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ABSTRACT
Vladimir Leyetchkiss was a pianist, composer, and teacher born in Russia on
August 8, 1934. It was Leyetchkiss’s love for transcriptions that led him to study with Heinrich
Neuhaus. His passion for writing and playing piano transcriptions was fueled by his strong
interest in orchestral music and conducting. His transcription work was facilitated by his
impressive technique as well as his ability to produce an orchestral sound at the piano. He
transcribed numerous orchestral works for the piano including Trois nocturnes by Debussy,
L’Apprenti sorcier by Dukas, Tasso: Lamento et Trionfo by Liszt, symphonies of Taneyey
and Prokofiev, and most notably, Igor Stravinsky’s Le Sacre du printemps.
This study shows that Leyetchkiss’s piano transcription of Le Sacre du printemps is
superior to three existing transcriptions of the same work by other composers, because of its
fidelity to the original orchestral score. The three existing transcriptions are: Le Sacre du
printemps for Piano Four Hands by Igor Stravinsky; The Rite of Spring: Complete Ballet for
Piano Solo by Sam Raphling; “The Rite of Spring: An Original Solo Piano Transcription of
Stravinsky's 1913 Ballet with Annotations and Historical Notes” by William Norman Fried.
Leyetchkiss’s piano transcription not only includes as many elements and voices as
possible from the orchestral score but is also practical and accessible for the performer. Studying
and performing this repertoire is a rewarding process for pianistic and musical growth.

A comparative analysis of these four transcriptions will follow a brief history of the
development of the piano transcription (Chapter 2), and an introduction to Stravinsky’s Le Sacre
du printemps (Chapter 3). Chapter 3 includes comparison of selected passages from five
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representative sections of Le Sacre du printemps: “The Augurs of Spring,” “The Ritual of
Abduction,” and “Dance of the Earth” from Part I and “Naming and Honoring of the Chosen
One” and “Sacrificial Dance (The Chosen One)” from Part II.
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CHAPTER I. INTRODUCTION

Prominent Russian pianist, composer, and teacher Vladimir Leyetchkiss was born on
August 8, 1934. He studied piano with George Sharoyev, the grandson of Anton Rubinstein, and
he later went on to study with Heinrich Neuhaus at the Moscow Conservatory as a non-degree
student in the last two years of Neuhaus’s life. Leyetchkiss emigrated to the United States in
1974, where he served as a piano instructor at institutes and music festivals such as DePaul
University in Chicago and the Great Romantics Festival in Ontario, Canada. He passed away on
October 11, 2016.
It was Leyetchkiss’s love for transcriptions that led him to study with Heinrich Neuhaus.1
His passion for writing and playing piano transcriptions was fueled by his strong interest in
orchestral music and conducting. His transcription work was support by his impressive technique
as well as the ability to produce an orchestral sound in his hands.2 He transcribed numerous
orchestral works for the piano, including Trois nocturnes by Debussy, L’Apprenti sorcier by
Dukas, Tasso: Lamento et Trionfo by Liszt, symphonies of Taneyev and Prokofiev, and most
notably, Igor Stravinsky’s Le Sacre du printemps.3
This study examines four transcriptions of Le Sacre du printemps by Igor Stravinsky by the
composer himself, Sam Raphling, Vladimir Leyetchkiss, and William Norman Fried. A

1

Robert Dumm, "Of Russian Music and Pianists," Clavier 39 (July/August 2000): 31.

2

Giveon Cornfield and Nicolas Slonimsky, Note-Perfect: Thirty Years in Classical Music Recordings (Honolulu, HI:
Chaminade University Press, 1993), Page 229.
3

Ibid..
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comparative analysis of these four transcriptions will follow a brief history of the development of
the piano transcription (Chapter 2), and an introduction to Stravinsky’s Le Sacre du printemps
(Chapter 3). Chapter 4 includes comparison of selected passages from five representative sections
of Le Sacre du printemps: “The Augurs of Spring,” “The Ritual of Abduction,” and “Dance of the
Earth” from Part I and “The Naming and Honoring of the Chosen One” and “Sacrificial Dance
(The Chosen One)” from Part II.
Igor Stravinsky created the first transcription of Le Sacre du printemps himself when he
arranged the ballet for piano four hands in 1913. His own four hands reduction is at a
disadvantage compared to Leyetchkiss’s solo piano transcription because it requires two
performers to collaborate. Although the piano four hands medium would allow for thicker
textures, Stravinsky’s arrangement of the ballet for piano four hands features simpler textures
than the solo arrangements in some passages. While Stravinsky’s four-hands transcription is more
readily accessible and easier to learn, the overcoming of technical challenge presented in
successfully performing Leyetchkiss’s version can be a rewarding experience for the soloist. 4
Raphling’s solo piano arrangement published in 1975 is one of the earliest solo piano
arrangements of Le Sacre du printemps. With fewer notes to play, it appears more technically
accessible than Leyetchkiss’s version, and Perhaps Raphling’s purpose in transcribing Le Sacre
du printemps for solo piano was to make it accessible to the public and to performers.5

4

5

Igor Stravinsky, The Rite of Spring: Arranged by the Composer (Mineola: Dover Publications, 1989).

