Prokofiev’s resolute unwillingness to abandon the idea of The Fiery Angel is apparent in
his successful transformation of the opera into Symphony No. 3, Op. 44 (1928), and is
also documented in his plan (never fully realised) to revise the opera once again in 1930.

Following the completion of the first revision of the opera and the unfortunate refusal of

108 SPD-2, 352, entry of 24 July 1926.
109 Ibid., 621, entry of 19 August 1927.
110 Ibid., 621, entry of 20 August 1927.

111 Spent all day at the publishers discussing various small matters and correcting mistakes in the lithograph
of the Fiery Angel vocal score. I had another look at Lopatnikoff’s Sonatina and still liked it, but once again
did not think much of Fédorov’s pieces.” In SPD-2, 636, entry of 16 September 1927.

42



Bruno Walter and others to stage it, Prokofiev seems to have returned to his previous
idea of transforming it into a non-dramatic genre. It was during the time when
Koussevitzky was preparing excerpts from The Fiery Angel for its premiere on 14 June
1928 that Prokofiev began to contemplate the idea of composing a symphony out of the

opera.

Work on the Symphony (dedicated to Myaskovsky) began on 1 August 1928 and
was completed on 5 November 1928. The Symphony, which draws directly and
extensively from the Fiery Angel, is in fact a product of extraordinary condensation—
compression of the five act opera into a four-movement symphony. However, although
the opera greatly infiltrated the Symphony, Prokofiev disliked it being called “The Fiery
Abngel Symphony’. Following a successful premiere in Paris on 17 May 1929, conducted
by Pierre Monteux, the Symphony was performed in Brussels on 5 April 1930 (alongside
the Divertimento and Piano Concerto No. 3), conducted by Ernest Ansermet, at De Grote
Zaal — Henry Le Boeuf’s newly opened Centre for Fine Arts. Three years later, during
Prokofiev’s visit to the Soviet Union in 1933, the Symphony was again performed in St.

Petersburg.

Despite the positive acceptance of the Third Symphony, Prokofiev’s perpetual
dissatisfaction with the opera spurred another (incomplete) revision in 1930. Even after
four major opera houses had turned down The Fiery Angel on the grounds of the music’s
difficulty, the undramatic nature of the libretto, and the recycling of the music in the
Symphony No. 3, Prokofiev could still not accept that his creation would never be
staged.'"? So once again, whilst on tour in the U.S.A., he decided to tackle the problematic
issues of the transformed prose into the libretto — coincidentally, in the same city and at

the same hotel where the original idea for the opera was conceived.'”

On 12 January 1930, Prokofiev received a call from Sergey Sudeikin, a designer at
the Metropolitan Opera in New York, to come to a meeting with Tullio Serafin, a
principal conductor at the same House, and the producer, Ernst Lert, to discuss The Fiery

114

Angel.”" During the meeting at Sudeikin’s house, Prokofiev outlined the subject of the

opera. However, whilst Serafin was impressed, Sudeikin was not very convinced and

112 SPD-2, 848, entry of 26 June 1929.

113 Prokofiev stayed in Great Northern Hotel in New York during his first visit to USA in 1919, during his
second visit and his third visit in 1930.

114 SPD-2, 901 — 902, entry of 12 January 1930.
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complained about the lack of dramatic action — a negative response not helped by the fact
that Prokofiev did not actually have the score with him at the time. After Prokofiev’s
return from Boston to New York on 3 February 1930, the score he had requested from
a clerical assistant of the Editions Russes de Musique in Paris, Gavriil Paichadze, on 17
January 1930 finally arrived. Upon its receipt, Prokofiev began to seriously consider

changes to The Fiery Angel in order to improve the problematic sections.

The prospect of his opera never being staged almost ten years after he had set out
on the task, made Prokofiev realise he would have to make sacrifices, compromises and
amendments to his original ideas. Prokofiev remarked on the necessity of further
revisions to the opera on 5 February 1930, after the play-through of selected passages
from The Fiery Angel to Sudeikin. Whilst the music had made a good impression, Sudeikin
also commented that, alongside the magnificent set pieces, there were unbearably long
narratives.'”” Despite this, Sudeikin agreed to work with Prokofiev on the task; however,
in the end (as noted by Prokofiev) he completed the abridged libretto himself."
Prokofiev’s revised scenario was then read to Sudeikin, who approved it without any
objections.'”” Following Sudeikin’s concept, Prokofiev sketched out reconstructions of
the second and third acts, combining them both in one continuous act of seven scenes.''*

This was not however the definitive version of the scenario plan.

In March 1930, Prokofiev learned that Sudeikin was engaged with designs for The
Fhying Dutchman and had put his work on The Fiery Angel to one side.""” So the prospect of
having the opera staged in the next season at the Metropolitan Opera was (once again)
placed on hold. Despite this setback, Prokofiev set to work on making further corrections
to (what he called) an amateurish translation of the abridged libretto,'” which he then
sent to Edward Ziegler — head of the Metropolitan Opera’s finance department.””’ The

day before this, Sudeikin sent a copy of the revised libretto to Serafin, also informing him

115 SPD-2, 916, entry of 5 February 1930.

116 Tbid., 918, entry of 8 February 1930.

117 On that the same day (8 February 1930), Prokofiev met in the Artist’s room Vladimir Rosing, director
of the American Opera Company, who proposed staging The Fiery Angel: ‘should plans with the
Metropolitan Opera fail to come to fruition’. In SPD-2, 918, entry of 8 February 1930.

118 The work on the proposed changes to the libretto was completed, as noted in his diary, on 10 February
1930 and sent off to Sudeikin on the same day. In SPD-2, 919, entry of 10 February 1930.

119 SPD-2, 929, entries between 4 - 7 March 1930.

120 The original Russian text was first translated into ‘bad English’, then was turned into improved English,
and thence, eventually, into French. In SPD-2., 929, entries between 4 - 7 March 1930.

121 SPD-2, 929, entries between 4 - 7 March 1930.
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that the vocal score still required further adjustments to the music. He proposed to
organise a meeting between 16 - 17 March at the Metropolitan Opera (prior to Prokofiev’s
departure to Europe) to discuss the possible premiere of The Fiery Angel in either the
1930/31 season or the following season. However, the news that Prokofiev had been
dreading ever since the rejection from Bruno Walter came again, and his hopes and plans
for The Fiery Angel were dashed once more — ‘Unwelcome news from Sudeikin: Gatti’s
opinion of the libretto of Fiery Angel is that it is “unacceptable”, thus blackballing me for

the second time, ten years after the first.”*

The attempt to secure a performance of the opera at the Metropolitan Opera House
in New York, survives in the form of a short and incomplete scenario (RGALI Synopsis
1930) typed in English'* and accompanied by thematic ideas with textual incipits —
preserved on seven pages of thematic notebook (RGALI Sketches 1930). The front page
of this scenario contains a short hand-written note found in the upper right-hand corner
— “The Fiery Angel Opera in 3 acts and ten scenes, words and music by Serge Prokofiev,
adapted from Valery Bryusov. The approximate length of the opera being 2 hours of
music.”** This short inscription, most likely entered by Prokofiev himself, suggests
fundamental structural changes with the reduction by two acts to a three-act format.
Whilst this modification (at first sight) would appear to be a fairly significant intervention,
closer inspection of the scenario reveals no greater changes to the dramatic structure of
the opera than found in the first completed revision process in 1927. The significance of
this inscription at such an early stage in the second revision process, is Prokofiev’s
recognition of the need to find a definitive solution to the structural problems of the
opera, which had been only partially rectified in the revision process. Prokofiev attempted
to rectify this by means of a simple and effective conjunction of the most dramatically

interconnected acts —i.e. Act I, Act III, Act IV and Act V.

