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Hpé}lHCJIOBHC

ITpn xn3uu C.B.PaxMaHMHOBa €ro xageHuus Ko
2-i1 Benrepckoit pancogmu @.JIucra HEKOTIa He
H3]1aBaJIach, ¥ HE OCTAJIOCh HUKAKUX CBEJECHHHA O
TOM, CYIIECTBOBAJIA JI aBTOPCKAad HOTHAad 3aI0MCh
atoro counmHenusi. Ily6imkyemas HOTHas pac-
mugpoBKa caesaHa ¢ IVIACTHHOK, BHITYINEHHBIX B
CIIA B 1919 rogy. Cama 3anuch Ha IUIACTHHKH
He ObUIa yaauHo#i B GpoHOrpachHuecKkoM OTHOMIE-
HUH (M3-3a TOrJallHEro HECOBEPIIEHCTBA TEXHH-
KH), O3TOMY HEBO3MOXHO C abCOJIOTHOM TOU-
HOCTbIO BOCIPOH3BECTH HOTHBIH TEKCT 3TOrO He-
06BIYHOTO Npou3BeieHus: PaxMaHMHOBA.

O.JIucT B HOTax pancoguy CenuaJbHo OCTa-
BHJI MECTO IS KaJJeHIIMH, KOTOopas JoJIXHa ObLia
OBITh CHIMIIDOBH3MPOBAHA MJIM COYMHEHA CAMHUM
HCTIOJIHMTE/IEM Npou3BeAcBus. Takas Tpaguuus
HCIIOJIHEHHS PaNCO/MH H cymecTBoBasa. HaM us-
BECTHH (B 3BYKO3AaIMCH) HHTEPIpPETALMM 2-H
pancoxuu ¢ COOCTBEHHBIMHM KaJEHLUHUSIMH TaKMX
ucnosnutenel, kak B.I'oposun, A.Kopro, U.I1a-
nepeBckuid, M.Posenrans, B.Mouceusuu u ap.

Kak mu3BecTHO, A0 oThe3ma u3 Poccum Pax-
MAQHMHOB, 3a PEAKMM HCKJIIOYEHHEM, HIrpal B
KOHLEPTaX TOJBKO c30u (POPTENHAHHBIE COUHHE-
Husl. A ¢ 1918 roga, TO ecTb CO BpeMeHH Hagasa
€ro Kapbepbl KOHLEPTHPYIOHIEro IMAHHCTA, OH
MCTIOJIHSIET CaMBIA pa3sHOOOpa3HbIi penepryap. B
Hosibpe 1918 roga PaxmaHuHOB mnpHesxaer B
AMepuky. OueBHAHO, K 3TOMY BPEMEHH M CIIENY-
€T OTHECTH CO3[JaHHE KOMIIO3UTOPOM KaAE€HIUMHU
Ko 2-H pancopuu JIncra. Hauas cBon koHnepr-
Eble BhICTYIUIeHHs 8 nekabps 1918 roaa, on yxe
10 suBapst 1919 roga B Bocroxe Bnepsbie myG-
JIMYHO WTPAeT 3Ty PANCOfUI0 C COOCTBEHHOM Ka-
peHumMen. A 22 anpens 1919 ropa, cpepu psja
APYI'MX COYMHEHHUH, OH 3aIIHCHIBAET 3TO NMPOH3BE-
JleHHEe Ha IUVIaCTHHKHM Ha CTYAHH 3HAMEHHUTOro
n3o0perarens ¢ouorpada T.Daucona. Paxmanu-
HOB TPHXJbl CHITPaJI AJ1S 3aIIACH 3Ty IIbECy, U BCE
TPH BapHaHTa ObUIM 3aT€M BBIIYINEHH B CBET Ha
00blyHBIX IUTacTHHKAX. Jlumb B 1973 rogy — K
100-seturo co gHsA poxaeHuss PaxmanumHOBa —