Igor Stravinsky, The Rite of Spring: Complete Ballet for Piano Solo by Sam Raphling (New York: Lyra Music Co.,
1975).
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Vladimir Leyetchkiss’s transcription of Le Sacre du printemps is a good compromise
between fidelity to the original work and playability. It closely resembles the original orchestral
score and its idiomatic writing is pleasing for pianists and listeners alike.6
After the publication of Leyetchkiss’s transcription in 1985, the next complete solo piano
transcription of Le Sacre du printemps was written by William Norman Fried as part of his
doctoral dissertation in 2011.7 Fried, who earned his DMA in Contemporary Music Performance
from the University of California, San Diego, arranged his own solo piano transcription based on
the original Le Sacre du printemps, and has presented an analytical comparison of his own work
with the original version, as well as with the other versions.

6

Igor Stravinsky, The Rite of Spring: Transcribed for Piano Solo by Vladimir Leyetchkiss (New York: G. Schirmer,
1985).
William Norman Fried, “The Rite of Spring: An Original Solo Piano Transcription of Stravinsky's 1913 Ballet with
Annotations and Historical Notes” (PhD diss., University of California, San Diego, 2011), ProQuest Dissertations &
Theses Global.
7
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CHAPTER II. THE HISTORY OF PIANO TRANSCRIPTION
Transcription refers to the process of transferring a musical work from one medium to
another, usually involving some reorganization by the original composer or another composer.
Other terms for piano transcription are piano reduction or piano arrangement. The earliest form of
transcription emerged and thrived as early as the Renaissance era, in the form of parody masses,
organ and lute intabulations, and si placet additions, which are supplementary parts added by
interpreters other than the original composer in chansons, motets, and masses.8 The piano
transcriptions known today appear in several performing combinations, such as piano solo, piano
four hands, or more hands (performers) on one or two pianos.

After its invention around 1700, the pianoforte gradually became the predominant choice
of keyboard instruments and entered into its peak in the eighteenth century. At that time, a group
of keyboard specialist composers started to explore the potential of the piano as a powerful
medium, accounting for a concentration of many works including large-scale ones. The earliest
influential transcribers were Johann Adam Hiller (1728-1804), Johann Nepomuk Hummel (17781837), Muzio Clementi (1752-1832), Carl Maria von Weber (1786-1826), and Liszt’s teacher,
Carl Czerny (1791-1857), to name a few.9 Hiller was the earliest composer to publish his own
piano reductions. Another significant composer-arranger was Hummel, known for his solo piano
versions of Beethoven’s Symphonies Nos. 2-7.10 Other major composer-arrangers before Liszt

8

Jonathan Kregor, Liszt as Transcriber (New York: Cambridge University Press, 2010), 4.

Marc-André Roberge, “From Orchestra to Piano: Major Composers as Authors of Piano Reductions of Other
Composers’ Works,” Notes 49, no. 3 (March 1993): 927, Music Periodicals Database.
9

10

Ibid.
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such as Clementi, von Weber, and Czerny also contributed a variety of excellent transcriptions to
the repertoire. It was Franz Liszt, however, who first helped piano transcription earn a place in the
hierarchical world of forms and genres and elevated the craft of transcription to an artistic act.11
Only certain types of larger works, including symphonies, opera, and art songs were
adapted into piano transcriptions before Liszt as evidenced in Roberge’s chronological list of
arrangements by earlier composers.12 For instance, Hiller transcribed a number of vocal works for
piano by different composers, while Hummel transcribed Beethoven’s works exclusively,
arranging Beethoven’s Symphonies Nos. 2-7 for piano and the overture to Fidelio for piano four
hands. Carl Czerny composed a wealth of arrangements that included piano reductions of
symphonies and other large works by Haydn, Mozart, and Beethoven as well as The Art of Fugue
by J.S. Bach.
Composers alone did not create piano reductions, as there were professional arrangers
whose major contributions came from transcribing the works of others. In addition, performers
may have arranged vocal or orchestral scores for the practical purpose of reducing the necessary
performing forces. These different roles of transcribers evolved from the various needs of musical
society in the years before Liszt. The main reasons for making transcriptions included but were
not limited to writing for a commission from a publisher, promoting one’s own works or those of
other composers, and studying the masterworks as a practical or compositional exercise.
This was the state of piano transcription in the eighteenth century until Franz Liszt came
to be prominent and influential. Among his many great contributions to music literature and

11

Ibid., 926.