The rejection from the Metropolitan Opera House did not stop Prokofiev trying
one more time to have The Fiery Angel staged in the U.S.A., this time by Vladimir Rosing,

director of a small American Opera Company.'” Rosing came up with a suggestion that

122 SPD-2, 934, entry of 17 March 1930.

123 RGALL f. 1929, op. 1, yed. khr. 9

124 RGALL f. 1929, op. 1, yed. khr. 7

125 A diary entry from the same day shows Prokofiev’s worry and hesitation over Rosing’s previous
proposal, due to the fact that it was hard for him to imagine having the opera performed with an orchestra
of 36 members.
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Prokofiev should employ one of his students to create an alternative version of the opera
by downscaling it to fit the proportions of a 36-piece orchestra.'”® Prokofiev rejected this
idea and instead suggested that Rosing should raise some money to commission
Prokofiev to write a new opera, which he would (in the first instance) write for a small
orchestra.'”’” However, as in the case of the Metropolitan Opera, this final attempt was
never realised, thus concluding Prokofiev’s decade-long struggle and active work on the

opera on a note of unfortunate capitulation.'*®

126 SPD-2, 935, entry of 19 March 1930.

127 Ibid., 935, entry of 19 March 1930.

128 From the available sources accessible during the research, the last note by Prokofiev in relation to The
Fiery Angel production comes in a letter from 12 December 1934. According to Natalia Savkina, Prokofiev
sent the letter to his cousin Katya (Ignat’eva Ekaterina Aleksandrovna) mentioning a possible production
of either The Gambler or The Fiery Angel at the Mariinsky Theatre in the autumn of the following year, which
was, however, never realised. In Ognennyy Angel S. S. Prokof’yeva: K istorii sogdaniya, 70.

46



Chapter 2: Summary of Principal Differences

This chapter presents a summary of the principal differences between the first version of
the opera (1923), as presented in the Critical Edition (Volume II), and the revised version
(1927). Before embarking on an appraisal and comparison of the two, it is important to

establish the main structural differences between them.

Both versions consist of five acts and seven scenes. However, the scenic division
and chronology of the episodes in Acts II and V in the first version differs from the
revised version, as illustrated in Table 2.1 on the following page. In the first version,
Prokofiev composes Act II as a one-scene act, connecting it with the following act by an
Entr’acte positioned at the end. However, in the revised version, Act II is divided into
two scenes through the repositioning of the Entr’acte between the newly composed Scene
1 and revised Scene 2. Inversely, Act V of the first version is divided into two scenes;
however, in the revision process, Scene 2 (Death of Renata) is discarded, so Act V of the

revised version only consists of one scene.

Table 2.1 also illustrates the chronology of the episodes and their inclusion or
deletion in the revision process. Act I of the first version consists of five episodes, the
same as its counterpart in the revised version. However, in the revision, the concluding
episode (‘Appearance of Mysterious Knocks’) is significantly expanded and moved to the

I 129

beginning (Scene 1) of Act IL.'* In its place as the concluding episode of Act I, Prokofiev
inserts a completely new scene with the Fortune-Teller. Act II of the first version begins
with Ruprecht and Agrippa’s students. However, in the revision, this episode is entirely
replaced by the new Scene 1 (At Glock’s — Séance), consisting of the expanded episode
(Appearance of Mysterious Knocks) and completely new episode of Renata’s and
Ruprecht’s visit at Glock’s. The Entr’acte is repositioned between Scene 1 and Scene 2
(Meeting with Agrippa), which also undergoes an extensive revision. Act III of both
versions is constructed of two scenes with only one major intervention — namely, the
removal of the opening episode of Renata meeting Count Heinrich in Scene 1 and the

addition of the Doctor (a new character towards the end of the act). In both versions,

Act IV consists of one scene with only minor modifications to music and libretto in the

129 Savkina in Ognennyy Angel S. S. Prokofyeva: K istorii sogdaniya states that the expanded episode with
Mysterious Knocks as part of Scene 1 of Act II (second version) became one of the central scenes in the
opera. In Natalia Savkina, Ognennyy Angel S. S. Prokof’yeva: K istorii sozdaniya, 226.
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In the revision process, Prokofiev focuses primarily on improving the sections of the
score that require his further attention, either due to the aesthetics or the incompleteness
of certain sections — specifically the Entr’acte of Act IT and majority of Act V. As a result
of this extensive revision, VS 1923 is overlaid by numerous emendations and annotations,
which fall into two categories based on the level of their impact on the original text. The
first category of emendations (Minor Corrections) consists of alterations to the original
text not having a significant impact on the dramatic structure of the individual scene or
act — namely, the correction of the individual pitch or accidentals; transposition of the
material; rhythmical division and metrical changes; and smaller additions to the score
(such as partial re-composition of the material or minor changes to the libretto). The
second category of emendations (Major Corrections) consists of removal of a whole
section or part of the score, either without substitution or replaced with newly composed
material (new libretto, new musical material, additional characters), thus making the
original text redundant and significantly changing the dramatic and musical structure of

the individual act or scene.

The following section presents a summary of the principal differences between
the first version of the opera (as preserved in VS 1923) and the revised version, by
revealing the individual amendments having a major impact on both the musical and

dramatic structure of the opera systematically act by act.

Act I

Increasingly, up until the episode with the Hostess and Ruprecht, Prokofiev makes minor
alterations to both the music and libretto falling under the first category of emendations
(Minor Corrections). The first major amendment falling under the second category of
emendations (Major Corrections) can be detected in the episode with the Hostess and
Ruprecht from R100. Here, at the top right-hand corner above the first stave on f.12r of
VS 1923, a stage instruction can be found written in pencil proposing the entrance of the

Hostess with a new character — the Labourer."”” Ironically, this episode is probably the

130 The vocal-parts of the Labourer, only fragmentary sketched, with accompanying text written in
shorthand in VS 1923, were further developed in the SPA_193, as preserved between f.8r and f.9v. The
role of the Labourer is not significant, as he only echoes selected words from The Hostess’ vocal line, and
in the majority of cases the very last words of the Hostess’ individual lines. McAllister states in “The Operas
of Sergei Prokofiev’, 301, that, by the echoing of her words by the Labourer, Prokofiev emphasises the
comic value of the Innkeeper’s superstitious pronouncements. The comic character of this episode can,
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most preserved scene with the fewest revisions to both musical material and libretto.
However, the addition of a character to the dialogue between Ruprecht and the Hostess
just before the scene with the Fortune-teller, and through his repetition of selected text
from the Hostess’ part, appears to lighten the tension. Also, as McAllister explains, the

role of the Labourer is to offset the conversational nature of the drama of this episode."”!

The second major change occurs in the episode where Ruprecht attempts to
overcome Renata (from R128). In both versions, the dialogue between Renata and
Ruprecht (R114 — R127/R108R — R120R) serves the function of controlled preparation
for a dramatic and musical climax (achieved in R130 /R123R - at the point where
Ruprecht tries to seize Renata). After Renata’s sexualised vocal part, in which she sings
to Ruprecht about pressing her bare breast on Madiel, Ruprecht misinterprets her
intentions. The sexualisation of his part (commencing at R121R), where there is an
evident change of mood in the orchestra, is preserved in both versions with identical
Ruprecht vocal lines. However, in the revised version, the second response of Renata is

halved, completely rewritten, and musically less dramatic than the original.