Foreword

In Sergej Rahmaninov’s lifetime® his cadenza to
the 2nd Hungarian Rhapsody by Franz Liszt had
never appeared in print, and what is more, we
have no data as to whether Rahmaninov had ever
noted it down.— The transcription of Rahmani-
nov’s cadenza included in the present edition of
the most popular rhapsody of Liszt’s rests on the
extant phonograph records, produced in the USA
in 1919; even the best sound recording systems of
that time being far from perfect, the absolute accu-
racy in notating the music recorded on those discs
is virtually unattainable. ‘

When Liszt was writing out his 2nd Rhap-
sody, he left a blank space for a cadenza to be
added: the performer was supposed to impro-
vise — or compose — a cadenza of his own.—
Recordings by V.Horowitz, A.Cortot, I.Paderew-
ski, M.Rosenthal, B.Moiseivich, and others, serve
as evidence of the fact that the practice of pianists
adding a cadenza when playing this rhapsody was
not something out of the ordinary.

It is generally known that before leaving
Russia Rahmaninov hardly ever played, in the
concert hall, anything but his own compositions;
from 1918, when he started touring, he invariably
performed most diverse pieces of piano music.—
In November 1918 Rahmaninov arrived in Ameri-
ca, and — in all probability — it was in those
days that his cadenza to the 2nd Rhapsody came
into existence. His first concert on American soil
took place on December 8, 1918. On January 10,
1919, in Boston, he played — for the first time in
public — the 2nd Hungarian Rhapsody with a

s

The spelling of the composer’s name used in this publica-
tion conforms to the system of International Translitera-
tion of Russian names, and is expected to supplant both
the traditional spellings (Rachmaninoff, Rachmaninov)
and thespelling brought into use in the 1980s (Rakhmani-
nov).— Trans.




OIIMH M3 BAPMAHTOB OblLI BIEDPBHIE ONyOIUKOBAH
Ha JoJirourparomed IUIACTHHKE KOMIIaHUEH
»R.C.A.“. B Poccuu 3ta 3anuce usgaHa Gpupmoit
»Menogusa* (33]1-033756). Cuauvana Paxmanu-
HOB UI'paJ pancoauio B CBOMX KoHHepTax ¢ 1919
1o 1924 rop. 3areM HACTynaeT NepepsiB, ¥ JIMIIb
B ce30He 1941/42 roma, TO €CTb OYTH B CAMOM
KOHLIE €ro KOHUEPTHOHN €S TeIbHOCTH, OHA BHOBD
3BYUYHT B €r0 UCTIOJTHEHHUH.

OcHoBoO# ans fJaHHOHM pacmu¢ppOBKH KaJeH-
LIMU TTOCJYXHUJIM BCE TPH BapHaHTa PAXMaHWHOB-
ckoro ucnosiHenust (1919). Koneuno, npegnara-
€MOE BOCIIPOU3BEJEHUE HOTHOTO TEKCTA HYXHO
CUNTATb TPUOU3UTENLHBIM B CUJIY YXE OTMEUYEH-
HOT'O HECOBEPIUEHCTBA 3BYyUYaHHS IJIACTUHKHU. XO-
TS BECb TEKCT.KaJJEHIIMH, HECOMHEHHO, UMEJ s
PaxMaHMHOBA BNOJIHE ONpEAEJIEHHbIE OYepTa-
HUS, B pa3HbIX BAPUAHTAX HCIOJHEHHUS 3aMETHBI
HEKOTOpbIE pas3anyusi. Bo3moxHo, 4TO camoid
MMIPOBU3AUMOHHOCTBIO KaJE€HIMH KaK ,,YCTHO-
ro“ xaHpa o0yCJIOBJIEHO TO 0OCTOSTENBCTBO, UTO
PaxMaHHHOB Tak M HE OMyOJMKOBAJ 3TO COUHHE-
H1e (a BO3MOXHO, TaK M He Clle/la/l HOTHYIO 3a-
MTUCH) .