12

Ibid., 927.
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culture, Liszt brought new possibilities, creativity, and innovation to the genre of piano
transcription. Whereas late eighteenth- and early nineteenth-century transcribers primarily
produced straightforward piano reductions and arrangements of orchestral and vocal works,
Liszt’s approach to transcription was richer and more varied in approach and concept. The
subcategories of Liszt’s piano transcriptions include literal transcriptions akin to piano reductions,
operatic paraphrases, song transcriptions, and transcriptions of folk melodies in several of the
Hungarian Rhapsodies.13 The literal transcriptions and many of the song transcriptions adhere to
the conventional meaning of piano transcription. The operatic paraphrases and some of the
Hungarian Rhapsodies, on the other hand, are Liszt’s improvisatory fantasies based on materials
transcribed from other works. Liszt’s transcriptions are one of his signature compositional genres;
by writing transcriptions to promote the works of others (for example, Berlioz’s Symphonie
fantastique), and in the midst of this adapting process, he was also gathering materials for his own
transcriptions.14 To elaborate on this point, Liszt promoted Symphonie fantastique by transferring
the original symphony into the piano solo transcription in 1833, only three years after its
premiere. Liszt gathered materials such as the “Dies irae” chant theme from the last movement of
this work. He used the same theme as the basis for Totentanz five years later in 1838.
While his forerunners viewed piano transcription as a note-by-note replication, Liszt
admired transcription as an art of re-creation from the original work. Rather than trying to
maintain the idiomatic features of another instrumental medium, Liszt transformed the transcribed
material into pianistic works.15 Evidently, musicians who were interested in writing transcriptions

Alfred Brendel, “Turning the Piano into an Orchestra: Liszt's Transcriptions and Paraphrases,” in Alfred Brendel on
Music: Collected Essays (Chicago: Cappella Books, 2001), 284.
13

14

Kregor, Liszt as Transcriber, 7.

15

Ibid.
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flooded the market after Liszt’s successes. These include notable composers like Johannes
Brahms (1833-1897), as well as multi-faceted musicians who achieved fame as transcribers like
Ferruccio Busoni (1866-1924). The composers in this study, Stravinsky, Raphling, Leyetchkiss,
and Fried build on the achievements of Liszt and earlier transcribers and continue to advance the
art of transcription.
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CHAPTER III. IGOR STRAVINSKY AND LE SACRE DU PRINTEMPS

Igor Stravinsky was born in 1882 in Oranienbaum, a municipal town near St. Petersburg,
Russia. His mother, Anna Kholodovskaya, was a daughter of a high-ranking official in the
Ministry of Estates of Kiev. His father, Fyodor Stravinsky was an important singer in the Imperial
Opera and a descendant from a family with considerable social status.16 Igor Stravinsky was their
third child. He grew up in a musical household in which his father, his paternal grandmother, and
his mother sang beautifully.

In 1901, Stravinsky entered Saint Petersburg University to study law, although his real
interest was music. Eventually he began composition lessons with Nikolai Rimsky-Korsakov,
who advised Stravinsky against entering a conservatory. The lessons lasted until RimskyKorsakov’s death in 1908.

The famous impresario, Sergei Diaghilev, of the Ballets Russes (based in Paris) soon
found Stravinsky and commissioned him to compose the score for a ballet. The Ballets Russes
featured the best dancers from Russia. Diaghilev and Stravinsky’s first production was L’Oiseau
de feu in 1910, and it was a huge success.
After the success of the L’Oiseau de feu, Stravinsky and his family moved from Ustilug to
Switzerland, where they usually stayed during the winter months. After the premiere of Petrushka
and the completion of several smaller works, Stravinsky immediately returned to Ustilug and
started composing Le Sacre du printemps in the autumn of 1911; he continued to work on it back

16

Stephen Walsh, Stravinsky, Igor, chapter 1, Oxford Online (New York: Macmillan, 2001), accessed Nov 14, 2019.
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in Switzerland. By the end of February 1912, Part One was complete in orchestral score.17
Stravinsky finished the entire work in Clarens, Switzerland in November of 1912. In March 1913,
he added an introduction to Part Two.
Le Sacre du printemps was Stravinsky’s third collaboration with Diaghilev’s Ballets
Russes. It depicts scenes and rituals of pagan Russia. The scenario, set, and costumes were
created by Nikolai Roerich, a Russian artist who explored themes related to ancient folk rituals.
The esteemed Russian ballet dancer Vaslav Nijinsky choreographed the ballet. It premiered on
May 29, 1913 in the new Théâtre des Champs-Elysées in Paris.

There was much disruption during the performance, in response to the primitivism of the
costumes, the vulgar movements of the dancers, and harsh dissonance produced by the huge,
noisy orchestra. However, the music and the dance were gradually accepted by audiences in
response to subsequent productions, and Le Sacre du printemps is now regarded as a significant
twentieth-century work.

17

Ibid.
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CHAPTER IV. ANALYSIS
Part I: The Adoration of the Earth
Section Two: Augurs of Spring
“The Augurs of Spring” is the second section of Part I, following the “Introduction.” It
features dissonant repeated chords with unpredictable accents played by the strings and horns
juxtaposed with contrasting ostinato patterns played by various smaller instrumental
combinations. The first of these contrasting ostinato patterns appears at rehearsal 14. This passage
features the motive from the end of the “Introduction” now played pizzicato by the violin. The
rich musical elements presented by the English horn, bassoons 1 and 2, and the cellos in this
passage present multiple possibilities for transcription.
The ostinato pattern that appears in the first two measures of this passage features four
distinct parts: English horn, bassoon 1 and 2, and cello. Although this four-part texture easily
lends itself to a piano four hands setting, Stravinsky omits the bassoon and includes only the
English horn and cello in his four-hand reduction.
Example 1. The first two measures of rehearsal 14 in “The Augurs of Spring” in Stravinsky’s four hands
piano transcription.18

18

Stravinsky, 8.