The musical interludes of both versions (beginning in R133/R125R, respectively)
show significant differences — i.e. in the revised version, its size is significantly reduced
(exactly by half) from forty-six measures (R133 - R141) to twenty-three (R125R - R128R);
also, the first twenty-three measures of the first version (from R133) are not transferred.'*
However, the section (R125R to R126R) is replaced by newly composed material in the
revised version, which is then connected in R127R with exactly the same material as in

the first version.

The main significance of the revised version is in the different resolution of
Ruprecht’s violent behaviour towards Renata. Whilst in both versions the action is
identical, the resolution of the conflict is approached differently. In the first version, we
see a more proportionate division of Ruprecht’s physical excitement and remorse for his
actions towards Renata than we do in the revised version. The rapid progression of the
action (portrayed through orchestral writing) culminates in both versions at the same

point (R140/R127R, respectively), where a still overexcited Ruprecht suddenly feels

therefore, be seen as an effort to lighten the atmosphere before the following scene in which Ruprecht tries
to force himself on Renata, which is followed by another scene with the Fortune-Teller.
131 McAllister, “The Operas of Sergei Prokofiev’, 301.

132 See the score The Fiery Angel (1923), Volume I1.
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remorse for his actions. In both versions, Ruprecht’s remorse and the process of ‘calming
down’ is portrayed through arpeggio ostinato figures played by trumpets and strings. In
the first version, this is stretched across 12 measures and ends at the point where
Ruprecht is calm enough to apologise to Renata for his actions.'”” However, in the revised
version, the arpeggio ostinato, which graphically depicts Ruprecht’s racing heartbeat, only
partially affects his feeling of remorse.”** Also, the gradual decrease of tempo dictated by
the ostinato comes much later at R131R and not, as in the first version, at R142. This is
because the ostinato is merged with a new musical structure and continues to fade away

as a secondary element of it.

Following Renata’s response to Ruprecht, the section between R132R to R134R
is preserved in the revision without any alteration. However, the following section (R148
- R158) is removed and the scene with the Fortune-Teller replaces the scene with
mysterious knocks (Séance episode in the revised version), which concludes Act I in the
first version. As shown in Figure 2.2 below, the indication for the change can be found
at the bottom of R148 of VS 1923, where we find a note written in pencil — Let us go to
Cologne, Ruprecht’.'”® Musical material for the scene with the Fortune-Teller (sketched
on separate manuscript paper found between f.9v and f.15r of SPA_193) is characterised
by the syncopated ostinato, which enhances the supernatural atmosphere of the

concluding scene of Act I.

Fig. 2.2: Indication of Change in VS 1923, Act I, R148, f.17r

133 The ‘calming down’ affect is achieved by gradual changes in dynamics, a return to the previous tempo
and multiplication of note values, creating the gradual decrease of the tempo.

3% McAllister, “The Operas of Sergei Prokofiev’, 302.

135 According to Prokofiev’s diary, the libretto for the concluding episode of Act I was written out by the
composer himself from Chapter II of Bryusov’s novel. In SPD-2, 356, entry of 6 August 1926.
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Act II

Due to its poor theatrical efficiency, Prokofiev replaces the first half of Act II (the scene
with Ruprecht and Agrippa’s students) with a completely new scene, resulting in the
division of the (previously continuous) act into two scenes — Scene 1, Renata’s room in
Cologne (Séance episode); and Scene 2, at Agrippa’s house (Ruprecht meeting Agrippa),
connected by the Entr’acte which was originally at the end of the act. The libretto of
Scene 1 is adapted from Chapter III and Chapter V of the novel, adding a new character
— the book seller, Jacob Glock. The first half of the scene before the appearance of

mysterious knocks (based on Chapter V) is completely new."*

The Séance episode, which in both versions is characterised by the appearance of
the mysterious knocks (performed by bass drum set off-stage), despite being completely
rewritten, still contains some of the most important thematic ideas extracted from the
first version — for example, the nine-measure phrase (Example 2.3) extracted from R153
and placed in the opening of Act II (Example 2.4). This short thematic idea represents
the formation of the magic circle, which Prokofiev further develops and reintroduces still
in its original place — i.e. before the first knock on the wall is heard at R209R. However,
this time the idea no longer represents the magic and supernatural world but rather
depicts Ruprecht’s defeat and sadness, which is developed into the short contemplative

interlude positioned between rehearsal numbers R204R — R209R (Example 2.5).

136 The mystical character of this new scene is represented by the magic circle, which Renata uses in her
attempt to materialise her visions through the rituals mostly found in pagan folklore or even in the black
mass. Simon Morrison stresses in Prokofiev and Mimesis that, in order to understand Prokofiev’s revisions to
this section of the opera, we need to consider the symbolism of the magic circle in Russian paganism.
Morrison states that: ‘Pagan Russia used the circle to create a barrier between the chaste space inhabitable
by humans and the defiled space conceded to disease — and misfortune-bearing energies.” However, the
circle Renata draws, with the bunch of roots and the various powders she was given by the Fortune-Teller
at the end of Act I, has a different purpose. In contrast to the circle’s primary role in Pagan folklore, its
function in this scene is to instigate the supernatural action, rather than preventing it from happening. In
Morrison, Russian Opera and the Symbolist Movement, 267.
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Ex. 2.3: The Fiery Angel, Op. 37, (1923), Act I, Mm.867-875

153 (PynpexT NOBUHYETCA U NIOKUTCA Ha NOAY, NONOKUB FONOBY Ha NOCTENb.)
867 (Ruprecht obediently lies down on the floor, resting his head on the bed.)
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Ex. 2.4: The Fiery Angel, Op. 37, (1927), Opening of Act II, Violin I
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In the revised version, Scene 1 is extended by the presence of a new character (Jacob
Glock), thus generating minor changes to Renata’s and Ruprecht’s vocal parts, and a
newly formed dialogue between Ruprecht and Jacob Glock. The first noticeable structural

change in the second act comes two measures before R213R, where Renata expresses her

mp
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reluctance to perceive the sudden appearance of the knocks — in the first version, they
first appear during Renata’s resting, whereas they appear while she is fully conscious in

the second version.'”’

The second change comes after Ruprecht starts questioning Renata about the
knocks — Renata explains to Ruprecht that the knocks are produced by the ‘little demons’
and there is nothing to worry about. Ruprecht, however, continues questioning the
knocks, making no connection to Count Heinrich until Renata asks (specifically at R173
/ R218R) if whoever is making the knocks knows anything about her Count Heinrich?
In the first version, this line is followed by Ruprecht’s, “‘Who are you? A household
demon?’, to which they both respond in unison saying, “Yes’ — thus making a clear
connection between the knocks and demonic power. However, the mystery around the
knocks and their origin remains unresolved in the revised version, where, after their
disappearance, Ruprecht’s promise (originally concluding Act I) is followed by a dialogue
with Jacob Glock. Also, in the first version, there is no indication in Act I of the
forthcoming scene with Agrippa. However, in Act II of the revised version, Glock
suggests that Ruprecht should visit Agrippa of Nettesheim, indicating the forthcoming

scene.

In the revised version, Scene 2 is introduced by the powerful Entr’acte previously
positioned at the end of Act II. The cursory attention to detail in VS 1923 results in the
Entr’acte being developed in more detail and in the usual piano format in SPA_193."* In
the first version, the Entr’acte does not form a structural bond with the previous scene
with Agrippa, whereas it forms a detachable structural unit between the scene and
Entr’acte in the revised version.” In the revision, the musical material from the Entr’acte
carries forward and becomes the main element of Ruprecht and Agrippa’s dialogue, which

does not happen in the first version.