Xorenocs OB OCTAHOBHUTbCS Ha BONPOCE O
3HAYMMOCTH 3TOTO PAXMAHUHOBCKOIO MpOU3BE-
JNEHMS.

Kapenuus PaxMaHMHOBA, B OTIMUHE OT CBO-
MX AHAJIOTOB,— HE MPOCTO (PAHTA3USI HA TEMY JIH-
CTOBCKOW pancofauM, FAe HCIOJAHUTENbs MOr Obl
NpOSiBUTH BECb CBOM BHUPTYO3HBIM MHAHUCTHYEC-
KW 61ecK. 31€ech Mbl HMEEM JIE/IO C OPUTHHAD-
HEHMILUUM MPOM3BEAECHUEM, B KOTOPOM SICHO IpPO-
SIBJISETCH KOMITO3UTOPCKUHA M MCIOJHHTEIbCKHI
CTWJIb BEJIMKOTO PYCCKOrO MHUAHMUCTA U KOMITO3H-
TOpa. JTO CBOEro poja ,,3TIOJ-KapTHHA* CO Bce-
MU OCOOEHHOCTSIMM SI3blKa, CBOMCTBEHHBIMH Pax-
MaHWMHOBY. EAMHCTBEHHOE OT/IHUYME OT APYruUx
PAXMAHWUHOBCKHUX MbEC 3TOrO XaHpa — ,,uyXxue“
TeMbl. OAHAKO TEMBI, B3SITbIE U3 PATICOAUU, 3BY-
YAT B PAXMAaHHHOBCKOHM KaJEHLMH KakK ,,CBOMY.
3neck PaxmauuHOB emle pas npossua cebs Kak
Onectswmii Mactep o06paGoTtok. YauBuTeNbHaA
KOMMAKTHOCTb, CTPYKTYpPHAasl YETKOCTb KajeH-
UMM, MAKCUMAJIbHO HACBIIIEHHO! APAMATHUYECKHM
aciicreueM. KaseHus CTaHOBHTCS, TaKUM 00pa-
30M, CaMOCTOSITEILHOW TILECOH, OTpaXalolleH
B3I HA MUp* xypoxHuka XX Beka, o01agas-
wero ocoboit 30pkocThio BugeHus. He Morso
371€Cb HE HAUTHU BBIPAXEHUS M SMOLUOHAJIbHO-
NCHXOJIOTHYECKOE  COCTOSIHME  KOMIIO3UTOPA,
TOJIbKO YTO MOKMHYBLIETO CBOK JIOOMMYIO CTpa-
HY M OKa3aBlerocs 6e3 POJUHBI, B UyXAOM €My
MHpE, OrYIIAIOIEM IIYMOM CBOEH HEOOBIUHOH

cadenza of his own. On April 22, 1919, he re-
corded, among other things, the same rhap-
sody — again with a cadenza — in Th.Edison’s
studio; during that session he played it three times
in succession — all three recordings were sub-
sequently released in the shape of 78 r.p.m. discs.
It was not until 1973 (the 100th anniversary of
Rahmaninov’s birth) that one of those versions
appeared on an LP (RCA; in Russia, Melodiya
Records: 33-033756). From 1919 through 1924
Rahmaninov often played the rhapsody in con-
certs. In the season of 1941/42, i.e., shortly be-
fore his career as a concert pianist came to an
end, he reincluded it in his repertory.

Rahmaninov’s cadenza as transcribed in the
present publilication is the result of a multi-stage
work: each of the three records has been minutely
scrutinized. Naturally, this transcription is a mere
approximation to what the pianist played on that
vernal day in the recording studio; suffice it to
refer to the indiscernibility of some details of the
polyphonic fabric on the records in question.
There is no doubt that Rahmaninov had an abso-
lutely clear idea as regards the general outlines of
his cadenza, and yet the three versions show cer-
tain dissimilarities.— It might have been on ac-
count of the improvisatorial nature of the very
genre of cadenza that Rahmaninov never publish-
ed his Lisztian “impromptu” (and, most likely,
never committed it to paper).