22
Unlike Stravinsky’s four-hand reduction, Raphling’s solo piano transcription of this
passage is derived from the English horn (played by the right hand) and the bassoon parts (played
by the left hand). This outcome is different from Stravinsky’s transcription because of the
presence of sixteenth notes and the inversion of the left-hand part, since Raphling chooses to
transcribe the bassoon parts rather than the cello part. Raphling changes the E on the second beat
into E-flat, presumably to avoid a harmonic clash with the right hand’s E-flat on the same beat.
While the pleasantness without the clash of E and E-flat may be functionally correct, this dyad
sounds out of place surrounded by other dissonant note pairs.

Example 2. The first two measures of rehearsal 14 in “The Augurs of Spring” in Raphling’s piano
transcription.19

Instead of distributing one part into each voice or each hand, Fried combines the four parts
and randomly assigns the notes to each hand, without the differentiation of voices and exclusively
as sixteenth notes. Despite the faithful intention to include all notes in his solo piano version, the
eighth-note motive of the English horn part is lost within a pile of sixteenth notes, muddled by
undifferentiated rhythm.

19

Raphling, 6.

23
Example 3. The first two measures of rehearsal 14 in “The Augurs of Spring” in Fried’s piano
transcription.20

In Leyetchkiss’s case, by simply turning the left-hand part into sixteenth-note
arpeggiation, he not only includes the notes from the English horn and cello parts, but also
demonstrates the melodic shape and the rhythm pattern of the two bassoon parts.

Example 4. The first two measures of rehearsal 14 in “The Augurs of Spring” in Leyetchkiss’s piano
transcription.21

In comparison to Leyetchkiss’s arrangement, Fried’s bewildering version has lost the
distinction of instrumental voices between the hands. Furthermore, Fried’s transcription poses a
challenge to the performer both visually and mechanically, as the score is difficult to read and
awkward to play.

20

Fried, 38.
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Leyetchkiss, 7.
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The acciaccatura notes in the flutes and oboes at rehearsal 21 are transcribed with varying
degrees of fidelity to the score, adaptability to the keyboard, and musical effectiveness by
Stravinsky, Raphling, Fried, and Leyetchkiss. In Stravinsky’s piano four hands version, the
acciaccatura notes from the oboes and flutes are needlessly removed. The existence of the
acciaccatura notes does not interfere with the octaves in the same hand when properly arranged,
just like the flute part in the right hand two bars before. By taking out the ornaments, the primo
and secondo parts together form unified chords, as opposed to sounding like broken chords with
the ornaments in the primo part.

Example 5. The seventh to the tenth measures of rehearsal 21 in “The Augurs of Spring” in Stravinsky’s
four hands piano transcription.22

Stravinsky’s primo part simply brings together the flute part in the right hand (without the
ornaments) and the trombone part in the left hand. The secondo plays the string parts. Leyetchkiss
has taken a different approach by occasionally referring to the string chords, and emphasizing the
important parts of the flute, oboe, and bassoons in both hands. Compared to Leyetchkiss’s fuller
sound, the sound of Stravinsky’s four hands transcription seems lean.
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Stravinsky, 11.
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Like Stravinsky, Raphling removes the acciaccatura notes from the oboe octaves
beginning in the seventh bar of rehearsal 21. This takes away the unique quality of
mischievousness brought by the acciaccatura notes. Without these notes, the right-hand octaves
and the left-hand chords are too perfectly aligned, and the sound effect is too tidy.

Example 6. The seventh to the tenth measures of rehearsal 21 in “The Augurs of Spring” in Raphling’s
piano transcription.23

Raphling places the canonic melodies in the lower voice of the left hand and the octaves in
the right hand, interspersed by the accompanying figures from the strings. Leyetchkiss instead
chooses to bring the canonic effect to the foreground, with all voices presenting the woodwind
melodies, and only occasional reference to the string accompaniment.
In the same section of Fried’s piano transcription, the right hand presents the oboe octaves
in a higher register, again without the acciaccatura notes. The left hand is rather burdened with the
full chords from the bass strings, as well as the active bassoon voice on top of the chords in the
same hand. Despite Fried’s effort to include as many parts from the orchestral score as possible,
his reduction is hardly playable, as the left hand struggles to distinguish its top voice from the
other four voices below. The right-hand octaves come solely from the oboe part, again without the
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Raphling, 8.
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ornaments. The distribution of the voices is unbalanced which results in a non-idiomatic hand
position.
Example 7. The seventh to the tenth measures of rehearsal 21 in “The Augurs of Spring” in Fried’s piano
transcription.24

Leyetchkiss’s transcription is faithful to the instrumentation and texture of the original
orchestral work. When it comes to selecting instrumental parts from a large section, Raphling’s
choice is often economical, whereas Leyetchkiss’s choice is inspiring and remarkably faithful to
the original, even though it is more difficult to play. In addition to the accurate selection of
voices, Leyetchkiss excels at transcribing materials by creating better placement for the
instrumental voices, including fitting those voices comfortably into the two hands.