The libretto of Scene 2 is completely restructured in the revised version, with
most of the text from the first version either lost or significantly omitted, and a major
change with the formation of the new dialogue between Ruprecht and Agrippa. Prokofiev

also expands the questioning, thus creating a more balanced dialogue between Agrippa

137 Renata in first version: Ah, I am so tired! Let me sleep! and in the revised version: Oh, do not pester me.

138 The completed revised Entr’acte is found in SPA_192 between f.62r and f.66r, followed by Scene 2
preserved between f.66v and £.79r.
139 McAllister, “The Operas of Sergei Prokofiev’, 307.
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and Ruprecht. Ruprecht’s questions are more formulated and specific, and at the same
time Agrippa’s responses are more proportionate to Ruprecht’s questioning. Also,
Agrippa’s character and position are completely overturned in the revision process.
According to Prokofiev, these structural changes to dialogue, the change to Agrippa’s
vocal range from baritone to (what McAlister calls) an asexual tenor, the inclusion of the
Entr’acte in the musical structure of Scene 2, and the introduction of three human
skeletons, all combine to create ‘a both terrifying and compelling scene.”*’ Furthermore,
in the revision process, Agrippa’s answers are significantly reduced, and the flowery
character of his speech removed completely in favour of aphorisms and enigmas — thus
bringing him more in line with Bryusov’s vision, in which (as Prokofiev said) the character

portrays the empty and frightening deed to which magic leads.'*!

Act III

The opening of Act III (Scene 1) remains in an almost unchanged form. However, the
introductory theme — another ostinato figuration depicting Renata’s excitement that
opens the original concept (first version) of Act III (Scene 1), as shown in Example 2.6

— is extended by the denser eleven-measure idea, as shown in Example 2.7.

Ex. 2.6: The Fiery Angel, Op. 37, (1923), Act 111, Scene 1, Mm.1-6
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Keanuckuit cobop. [Mozaumit Beuep. Penata ojna. construction (uncompleted) is visible in the background.
TTpoxXoKMX MIAOT. Late evening, Renata alone and no passers-by on the street.
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140 Serge Prokofiev, letter to Boris Demchinsky, trans. Simon Morrison, 18 June 1926, SPA, XI: 61 — 69.
141 Thid.
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Ex. 2.7: The Fiery Angel, Op. 37, (1927), Act I1I, Opening of Scene 1, Violin I
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In the revision process, Prokofiev removes Renata’s introductory monologue, which
leads her towards Count Heinrich at R275. Furthermore, the whole dialogue involving an
argument between Renata and Count Heinrich is removed. Silencing Count Heinrich and
substituting his physical appearance with only his silhouette appearing in the window, was

Demchinsky’s contribution to the opera.

In the revised version, the opening of the scene, up to Ruprecht’s entrance in
R292R, is constructed from both revised and newly composed material. The main
difference between the two versions is that, in the first version, Ruprecht does not recall
his previous visit to Agrippa’s house, whilst, in the revised version, Prokofiev makes a
clear connection and links this episode with the previous scene through Ruprecht’s vocal
part at R293R. The following section, in which Renata tells Ruprecht about Count
Heinrich’s rejection, through to Ruprecht’s expression of his love, followed by Renata’s
demand to kill Count Heinrich, Ruprecht challenging Count Heinrich to a duel, and lastly

by Renata’s demand not to kill Count Heinrich, is not significantly altered.

The Entr’acte between Scene 1 and Scene 2, depicting the duel between Ruprecht
and Count Heinrich (described by McAllister as the most active scene in the plot), remains
in almost unchanged form, with the exception of the middle section.'*” In the first version,
Scene 2 commences with Renata’s outburst concerning whether Count Heinrich is
present in the room, which is interrupted by Matthew delivering news concerning the
duel. In the revised version, Prokofiev removes the reference to Count Heinrich (sung by

Renata at the very opening of the scene) and replaces it by the transposed and omitted

142 McAllister, “The Operas of Sergei Prokofiev’, 311.
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vocal part of Matthew; however, Renata’s response to Matthew between R381R and
R382R is preserved. In the first version, the following section showing the disorientated
Ruprecht not recognising Renata whilst gaining consciousness is removed, and
Ruprecht’s response to Renata is omitted. According to Prokofiev, Ruprecht’s vocal part
— ‘See Renata, here I am dying, in order that your Heinrich may live’, is replaced by the
theatrically more effective — “You sent me to certain death’.'” The second half of the
scene, starting at the point of Renata’s declaration of her love to Ruprecht (one of the
most lyrically emotional passages in the opera) is significantly altered, especially the
concluding phrase — ‘I love you, Ruprecht’: as shown in the extract from the first version
in Example 2.8, compared with its counterpart in the revised version, shown in Example

2.9, which is also echoed by the choir set off-stage.

Ex. 2.8: The Fiery Angel, Op. 37, (1923), Act 111, Scene 2, Renata, R391/393'*
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143 Serge Prokofiev, letter to Boris Demchinsky, trans. Simon Morrison, 18 June 1926, SPA, XI: 61 — 69
144 Renata: I love you, Ruprecht! Chorus of Woman: I love you, Ha-ha-ha... Ruprecht: Angelica go away!
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Ex. 2.9: The Fiery Angel, Op. 37, (1927), Act 111, Scene 2, Renata, R393'*
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In the first version, the echoing commences on the second beat of the forthcoming
measure, whilst in the revised version, it commences on the last beat of Renata’s phrase
‘T love you, Ruprecht’ — thus creating a much closer structural bond between these two
melodic lines. Also, the amended vocal line (as shown in Example 2.9), constructed of an
ascending melodic line from d to f sharp and repeated three times by the choir on its third
occurrence at R396R, contains the additional descending melodic line in reverse (f sharp
to d natural), representing the demonic laughter mocking Renata’s responses — in the case
of the first version, this is part of Renata’s declaration from the first appearance in R391.
In the revised version, the concluding section in which Matthew arrives with the doctor,
is enriched by the newly composed vocal part of the doctor that ends Scene 2 and Act

111, rather than by Matthew as in the first version.'*

145 Renata: I love you, Ruprecht! I love you, Ruprecht! Chorus of Woman: I love, love you! I love, love you
Ruprecht: Angelica, Redskin... go away!

146 The text for this revised ending can be found on f.114r of VS 1923 and musical material on f.115r of
SPA_192. Neither in the first version’s ending of Scene 2 nor in the revised ending, did Prokofiev indicate
whether Ruprecht would die or not. However, by the added extra vocal line, in which the Doctor reveals
that nothing is impossible for medicine in the sixteenth century, accompanied by a solo bassoon melody
with a clear resemblance to Ruprecht’s leitmotiv, he depicted even more uncertainty, leaving Ruprecht’s
destiny (whether he has died or not) in the air. According to Natalia Savkina, Fyodor Fyodorovich
Komissarzhevsky suggested that Prokofiev should conclude the second scene of Act III with a Doctor
rather than with Matthew, as in the first version of the opera. In Ognennyy Angel S. S. Prokofyeva: K
istorii sozdaniya, 228.
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Act IV

The libretto for the first half of Act IV (before the scene with Mephistopheles and Faust),
is characterised by intense, condensed dramatic action, consisting of Renata’s ultimate
rejection of Ruprecht, which is preserved almost without any alteration in the revised
version. Hardly any changes are made to the libretto, with the exception of several minor
amendments to the syntax of Ruprecht’s and Renata’s vocal parts. The main change
occurs in Renata’s response to Ruprecht after his apology in R401/R403R, which is
greatly altered and expanded.'” The musical introduction (from three measures before
R400R up to R401R) is recomposed; however, despite these modifications, it contains
the core melodic and harmonic structures of the original material, as preserved in VS

1923.