It is worth while dwelling on the question of
significance of this unusual composition.

The Rahmaninov cadenza differs from its
counterparts in that it is not just a virtuoso fanta-
sia on the themes of the 2nd Hungarian Rhap-
sody, but a most original work in which the great
Russian musician has vividly revealed his style
both as a composer and as a performer — a kind
of étude-tableau, reflecting every facet of his mu-
sical mentality; the only thing that distinguishes it
from the “real” études-tableaux (op. 33 and 39)
is the circumstance that the themes it is built on
are not his own (though they sound as if they
were his own). An eloquent example of Rahmani-
nov’s proficiency in handling another composer’s
material, this cadenza, extraordinarily “eventful”,
compact, and clear in structure, is of great value in
itself (even out of the context of the rhapsody): it
is a piece of twentieth-century music, a captivat-



TEXHYKH M KpUYaIleH peKJIaMbl, MeJIbKaHHEM KH-
HeMmarorpada ¥ MOAHBIMH TOTAA (POKCTPOTAMY,
II¥MMHU U JPYTMMH TaHIAMH — 3TUMH NpPHMETa-
MU Torjamued AMepuku. Bee ato, fymaercs, BHI-
3BaJIO ,,aBTOPCKYI0 PEAKIHIO", MPOSBUBIIYIOCS B
KaJeHIMH: 3[eCh NPOMCXOAUT TpaHCchHopManus
06pa3oB OT HPOHUYECKOM, IPOTECKHON MIApPOIMEi-
HOCTH ¥ HCKaXarolled TIpuMachl JO IOJIHHHO
Tparndeckoro nadgoca.

Bce 5T0 — B cOmoOCTaBNEHHH C MHAMBHAY-
aJTbHOM MCHIOJHHTEIBCKOM TPAKTOBKOH JIMCTOB-
CKOIO TEKCTa PanCoAnH, Ii€ IIMAHACTOM IOTIEpK-
" HyTa M 6epexHO BhHISBJIEHA AyXOBHAS LEHHOCTh K
YHACTOTAa HAIIMOHAJIBHOTO KOJIOPHTA, NMOAKYNAlo-
mast rpanusi o6pa3oB ¢osbKIOpPA, TAE HA NEPBHIH
IUIaH BBICTYNAET JIMPHYECKOE HAYAJIO0, F/Ie H3YMH-
TEJBHO MHOrooOpa3Ho 3By9aHHeE piano, HeTpaju-
LHOHHBl HECHenHble TEMIB (IPH TOJHEHImeEM
GTCYTCTBHM OOBIUHOM OpaByphl) ,— BBHUIMBAETCS B
r1yboKYyI0 ApaMaTyprudecKyo KoHuenmuio. Pax-
MAaBHHOB KakK Obl HAMEPEHHO KOHMIMKTHO CTaJI-
KHBaeT Becb OecrnomagHblil TParusM CBOETO Bpe-
MEHHM C POMAHTHYECKHIMH, HAWLUTHIECKHMH 00pa-
3aMM OJIH3KOTO €My XYROXECTBEHHOIO MMpa 2-#
Benrepckoit pancoauu Jlucra. Kagenuus Paxma-
HHHOBA — 3TO OTYET/IMBO CJIBIIIHO B €r0 UIpe —
CTAaHOBHUTCS, 110 CYIECTBY, JPAMATHIECKOH KYJIb-
MUHauued pancoguu. Tak, HABEPHOE, M JIOJIXHBI
ee TPaKToBaTh OYAYIIHE UCTIOJTHUTEH.