Example 8. The seventh to the tenth measures of rehearsal 21 in “The Augurs of Spring” in Leyetchkiss’s
piano transcription.25

24

Fried, 39,
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Leyetchkiss, 9.
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Following the fermata pause at the end of rehearsal 21, the same motive from the
“Introduction” appears in various instrumental parts. At rehearsal 23, Stravinsky keeps the first
violin and the C trumpet parts while leaving out the viola and B Clarinet parts in his four-hand
arrangement. In comparison, Leyetchkiss’s transcription combines the sixteenth notes of the
violas and the four-note stepwise motive of the first violins in the right hand. Although the four
hands version is easier to execute because of the omitted viola line, the absence of the sixteenth–
note figure reduces the intensity of this passage.

Example 9. The entire five measures of rehearsal 23 in “The Augurs of Spring” in Stravinsky’s four hands
piano transcription.26

In the whole five measures of rehearsal 23, Raphling only includes the exact ornamental
notes from the first violin part in the first and fifth measures of his transcription. In the measures
in between, the left-hand part states a truncated version of the ornaments. Because of this
discrepancy between statements of the ornament, this passage is less musically consistent than
Leyetchkiss’s more faithful version.

26

Stravinsky, 12.
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Example 10. The entire five measures of rehearsal 23 in “The Augurs of Spring” in Raphling’s

piano transcription.27

Raphling’s and Leyetchkiss’s approaches to the passage at rehearsal 23 are otherwise
similar. The first measure is identical, and there is only one difference in the remaining measures,
which is the placement of the ornamental notes from the first violins. Leyetchkiss places the
ornaments from the first violins along with the cello’s arpeggiated pattern in the right hand, while
Raphling places a similar figure in the left hand. In the fourth measure, Raphling chooses to
switch to the violin part with a C-D trill in the right-hand, whereas Leyetchkiss’s right-hand part
stays with the clarinet’s arpeggio passage. In the next measure, Leyetchkiss’s right-hand eighth
notes are taken from the first violin part, while Raphling’s eighth notes in the same hand are taken
from the second.

Example 11. The entire five measures of rehearsal 23 in “The Augurs of Spring” in Leyetchkiss’s piano
transcription.28

27
28

Raphling, 9.
Leyetchkiss, 10.
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Because the number of instrumental voices that can be included in a two-hand
transcription is limited, it is important to arrange the selected materials in a way that closely
emulates the original orchestration. The transcriber should select the most important voices and
combine them in a logical manner, to achieve clarity of texture in the new medium. The shifting
ornamental notes, and the sudden change from the third bar to the fourth bar in the right-hand part
makes Raphling’s transcription of this passage easier to play on the keyboard, however it
sacrifices consistency of the texture. Leyetchkiss achieves greater clarity in his transcription of
this passage by maintaining the first violin and cello parts in the right hand, and the English horn
part in the left hand throughout these measures. Because Leyetchkiss clearly and consistently
presents these motives to the listener, his transcription promotes greater comprehension of this
passage in particular and of the structure of the entire work because the listener will be more
likely to recognize motives when they recur in later passages.
Surprisingly, in the corresponding section in Fried’s version (in bars 78-82), the original
ornamental notes are restored, though fitted into a rather awkward hand position in the right
hand. The staccato marks are missing in both the right hand and left hand, which further reduces
clarity of sound.

Example 12. The entire five measures of rehearsal 23 in “The Augurs of Spring” in Fried’s piano
transcription.29

29

Fried, 40.
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Leyetchkiss’s success at transcribing Le Sacre du printemps for solo piano can be largely
attributed to his deep understanding of the instrument. Leyetchkiss consistently chooses the most
important parts to highlight, and carefully considers the placement of voices between the hands.
Sometimes Leyetchkiss moves an instrumental part to another register so as to fit multiple voices
into the two hands comfortably, or to optimize and maximize the overall effect during
performance. Fried appears to be less knowledgeable than Leyetchkiss in writing for the piano, as
his transcription often results in peculiar hand positions, a condition that limits the optimal
presentation of important voices.
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Section Three: Ritual of Abduction
In the orchestral score of Le Sacre du printemps, each instrumental section is assigned a
unified part in the first five measures of the third section of Part I, “Ritual of Abduction”. The
woodwinds and piccolo trumpet play the melody. All brass instruments except the trumpets play a
sustained chord. The strings play intervals in tremolo, offering both rhythmic and harmonic
foundations.
Stravinsky’s transcription of “Ritual of Abduction” begins with all six voices from the
horns and violins arranged as a tremolo in the primo part. The timpani and bass drum parts are
given to the left hand of the secondo part. Entering in the third measure, the melody is arranged
into two halves alternating at an octave in the primo part. Despite the change of textural layout,
the effect is similar to that of the orchestral version.