In the second part of Act IV, the episode with Mephistopheles and Faust in the
Tavern shows only small changes made to the libretto and its corresponding musical
material. Thanks to changes in meter (from 4/4 to 6/8), the musical interlude leading to
Mephistopheles’s entrance is extended from 16 measures to 33 measures. As in the first
part of Act IV, the changes to the libretto consist of changes in syntax, minor rephrasing
of Faust’s and the Innkeeper’s parts, and the addition of the new text to expand
Mephistopheles’s part.'*® The expansion of Mephistopheles’s part (at R464R), after the
Innkeeper’s boy reappears again on the scene and Ruprecht returns to his table, changes
the way Ruprecht was introduced to the conversation. In the first version, Ruprecht is
addressed directly by Mephistopheles (one measure before R463), whilst in the revised
version, Mephistopheles initially engages with Ruprecht indirectly by pointing at Ruprecht

and making a sarcastic comment about his unhappiness (R464R)."*

147 In the first version, Renata does not describe the events concerning Scene 2 of Act III, whilst in the
revised version, she seems to be almost ticking the boxes on her list. In particular, in the extended part
where she says to Ruprecht: “You are well now, your wound has closed. I have proved that I love you. And
now I must flee from you, from your tempting.” This extended passage, in comparison to the first version,
shows that, from Renata’s point of view, her relationship and journey with Ruprecht ended in the previous
episode in Act IIT; whereas, in the first version, it seems that their relationship survived and was eventually
broken up in Act IV.

148 For more details on the changes made to the libretto of Act IV, see the Editorial Process and Critical
Commentary, Volume I (Part 2), pages 125 — 139.

149 According to Natalia Savkina, the suggestion for Mephistopheles to address Ruprecht indirectly by
Mephistopheles pointing at Ruprecht (Aokrop, emoTpuTe, 40 32 BerTsiHyTas pokal) also came from Fyodor
Fyodorovich Komissarzhevsky. In Ognennyy Angel S. S. Prokofyeva: K istorii sogdaniya, 228.
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ActV

During the revision, Prokofiev follows the original plan for Act V very closely. As in the
first version, he divides the final act into three parts — the meditative section (dialogue
between Renata and Mother Superior); the semi-stormy part (the questioning by the
Inquisitor, culminating with the expulsion of the spirits from the young nuns); and the
conclusion (the breaking out of hysteria, which Prokofiev describes as a full-blown

3 However, the

tempest with Renata and the others in the grip of devilish possession).
alterations to the libretto of the first two parts are not as extensive as those made to the
third. In the revised version, the vocal part of ‘One of the representatives of secular
power’, who introduces the Inquisitor to the scene (as shown in Example 2.10), is
removed, and the short musical interlude leading into the Inquisitor’s entrance is

significantly reduced and recomposed.

Ex. 2.10: The Fiery Angel, Op. 37, (1923), Act V, Scene 1, R492"!

One of the . 1 I |
representatives - 1 T —1— I i 2
] 1| | . i i
of secular power o o o

Ipad ¢oH Ben-neH v npea-cra-Bu-Te-nu rpakaaH - CKou Bna - CTH.

The extent of re-composition is confirmed by the increased number of annotations and
deletions, as preserved in VS 1923 and in SPA_192. Minor changes in syntax (the
replacement of one or several words) sporadically occur in the score. However, this
radically changes at R538/R543R — at this point in the first version, the vocal parts of the
Nuns are in such a fragmentary state that a large portion of the material needed to be
composed during the revision process itself. The devilish laughter (heard at R539/R544R
from behind the stage) remains at the same place, leading into the Nuns’ choir at R545R,

which is completely rephrased.

The amended and newly re-composed sections are also the reason for Prokofiev’s

decision to increase the number of Nuns at the point where they surround Renata to

150 SPD-2, 391, entry of 5 December 1926.
151 One of the representatives of secular power: Graf von Wellen and the representatives of the civil
authorities.
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glorify her as a saint (R546R), with the number of vocal parts being increased from three
to six. This then also contributed to the division of the Nuns’ choir behind the scene into
a six-part chorus, which, in the first version, is only scored for three voices with each
assigned the same melodic material. In the revised version, Prokofiev assigned the six
different melodic lines with their own rhythmic variant of Renata’s leitmotif. The
hysterical outcry or a dementia (as Morrison calls it), which reaches its climax at R545R,
builds up in continuous waves until the final climax of the act at R588R, at which point

Renata is sentenced to death.'>

Whilst there is a clear resemblance to the original concept (first version) of Act V
in the revised version, the large number of amendments make it the most divergent from
the first version. However, whilst the changes in the music are obvious and extensive, it
is the structural changes to the final climax that really distinguish it from the original
concept. In the revision, after Mephistopheles points at Renata at R552/R571R,
Prokofiev extends Renata’s direct participation in the hysteria in the convent, as well as
expanding the whole scene of possession. Unlike in the first version, Renata, no longer
only observing her fate in total fear and terror, steps out from the shadow of her
acceptance of her destiny (death sentence) and instead shows her willingness to fight until
her very last breath. The power of her last outcry, echoed by six nuns and overpowered
by the powerful orchestra and the Inquisitor delivering the Latin incantation, brings the
story to its conclusion — she is sentenced to be tortured at once and then burned at the

stake.

In the revised ending of the opera, by removing the second scene (Death of
Renata - based on Chapter XVI of Bryusov’s novel), Prokofiev leaves Renata’s story more
or less open. By instead ending at the point of the Inquisitor’s death verdict (R588R), the
opera ends at the highest point of dramatic tension — a hysteria similatly portrayed in the
opening of Act I. This revision creates a closed cycle of hysteria, from the development
of the story in Act I (Renata’s fit) to its conclusion in Act V, at the point the Inquisitor

announces the death verdict.

152 Morrison, Russian Opera and the Symbolist Movement, 280.
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Chapter 3: Concluding Remarks

The exploration of The Fiery Angel’s journey — from the original concept (first version), as
preserved in VS 1923, through to a discussion of the principal differences between the
original concept and the fully revised and published second version of the opera — enables
us to evaluate Prokofiev’s initial concept and to comprehend the changes the opera went
through in the revision process, as well as their impact on it. Furthermore, the realisation
of VS 1923 and assembly into the Critical Edition (Volume II) offers an opportunity for
Prokofiev’s creative conception of the first version of the opera to step off the archival
depositary shelf and to also become a more vivid and personal statement of Prokofiev’s
initial translation of Valery Bryusov’s novel into a dramatic genre. In addition, the
availability of VS 1923 to a wider audience (through the Critical Edition) aims to reinforce
a desire to not only see the first version of the opera as a palimpsest, but rather as a
historical document of Prokofiev’s initial concept, spared from extensive revision both

of internal and external forces and worthy of further research.

The opera’s difficult gestation is rather well documented, thanks to the
preservation of the first version in the form of the composer’s compositional sketch (VS
1923), alongside other primary and secondary sources related to the revised version of
the opera (1927), and a planned but unrealised second revision (1930). These sources
enable us to track The Fiery Angel chronologically from its embryonic form (sketch),
through to the first version (VS 1923), then to the final revised version (1927). However,
the initial concept of the opera did not satisfy the composer enough to develop it further
without subjecting it to an extensive revision, which resulted in the first version being
very distant from the second. Despite Prokofiev’s rejection of the initial concept of the
opera, VS 1923 is a significant source of information revealing numerous details, features
and characteristics about Prokofiev’s initial approach towards transforming Bryusov’s

novel.