Heo6xonMMo TakXe OTMETHTb BBIIAIOMIEECS
KOMITO3UTOPCKOE MAaCTEPCTBO aBTOPA KaAEHIIWH,
BbIpa3MBINEECS!, B YAaCTHOCTH, B OJjecTsuiei
KOHTPANyHKTHYECKOH pa3paboTKe JHMCTOBCKOTO
MaTepuasia, a TakXe TMIHYHO PaXMaHUHOBCKYIO
PUTMHUKY (OCTpPEHIIyI0, C XapaKTEPHBIMH ,,0T-
TSXKaMH“), yHOOCTBO MHUAHUCTHYECKOTO WM3JI0-
XeHUs (TIIp¥ AOCTATOYHO SICHOW M MPO3PAYHOM
dakType) U pasHoOOpas3HEHINYIO HUCIOJHUTEb-
CKy!t0 AuHaMuKy. Oco00oro BHMMaHMI 3aC/yXH-
BA€T TADMOHHUYECKHH $3bIK KaJE€HIMH, CUJIBHO
OT/IMYQIOIIMHICS OT JIMCTOBCKOID.

TakuM obOpazoM, JanHas ny6GauKauus 3Ha-
KOMHT MY3bIKAHTOB C MHTEPECHEHIIUM IPOU3BE-
JEHUEM BEJIMKOTO PYCCKOTO KOMIIO3HTOPA M NHa-
HUCTA B BECHMA PESIKOM, HEOOBIUHOM TBOPUYECKOM
XaHpe.

Xotrenock Obl B 3ax/II0UeHNe N00JarOAAPHTE
BCEX Te€X, KTO NMPHHSLT y4YacTHe B pacmudpoBKe
5Toll KajgeHuuH,— ocobenno A.Bsoka, a Takxe
O.babacana u B.Epoxuna. Xortesnoch Obl Takxe ¢
NPU3HATEBHOCTBIO OTMETHTb ONBIT pactiudpoB-
KM JAHHOW KaJeHIUH, NPEeANPHHATEIH B 1955 ro-
Y aMEPHUKAHCKUM MY3BIKOBEIOM . XONKMEHOM.

Baradumup Tponn

ing character piece which mirrors the philosophy
of an immensely sharp-sighted artist.— The com-
poser had just left his native country, which he
dearly loved, and found himself in the midst of an
alien world, with its stunning technology, with its
inordinate commercialism, with its motion pic-
tures, foxtrots, shimmies, etc. All that could not
but call out a definite reaction in him, and this
reaction could not but manifest itself in the caden-
za: you will not fail to perceive the grotesque
being transformed into a pathetic tragedy. -

As to the rhapsody itself, it is played by
Rahmaninov in a lyrical manner. There are no
signs of bravura. The national color is pure; the
folklore element is winningly graceful. The pi-
anos are varied; the tempi are unconventionally
unhurried. The music of Liszt is interpreted non-
typically but sympathetically.— The idyllic ro-
manticism of the rhapsody collides, as it were,
with the tragic spirit of the cadenza — the past
comes into conflict with the present. Performed
by Rahmaninov, the folk-like rhapsody under-
goes dramatization, and it’s on the cadenza that
the dramatic climax falls.— An example to be fol-
lowed by the would-be performer of the 2nd
Hungarian Rhapsody.

it remains for me to add that the cadenza is
skillfully built in terms of counterpoint as well as
in respect of harmony (with quite different means
than in Liszt), rhythm (with these typically
Rahmaninovian retardations), and piano setting
(with fairly transparent — and always play-
able — textural patterns); no less noteworthy is
the diversity of dynamics.

To sum up, this edition familiarizes the musi-
cians all over the world with a most remarkable
achievement of the distinguished Russian com-
poser and pianist in a rare — and highly interes-
ting — musical genre.

I express my gratitude to all who took part in
the fatiguing work of transcribing the venerable
phonorecords, especially to A.Blok, the same as
to E.Babasjan and V.Erohin. I feel also much ob-
liged to I.Holcman, the American musicologist
whose essay to notate the cadenza goes back to
1955.