Example 13. The first five measures of rehearsal 37 in “Ritual of Abduction” in Stravinsky’s four hands
piano transcription.30

30

Stravinsky, 17.
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The first five measures in Raphling’s piano transcription are almost identical to
Stravinsky’s four hands version. The notes change slightly starting in the third bar because the
voices have to be reduced to fit into two hands. Unfortunately, Raphling chooses to eliminate the
pedal point harmony. This allows the left hand to move down to play the timpani interjections on
F-sharp octaves in the base, but causes a break in the sonority of the alternating pattern.

Example 14. The first five measures of rehearsal 37 in “Ritual of Abduction” in Raphling’s piano
transcription.31

Fried’s transcription seems to be based on Stravinsky’s four hands version and features an
inventive approach that nicely preserves the texture and harmony of this section as much as
possible. In the first two bars, the left hand is busy participating in the tremolo with the right hand
and distracts itself with the occasional offbeat F-sharp in the lower register, halfway across the
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Raphling, 12.
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keyboard. The transcriber further increases the technical difficulty by making the melody in the
third bar into a prestissimo broken octave passage.

Example 15. The first five measures of rehearsal 37 in “Ritual of Abduction” in Fried’s piano
transcription.32

Raphling’s and Fried’s transcriptions both resemble Stravinsky’s four hands version, but
Leyetchkiss’s transcription follows a different path. Unlike the others, Leyetchkiss places the
opening chord from the lower horns at the very beginning of this section. In the following tremolo
passage, the left hand outlines the eighth-note rhythm from the violins. A different duplet rhythm
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Fried, 48.
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pattern derived from the percussion parts is assigned to the left hand, beginning in the second
measure. Leyetchkiss includes the piccolo trumpet melody as the top voice in the following three
measures as the only transcriber to stay true to the original orchestral score.

Example 16. The first five measures of rehearsal 37 in “Ritual of Abduction” in Leyetchkiss’s piano
transcription.33

The instruments in Stravinsky’s orchestra are more active at rehearsal 38. There is a
broken-chord tremolo played by the flutes and clarinets, semi-chromatic motives played by the
oboes, ascending triplets played by the bassoons, descending triplets played by the violas, the
détaché passage in the violins, and duplets voiced by timpani, cellos, and double basses. With
these abundant musical elements, the possibilities of transcription are varied.

33

Leyetchkiss, 14.
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The tremolo of the primo part in Stravinsky’s four hands version at rehearsal 38 consists
of enharmonic tones derived from the clarinet and flute parts; the left-hand part takes the lower
half of all voices, and the right-hand part takes the upper half. The secondo part only plays the
duplets from the bass instruments. The violins’ two-beat détaché passage beginning in the third
measure is not included.

Example 17. The first three measures of rehearsal 38 in “Ritual of Abduction” in Stravinsky’s four hands
piano transcription.34

Raphling’s transcription of this passage is an exact solo piano reduction of Stravinsky’s
four hands version. At rehearsal 38, he simply turns Stravinsky’s secondo part into the left-hand
part, and the primo part into the right-hand part. The last beat before rehearsal 39 is identical to
the four hands version.

34

Stravinsky, 17.
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Example 18. The first three measures of rehearsal 38 in “Ritual of Abduction” in Raphling’s piano
transcription.35

Fried’s solution at rehearsal 38 is similar to those of Stravinsky and Raphling, though a
few elements are changed. The right-hand tremolo played by the clarinets and flutes is inverted
when compared to Raphling’s and Stravinsky’s transcriptions, which makes it much harder to
play for the pianist. Interestingly, the duplet rhythm is an octave lower than the actual pitch in the
orchestral version perhaps because a single lowered note can substitute for the double notes from
the cello and double bass part at an octave higher. Still, only two motives are shown here. The
violins’ détaché passage is missing.

35

Raphling, 12-13.
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Example 19. The first three measures of rehearsal 38 in “Ritual of Abduction” in Fried’s piano
transcription.36

Unlike the others, Leyetchkiss values the clear entrance of each instrumental part in his
clever approach to transcribing this passage. The right-hand descending quintuplet passage
represents the woodwind tremolo and the notes of violas’ descending triplet figure. The triplet
rhythm appears in the left hand, representing the ascending triplets of the bassoons. The lower Bsharp replicates the timpani and bass strings in duplets. The rolled chords in the higher voice of
left hand mimic the tremolo. Not surprisingly, the violin détaché passage is included in the last
measure of this section. Leyetchkiss has successfully included all key elements into his version.
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Fried, 48.
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Example 20. The first three measures of rehearsal 38 in “Ritual of Abduction” in Leyetchkiss’s piano
transcription.37