Valery Bryusov’s novel, The Fiery Angel, provided Prokofiev with an extremely
flexible narrative, enabling him to explore its events with a great degree of stenographic
plasticity, which Prokofiev immediately recognised after finishing his first reading of the
text. Its dramatic qualities, flexible narrative, and intriguing plot, were the major impulses

for Prokofiev’s decision to do (what John Elsworth calls) ‘inter-code translation from a
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narrative to a dramatic form”."” The key features of the original concept lie in Prokofiev’s
approach to the source text; his dependency on the text and translation from the novel
into his libretto; the specifics of the preservation technique of the emerging concept of
the opera in Stage 1; the adaptation of the original text (VS 1923); and, lastly, his use of
VS 1923 during the revision process in Stage 2.

As Prokofiev became more familiar with the text, the initial advantages of the
novel were soon undermined by some disadvantages, perhaps not evident to Prokofiev
at the beginning. One of these was the problem arising from the ‘first-person narrative’
characteristic of the novel. Bryusov’s Ruprecht (the story narrator) relates the events
chronologically. However, to paraphrase Stephen C. Hutchings, these are Ruprecht’s own
accounts of the past with a present-time perspective.'” This meant that, in the process of
transformation of the novel, Prokofiev had to move the events of the story into the
present tense, which he achieved through a change of the narrator role from Ruprecht to
Renata. Moreover, the first-person narrative character of the novel meant that, with the
exception of several short direct quotes, Renata’s and Ruprecht’s vocal parts were
principally constructed from Ruprecht’s indirect narrative, resulting in unnecessarily
elongated monologues — for instance, Renata’s revelation of her story to Ruprecht in Act

I, causing a decrease in the dramatic effectiveness of the action on the stage.

When reading the novel, Prokofiev began to extensively annotate Bryusov’s text
in his own personal copy (Bryusov — RGALI), making the libretto of The Fiery Angel
emerge from the annotations and underlined text in the novel. Examination of
Prokofiev’s personal copy of Bryusov’s novel and the libretto of the first version, clearly
shows that during Stage 1 of the compositional process, Prokofiev approached the
assembly of the libretto by selection and extraction of a large proportion of the text with
very little or even no adaptation. This enabled Prokofiev to preserve the selected text in
an almost unchanged form and length."” In the revised version of the opera, as confirmed
in the correspondence exchanged with Demchinsky, Prokofiev evidently made more
editorial interventions to transform the selected text and to form a more closer

connection between the libretto and the music — for instance, by changes in syntax,

153 Elsworth, ‘Prokofiev and Bryusov: The libretto of The Fiery Angel’, 3.

154 Stephen C. Hutchings, ‘Framing, Time-Shifts and Mirrors in Brjusov’s Ognennyj Angel’, The Slavic and
East Enropean Journal, Vol. 34, no. 4 (Winter 1990): 478.

155 Only a small number of modifications were made during the actual adaptation of the text extracted from

the novel into the libretto during Stage 1, as preserved in VS 1923: the most common adaptations being
the change of the third person to the first person, and the reduction or condensation of the selected text.
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substitution of selected words or sentences, and by the addition of text written by the

composer himself that had no direct foundation in the novel.

In the first version, due to Prokofiev’s dependency on Bryusov’s text, he struggled
to retain both the dramatic interest and dramatic effectiveness of the action on the stage.
One of several examples of this is Renata’s long narrative in the first half of Act I,
principally caused by the extraction of a large portion of the text into one continuous
monologue without any contribution of the other protagonists present — in this case,
Ruprecht. Furthermore, to imitate the inflection of speech, a large volume of the text was
absorbed into the vocal style of Renata’s part, with several sections resembling more the
attributes of the Arioso. Later on, in Stage 2 of the compositional process, Prokofiev
endeavoured to address these issues with the help of Demchinsky. In the revised version,
to help increase Act I’s dramatic action and effectivity on stage, Prokofiev added a new
scene with a new character (the Fortune-teller), and changed the conclusion of the story
and its progression in Act II. However, despite Prokofiev’s lack of further treatment —
for instance, the lack of reduction of the lengthiness of Renata’s long monologue, putting
enormous strain on the singer — he still managed to accomplish tonally intense structures

and powerful culminations in both versions."

Prokofiev’s reluctance to subject the selected text from the novel to a more
extensive adaptation actually helped to preserve the poetics and characteristics of
Bryusov’s novel in the libretto, along with his imitation of the literary manner of medieval
literature. In both versions of the opera, Prokofiev closely follows Bryusov’s detailed
description of the events and their chronology, the heroes and their appearance, and a
thorough description of the background surrounding the story, thus enhancing the sense
of the factual trustworthiness of the novel."”” In the first version of the opera, Prokofiev’s
strict adherence to the chronology of events confirms even more his dependency on the
source text (Bryusov’s novel) — for instance, the inclusion of the episode with Agrippa’s
students that opens Act II; the opening confrontation of Renata with Count Heinrich in
Act III (Scene 1); and the closing episode of Renata’s death in the Convent cell in Act V

(Scene 2), eventually discarded by the composer.

156 Natalia Savkina, Prokofiev His 1ife and Times, trans. Catherine Young (Neptune City: Paganiniana
Publications, 1984), 81.
157 Gavrilova, ‘Stilevyye i dramaturgicheskiye osobennosti opery S.S. Prokof’yeva Ognennyy angel’, 21.
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Detailed observation of Prokofiev’s original libretto reveals other characteristic features
in comparison to the revised version — namely, a very different approach to the unveiling
of the story and the supernatural forces that move the storyline forward, and a very
different portrayal of Ruprecht. In the novel, Bryusov introduces Ruprecht as an
independent human being with a thirst for adventure and a knowledge of medieval times,
who, as he becomes more entangled with the obsessive Renata, goes through a
metamorphosis of character, losing his independence, critical judgment and thinking.
Prokofiev very closely follows Bryusov’s development of Ruprecht’s character as the
story progresses. However, those characteristics, especially his ability to retain more of
his independent desire, thinking and actions, and the level of inclusion of the supernatural

or magic associations, differs in the first version compared to the second.

In the first version, the Ruprecht of the first two acts is still presented as a human
being who is able to think and act based on his own judgment, even though all his action
is moderated by Renata’s presence — a portrayal clearly seen in the libretto through
Prokofiev’s conclusion of Act I and progression through to Act II. Prokofiev originally
concludes Act I with Ruprecht’s promise to Renata (R205) to pursue the secrets of magic
and to master magic itself."”® This theme is then developed in the first half of Act II
through the scene of Ruprecht’s visit to Agrippa’s house and his meeting with Agrippa’s
students. Here, Ruprecht expresses his desire to consult with Agrippa on the subject of
magic, emphasised in the second half of the scene through the formation of his dialogue
with Agrippa. Ruprecht expresses clearly that it is he who has studied magic and read
Agrippa’s book (R251), and it is he who came to ask Agrippa to explain all that he does
not understand. McAllister asserts that it is this very ability of the Ruprecht of the first
version to exist as a thinking person, presented through the questions and answers from
episodic sections in the musical structure, that is the essential difference in the
presentation of his character in the revised version, where he is totally overwhelmed by
the presence and personality of Agrippa.””” What is also different in the original concept
of the opera, is that Prokofiev does not connect either Ruprecht or Agrippa directly with
black magic. By contrast, in his extensive revision, Prokofiev not only shows Ruprecht’s

desire to study magic but also reveals and confirms his practical experience of it. Agrippa’s

158 Ruprecht: Mayuaa st Maruro, s poYeA Balily KHUTY, ¥ TEIEeph IPUIIEA IIPOCHTH BAC Pa3bACHUTH BCE TO,
gro MHe He sAcHO. (I have studied magic, I have read your book, and now I have come to ask you to explain
all that I do not understand.)