Viadimir Tropp
Eng.: Valerij Erohin



C. PAXMAHHWHOB

CADENZA
Pitt mosso

- o -

*x | | |
- e S— vI.V.l .
3 = R
7 “N| = w b+ i
| 1aus e -
» “~L lll”_ ™ s ‘—.J.
4 T
%74 %N: I luk -}
L L1 .
bt P N
] ™ 3 :
4 L..Id_ ' SN
Ol Wl
o/w./n._\\ on ll.‘!ﬁ jﬂr
N -
- \ £ A
_.w-, o4 ”. ~ i 1I|HH>L I.)A/Hf A . .u: .
1N - 5 - miniiy
\ : e J g
— k B ds T -~C R
o N Xl i TTHRY .
ENN Ihil 1 .
q ) - _
B
)\ an | |[]|11A—
BREANTI = : : I
Pas Chan- .hﬂ } \_'ff ' ~c Siiag
« .W ~ R ;
E 9 A ™ A} o
‘= 1 IIW - ..
..D.. lnr 1.4, S .A
[}
= aly ~
) | vl |
= l.#.[ 1] ) - w.-umc Inin .W s NG
nn.w ,m ot .l,\Or %\.p; A 4 |4
oq i
G en th G o S A ¢ annq i
\,l Y - . F X3 lmmr Bl
AN T = r
441 44 1 1 o it R3
- . 4”1@1& HNE - Ypht N
A rIIUU m 1Y
A3 A ) 25
B Y 3 3%
1..‘. // — o m w lmvﬂv
: A | x1}
P NI b v /!
SRS i i A g
. -J_ M”va .\hnl.’ { | 41
AU GH RS U TN e b
A i . H
* 223 ] ] * A =201
.qw._ ’ x| iy | T g 3
¥ 23 23 g0l E
e B U &
TP A & P
e ——_ —— /4\I< —

.F_
1/
r

¥ i
T
A
|4

§7 -

A R

>
¥

rit.
r

2

-

TOr
At

a tempo
-
H
o
[

P
n o6

L 08

14311



3
)

L4
hs B f.]

T

%Y
)X 4

[9 1]
VI A
7

—
+ o 1l

z

A M|
T
g

{
"3 AR 4

-~ — —— — - —~poco a poco al tempo

by

o
18”41
L

Nl I T

B e

e

b
1

]

b
4%

a tempo

(XN e

P
1

1S \d

A
Y

>3 il
M LLRA 4
], aW >
~ H
_WUr ,:
M 1A )
L
| W -
~ tt
[ %
\
T e~ te
fis t
-uv :y
4ty .
~« ||t
b I\
IIWM/ rLlr
IBR
IS i
e mf_ﬂ
IL =N
. ¥
e~ b
~c A)
| N
llv#u/
4
./\}\‘,\

1A

'
|4 ﬂV
it .
N MW .
1
Ln;k.f u._u_“
N 1))
A i%.a ol
T
1.N ol
b '
™NEP }.z\
Ba
V. g
o g
i P \Mla ’
Ay .
x“V. R~
ArN
L,
B 3
Wi ]
o :r_r.W._
= MR
The 5 ¥
[N
il
3 | Iy
o | vh_

14311



" O

1]

o

-

S o\

te

2lhe .

cresc. molto

F S
-

accelerando

sostenuto

e
R

- nu T :
. K L Vg HH il n
- B it

_BNE - |
i AR
<y i 4&& o
0 0 O i AN e
T x x ¥
i N L\ ;
,ﬁ”ﬁ# /el N A >AummwwW@mw
FUSIR ! - E2> 223 ¥
R LLrs
[ 1 oobams <4 IS 131
< TR TR Hi
¥ ;@u‘ i A u«fﬂf 1k A&. \
- ) .U )-
) 2 <gllIT Tl Mg &
A
I”— WL u m
| VL, -
Sy ¥
- o B f.L
o SR il il
o e ¥
. 2 AM . -.%
i — R.v.%n
.r_unu il qu
Ph it
G
0 C G
> S