In the eight-measure passage of rehearsal 46, more than half of the instruments participate
in the same five-note melodic motive, namely the piccolo, flute, clarinet, and trumpet. Low
sforzando interjections are voiced by the timpani, cellos, and double basses. This simple two-part
texture is potentially straightforward for the purposes of transcription.
There are several additional notes at rehearsal 46 in Stravinsky’s four hands version which
are not included in the original orchestral score. First, the secondo’s bass F is preceded by an
ascending grace note figure of three notes. Immediately following this event, the secondo part
presents the alternating note-pairs of F-G and F-G flat. The main piccolo and flute melody is
placed in the right hand of the primo part. The primo’s left hand echoes the melody in off-beat
sixteenths, which creates an alternating pattern of composite sixteenth notes between the hands.
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Leyetchkiss, 15..
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Example 21. The first four measures of rehearsal 46 in “Ritual of Abduction” in Stravinsky’s four hands
piano transcription.38

Like Stravinsky, Raphling adds novel pitch content in this passage. In this case, Raphling
enhances the single bass F by adding a G-flat below. Despite the liberty taken in the low voice,
Raphling is more attentive to the orchestral score than Stravinsky in transcribing the woodwind
melody. The left-hand and right-hand parts successfully highlight the melodic lines in contrary
motion in the original register.

38

Stravinsky, 21.
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Example 22. The first four measures of rehearsal 46 in “Ritual of Abduction” in Raphling’s piano
transcription.39

Fried’s version seems odd in comparison to the other transcriptions, because he chooses to
present melodic lines in octaves. Instead of assigning two contrasting voices to two hands, Fried
puts two voices into each hand, which results in a total of four voices, at an octave apart in
alternating pattern. This passage becomes progressively more difficult at such a fast tempo. In
addition, the bass note F is substituted with glissando cluster played with palm!

Example 23. The first four measures of rehearsal 46 in “Ritual of Abduction” in Fried’s piano
transcription.40
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Leyetchkiss makes the fewest possible changes to the original score. At rehearsal 46, there
are no additional pitches added to the low interjections, and Leyetchkiss notates these as octave
Fs. Both hands together bring out the three voices of the woodwind music in the original rhythm
and register, except the piccolo, which sounds an octave higher.

Example 5.24. The first four measures of rehearsal 46 in “Ritual of Abduction” in Leyetchkiss’s piano
transcription.41

It is worth noting that rehearsal 47 is an octave lower than rehearsal 46. In Stravinsky’s
version, the primo part at rehearsal 47 is an octave higher than in the orchestral score, but the
melody in the secondo part is written in the correct register. As always, Leyetchkiss preserves the
originality of the orchestral score as much as possible, including the registral change before and
after rehearsal 47. The passage before rehearsal 47 is an octave higher in Fried’s transcription
because he presents the piccolo part instead of other woodwinds. He moves the melody back into
the correct range at rehearsal 47. The most bewildering transcription is Raphling’s due to the
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Leyetchkiss, 18.
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quick octave leaps. The performer playing this passage in Raphling’s transcription would be busy
moving around, playing the melody in two registers.

Example 25. One bar before and three measures after rehearsal 47 in “Ritual of Abduction” in Stravinsky’s
four hands piano transcription.42

Example 26. One bar before and three measures after rehearsal 47 in “Ritual of Abduction” in Raphling’s
piano transcription.43
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Stravinsky, 21.
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Example 27. One bar before and three measures after rehearsal 47 in “Ritual of Abduction” in Fried’s
piano transcription.44

Example 28. One bar before and three measures after rehearsal 47 in “Ritual of Abduction” in
Leyetchkiss’s piano transcription.45
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Fried, 52-53.
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Leyetchkiss, 18.
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Section Seven: Dance of the Earth

In the full score, after a short introduction, “Dance of the Earth” begins in a prestissimo
tempo with the bass drum rolling out two beats of triplets beginning in beat 2 of rehearsal 72. In
the second measure, the majority of the instruments join in. In this measure, most of the strings
play glissandos on the third beat while the woodwinds and second violins have specific pitches
starting on different notes on the third beat. In the third measure, the motive changes. Most
woodwinds have an accented note on the second beat, while the bassoons play a note on every
beat. The violas and double basses play leaping eighth notes. The timpani and bass drum have a
3-against-4 polyrhythm in triplet eighth notes and sixteenth notes on every beat. The following
passage (rehearsal 72-74) is built on these elements.
In the same passage in Stravinsky’s transcription, the left-hand part of the secondo starts
with tremolo tone cluster in the lowest register of the piano to imitate the sound of the bass drum.
In the second measure, both right-hand parts of the primo and secondo play the glissandos. This is
a missed opportunity, because one performer could play the fixed-pitch passage easily, allowing
additional instrumental parts to be introduced in the other pianist’s right hand. In the third
measure, the primo part contains all notes from all woodwind instruments above the bassoons,
violins, and cellos. The secondo part contains the eighth-note figures from the bassoons, violas
and double basses. The timpani and bass drum polyrhythm is left out.
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Example 29. The fifth to the seventh measures in “Dance of the Earth” in Stravinsky’s four hands piano
transcription.46