159 McAllister, “The Operas of Sergei Prokofiev’, 308.
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direct link to black magic is also made evident, as confirmed in Ruprecht’s revised part

(R261R).'

Another difference in relation to Ruprecht’s character and his part within the
story, lies in the different position of his relationship with the main heroine, Renata, which
is achieved from near the very start of the opera by revising the ending of Acts I and II.
In the revised version, Prokofiev removes even more of Ruprecht’s individuality,
independent thinking and action, by visibly positioning him in the role of servant to
Renata. It is Renata who now drives the need and thirst for knowledge of black magic,
and it is she who is now the driving force in understanding and using magic to her own
advantage — as seen in the revised and expanded scene with mysterious knocks, now

positioned in Act II as part of the Séance episode.

In addition to the changes that impact on Ruprecht’s character and his position
within the opera, the original concept also shows a much more controlled and careful
inclusion, and eventual elimination, of the magic and supernatural in the opera. In the
first version, Prokofiev prefers a more delicate and settled way of introducing the
supernatural and black magic — achieved, principally, through the decision to retain
Ruprecht’s desire to study and to master magic; the revelation of the supernatural, as in
Bryusov’s novel, in the ending of the original Act I and following Act II; and through the
opening of the scene with Count Heinrich in Act III, in which Renata’s desire is
materialised in the physical appearance of Count Heinrich, which reduces his supernatural
characteristics. Through this more gradual and delicate revelation of the supernatural
forces in the first version, Prokofiev effectively avoids over supernaturalisation and
demonisation, which are mainly projected in the episodes of Renata’s fit (R7); Mysterious
Knocks (R157); and, mostly, in Act V during the outbreak of the hysteria in the convent.
In contrast, in the revised version, Prokofiev adds a completely new scene with the
Fortune-Teller, replacing the original ending of Act I; followed by the Séance episode,
opening Act II, which enlarges the original scene with mysterious knocks; the
amplification of the hysteria in Act V, achieved by an increase in the number of characters
on the stage; and, lastly, the restructuring of the ending of the opera by the complete

removal of the second scene in Act V. So, in comparison, the first version of the opera

160 Ruprecht: Koraa co MHOIO rOBOpHAH AYXH, OHM ITOAYHHAAKCH BarmM ¢opmyaam. (When the demons
spoke to me, they obeyed your formulae.)
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evokes the supernatural and demonisation on a much smaller scale, and this evocation is

spaced out more evenly than in the revised version.

Other differences can be perceived through the inclusion of sarcasm, the addition
of new characters, and the different conclusion of the story. In the first version, the sense
of sarcasm can only truly be found in Act III (Scene 2) in the episode of Renata’s
declaration of her love for Ruprecht, which at the same time is being ridiculed by a mixed
chorus behind the scene, evoking a sense of sarcasm and contradiction to Renata’s
amorous avowal. In the revised version, Prokofiev also includes a further instance of
sarcasm in the revised ending of Act II, adding three new characters (three skeletons) to
the episode with Ruprecht and Agrippa, thus concluding the Act by ridiculing Agrippa’s

responses to Ruprecht.

In the original concept, the absence of the additional characters found in the
revised version — namely, the Fortune-teller in Act I, Jacob Glock in Act II (Scene 1),
three skeletons in Act I (Scene 2), and the Doctor in Act IIT (Scene 2) — helped to create
the dominance of Renata over Ruprecht on the stage. This dominance, alongside the
original conclusion of the story (i.e. the death of Renata in the presence of Ruprecht)
confirms Prokofiev’s initial vision to create a more intimate ‘inter-code translation’ of the
novel rather than a dramatic spectacle, and not one where dramatic strength is
predominantly and ubiquitously supported by supernaturalisation and demonisation from

the very beginning until the very end.

However, the original concept did not satisfy Prokofiev enough to fully realise
the score without a need for a thorough re-thinking and revision, particularly the Entr’acte
of Act IT and most of Act V. This dissatisfaction as John Elsworth explains, ‘based upon
the dramatic effectiveness of the action on stage and psychological credibility of the
characters’, is due to Prokofiev’s initial impulse when transforming Bryusov’s novel into
the operatic genre.'” Therefore, the first version, despite Prokofiev’s dissatisfaction with
it, should be seen as Prokofiev’s first vision, sparked by his fascination with the novel’s
subject, allowing us to more accurately judge and better appreciate his initial concept of
the opera, which McAllister calls — ‘the work that is simply the Gothic novel transferred

to the opera theatre, with the natural and the supernatural on an equal plane, presented

161 Elsworth, ‘Prokofiev and Bryusov: The libretto of The Fiery Angel’, 5.
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in a dramatically self-enclosed form, less removed from time and experience, less

mysterious, less supernatural, and a less stylised and unrealistic spectacle’.'®

Comparison of the two main elements of Prokofiev’s initial concept of the opera
(i.e. its dramatic structure and musical structure) reveals a structural disproportion
between the two. The libretto of the first version indicates a four-part structure, as shown
in Figure 3.1. This fits very well with the typical structure for most novels — i.e.
introduction to the story; character sketches, which could well be part of the introduction;
highlighting of the plot; core conflict; and the conclusion. This contrasts with the three-
part musical structure, which has a close resemblance to Sonata form, with its usual three-
part division — i.e. exposition, development and recapitulation, as illustrated in Figure 3.2

on the following page.'®

Fig. 3.1: Four Part Structure of The Fiery Angel Libretto

v v \ ‘

Actl Act ll Act ITI and Act IV ActV
Chapters: 1, IL IIL, V Chapter: VI Chapters: Chaprers: Chapters:
VII, VIII, X1, X11 XIV (Scene 1)
IX XVI (Scene 2)

162 McAllister, “The Operas of Sergei Prokofiev’, 114.

163 As indicated in Figure 3.1, Act I would act as an Exposition section. It is here, in the first half of Act I,
where Prokofiev introduces the crucial material — leading motifs (Leitmotifs). The individual leitmotifs
portraying Ruprecht, Renata and Madiel, only incorporated in orchestral parts, are clear signs of the fact
that the ‘tour de force’ of the whole composition is in the orchestra, not in the libretto. The development
section runs across Act II (including Entr’acte), Act III (Scene 1, Entr’acte and Scene 2) and Act IV. The
circulation of the leitmotifs continues throughout the whole opera, but it is in Act V where the
recapitulation of the main motifs is most visible, evoking the feeling of the recapitulation section of a Sonata
form.
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Fig. 3.2: Comparison of Sonata Form and Musical Structure of The Fiery Angel

Exposition Development Recapitulation
¥ : v
Actl ActII ActV
; Scene 1 Scene 2
Act III
Scenel : Scene2
B
Act IV

The exposition of the conflict (introduction to the story and character sketches) occurs
in Act I on three occasions — firstly, Ruprecht, by witnessing Renata’s fit, is introduced to
supernatural forces (R1 — R46); secondly, Renata’s long narrative introduces Ruprecht to
her story (R47 — R97), which also acts as a character sketch for both Renata and Madiel;
and finally, further exposition of the supernatural forces in the scene with Mysterious
Knocks (R157 — R202), which is expanded in the revised version in the scene with the
Fortune-Teller (R138R — R165R), where the constant conflict between the supernatural

and the natural world is being portrayed.

In both versions, the exploration of the conflict (highlighting of the plot) happens
in Act IT — in the first version, in the scene with Agrippa’s students followed by Ruprecht
meeting with Agrippa; in the revised version, in the Séance episode (Scene 1) and the visit
to Agrippa’s house (Scene 2). The expansion of the conflict (core conflict) is situated in
Acts III and IV in both versions, from the point where Renata meets with Count Heinrich
(beginning of Act III), followed by him rejecting her, through to Renata’s expressed desire
that Ruprecht should defend her honour by killing Count Heinrich. This expansion is
stretched out to its limits through the musical representation of the Duel (Entr’acte) and
Scene 2 — where Renata, seeing a severely wounded Ruprecht, driven and forced by her
own guilt rather than by true love, proclaims her love to Ruprecht. Inevitably, having
made this false promise, Renata decides to leave Ruprecht in Act IV, so further expanding

the conflict.

Following the structural norm, Act V would be expected to represent the awaited
conclusion of the story. However, this is not the case in the original concept. Instead, we

find the Mother Superior’s questioning followed by that of the Inquisitor, strongly
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indicating that, rather than being the story’s conclusion, the story is being scrutinised and
explored even more. Similarly, in the revised version, after the outbreak of hysteria in the
Convent and the Inquisitor’s verdict to torture Renata, the opera ends suddenly without
any expected resolution, which could still indicate the expansion of the conflict. However,
the story does not conclude here in the first version but continues as in the novel. Here,
in Scene 2 of Act V, Ruprecht makes his last attempt to save Renata, fails, and witnesses
her peaceful death, which concludes the story as in Chapter XVI of the novel. In the
novel, Ruprecht then heads back to Count Wellen’s castle where he meets Count
Heinrich. Here, Bryusov ends Ruprecht’s ordeal through the mutual forgiveness of these
two enemies, before finally concluding the story with Ruprecht’s decision to start a new
life in the New World. However, in the opera (VS 1923) this does not happen, and

Ruprecht is only given advice by Mephistopheles to leave the region before it is too late.

Dramatically, by ending the opera as originally intended with the Death of Renata,
Prokofiev would achieve a more gradual and well-prepared conclusion of the story (as
written by Bryusov), with the circle of life reaching the metaphysical resolution of the
conflict. Indeed, in the first version of the opera, Prokofiev was more in favour of a
metaphysical resolution of the story rather than a theatrical one. Also, the fact that
Ruprecht lost his central position as the narrator (by transferring the narration role to the
orchestra and placing Renata in the centre of all the action), Prokofiev would end the first
version of the opera with a dual resolution — firstly, the conclusion of Renata’s story
through her death in the cell; and secondly, the conclusion of Ruprecht’s transformation

of the modest knight in Act I to his exit from the story as a broken man.

Demchinsky argued that by removing Scene 2 of Act V, the opera would lack
resolution and therefore could not be concluded with any sort of effect. Prokofiev, on
the other hand, did not see anything dissonant about ending the opera with a general
attack of hysteria, especially since (in his view) the Inquisitor’s sentence on Renata does
not resolve any metaphysical questions. Whilst it is a perfectly understandable approach
to finish the opera with this marvellous firework display (revealed through the orchestra
at the point of the Inquisitor’s verdict on Renata), by doing so, we lose a clearer dramatic
resolution of the story. Here lies part of this thesis’s main criticism of the revised version
— if the opera had ended as originally intended in Scene 2 of Act V, both the dramatic
and musical structure of the opera would have reached a mutual resolution at the same

time, thus avoiding a sense of disunion between music and libretto.
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The Critical Edition (Volume II) of the composer’s compositional sketch of the first
version of the opera (VS 1923), presents Prokofiev’s initial creative conception prior to
the more extensive editorial interventions made by the composer in the revision process
of the opera. This reconstruction has therefore been a very different undertaking in
comparison to (for example) the one for the first version of War and Peace, as completed
by Katya Ermolaeva in 2018." Firstly, The Fiery Angel’s revision was based on Prokofiev’s
own decision to improve the stage-worthiness of the opera by enhancing its dramatic
effectiveness, based on his own artistic judgment and merits. Whereas, War and Peace
underwent a forced revision to meet the political requirements of the Soviet officials,
which Prokofiev most likely considered unavoidable corrections forced on him. Secondly,
the first version of War and Peace survives in the form of a piano score with vocal parts
(completed on 13 April 1942), which Prokofiev had nearly finished fully orchestrating
before he received the Committee’s assessment results in early July 1942, and is therefore
defined as a complete score.'® By contrast, VS 1923 has incomplete sections (piano part
and vocal part) left in fragments, as is the case of the Entr’acte of Act II and the majority
of Act V, which would require completion before orchestration could be initiated by the
composer. Therefore, any attempt to reconstruct the first version of The Fiery Angel into
a fully orchestrated and performable edition reflecting Prokofiev’s initial intentions,
would require much more extensive editorial intervention, not possible to achieve entirely

either from the information recorded in VS 1923 or from the revised version of the opera.

As previously explained, indication of orchestration in the first layer is only
occasionally recorded in VS 1923. Furthermore, as not all the sections of the score contain
a sufficient amount or (as in case of Act II and Act V) almost none of such orchestration
annotations, it would not be possible to re-construct VS 1923 into a fully orchestrated
version without extensive editorial input. Whilst those sections of the score that have
been preserved in the revised version more or less intact, or that show similarities with
parallel revised parts, could be developed further from the orchestration annotations
found in the revised version of the opera, the sections exempted in the revised version

(such as the entire first half of Act II) would have to be orchestrated entirely by the editor,

164 Katya Ermolaeva, ‘Prokofiev’s First Version of War and Peace: Lyrico-dramatic scenes on the novel by
L. N. Tolstoy, Op. 91 (1942)’, (PhD. diss., Royal Conservatoire of Scotland & University of St. Andrews,
2018).

165 Malcolm H. Brown, ‘Prokofiev’s War and Peace: A Chronicle,” The Musical Quarterly Vol. 63, no. 3 (July
1977): 302-303.
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requiring a deep understanding of Prokofiev’s harmonic language, his style, and

orchestration technique.

Another problematic factor in any reconstruction is the incompleteness of the
individual parts. As previously explored, some parts of the score were left in fragments
by the composer to be completed later. The completion of these parts was eventually
done by the composer during Stage 2 — i.e. the complex revision of the opera. This means
that the sections only preserved in fragments would have to first be completely
reconstructed, realised and recorded in piano score format before orchestration could be
initiated. So, any attempt to fully orchestrate VS 1923 based purely on the material
preserved within it, would result in a realisation of the first version formed (in large part)

by individual editorial decisions.

The Critical Edition was therefore assembled (in the first instance) with a view to
provide students and scholars with a supplementary insight into Prokofiev’s original
concept — i.e. one that can be used to evaluate the opera and its evolution from more
angles, rather than just by an evaluation of the artistic qualities and characteristics of the
revised and fully complete creative conception of the composer. Therefore, the second
part of this research project, achieved by presentation of a critical edition of VS 1923, has
led to the main conclusion that the first version of the opera should not be considered
only as an unrealised or failed attempt, but should instead be seen as an independently
viable work. The Critical Edition of VS 1923 (which forms Volume II of the thesis)
resurrects the unparalleled places in the original concept of the opera — such as the scene
with Agrippa’s students opening the Act II, Count Heinrich’s direct involvement in the
story in Act III, and the metaphysical rather than theatrical conclusion of the opera
through the peaceful death of Renata in scene 2 of the final act. It also enhances our
understanding and appreciation of those specific musical and dramatic qualities only
found in the first version of the opera, which can only be fully appreciated through their

musical realisation.
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