Raphling’s transcription of this section is slightly different from Stravinsky’s. First, the
bass drum-like triplet tone clusters are written in different pitch combinations. The third beat of
the second bar in the right hand is the septuplet from the clarinets. In the third measure, the righthand part combines all notes from the accented quarter note into one chord. The left-hand part has
two voices. The low voice is derived from the contrabassoon and double bass material, and the
upper voice features repeated F-sharps from the timpani part. In measure three to five of rehearsal
72, Raphling’s choice to change the quarter-note chord to an upper octave and then back is
unnecessary. The orchestral score does not have such indication and the orchestral pitch levels are
consistent within one register.
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Stravinsky, 34.
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Example 30. The fifth to the seventh measures in “Dance of the Earth” in Raphling’s piano transcription.47

The choice of materials in Fried’s passage at rehearsal 72 is similar to Stravinsky’s and
Raphling’s transcription. The opening of the Prestissimo is introduced by a bass-drum-like
tremolo with a three-note tone cluster, followed by a cluster glissando played with the palm in the
second bar. This is a very daring and painful creation. The right hand in the third bar has the
accented chord and the left-hand eighth notes are taken directly taken from the double bass part,
without doubling the bassoon parts.

Example 31. The fifth to the seventh measures in “Dance of the Earth” in Fried’s piano transcription.48
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Instead of using tone cluster tremolos like the other transcribers, Leyetchkiss chooses C in
octaves to re-create the sound of the bass drum in triplets in the first measure of rehearsal 72. On
the third beat of the next bar, Leyetchkiss combines the woodwind parts and the string glissando
into a nine-note ascending pattern—a typical choice by Leyetchkiss which is representative of his
awareness of the original score. In the third bar, the left-hand part also has two voices, as in
Raphling’s version. Raphling’s transcription includes the bassoons and the timpani parts, whereas
Leyetchkiss includes the bassoons, violas, and double bass parts, which share the same notes.
Raphling’s combination may be creative but in an actual orchestral performance the piano bass
drum figure is too soft to be heard amid the other forte voices. Therefore, Leyetchkiss’s
combination is more thoughtful and practical.

Example 32. The fifth to the seventh measures in “Dance of the Earth” in Leyetchkiss’s piano
transcription.49

The musical materials from the beginning of the Prestissimo continue to be used until
rehearsal 77. The ascending whole-tone motive first introduced by the bassoons is later extended
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Leyetchkiss, 27.

48
by the clarinets and bass clarinets. A simple triplet motive based on a perfect fourth is repeated by
several antiphonal horns. The second violins and violas present a variant form of the horn parts.
The cello and double bass parts are a variant form of the whole-tone scale motive. The timpani
and bass drum have a 3-against-4 polyrhythm. Additionally, in the first bar of rehearsal 77, the
first violins have a trill and an ascending rhythmic passage.
The most intriguing aspect of this section is the overlap of the materials, and surprisingly
Stravinsky manages to include most instrumental parts in his piano four hands transcription. At
rehearsal 77, the top voice of the primo part is derived from the second violin and viola parts, and
occasionally includes notes from the C trumpet part. The left-hand part of the primo is based on
the ascending whole-tone motive combined from the clarinet, bassoon, cello, and double bass
parts. It is the closest to the cello part in its note structure and register. The secondo replicates the
fourth and eighth horns triplets at a perfect fifth. Overall, the rhythmic complexity is exciting.
Nevertheless, Stravinsky does not include the important first violin entrance in his transcription in
the first bar of rehearsal 77. The viola trills and the first violin entrance in the sixth bar are absent.
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Example 33. The first seven measures of rehearsal 77 in “Dance of the Earth” in Stravinsky’s four hands
piano transcription.50

Once again, Raphling’s transcription is similar to Stravinsky’s four hands version at
rehearsal 77. Raphling’s solo transcription closely resembles the primo part of Stravinsky’s four
hands version and does not include the horn triplets.

50

Stravinsky, 37-38.
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Example 34. The first seven measures of rehearsal 77 in “Dance of the Earth” in Raphling’s piano
transcription.51

Fried’s arrangement of the materials in rehearsal 77 is more creative than Raphling’s.
Fried expands on Raphling’s basic structure and adds the horn triplets. The right-hand part of
Fried’s transcription maintains both the first violin melody and the horn triplets at the same time.
As in Stravinsky’s four hands version, the rhythmic complexity is exciting, but the trills and
virtuosic passagework of the violin and viola parts are not introduced anywhere.
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Raphling, 27.
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Example 35. The first seven measures of rehearsal 77 in “Dance of the Earth” in Fried’s piano
transcription.52

Leyetchkiss’s handling of the materials at rehearsal 77 is admirably true to the original
score. In the first measure of rehearsal 77, Leyetchkiss combines the double bass line, and the
hidden whole-tone octaves of the woodwinds with the sixteenth-note rehearsals from the cello
line to make up the left-hand part. The first violin’s trill and ascending scale passage are clearly
introduced in the right-hand. In the following few measures, the right-hand part switches between
the violin part and the horn triplets, as in Fried’s version. Leyetchkiss’s version contains the most
voices possible in a two-hand transcription.
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Example 5.36. The first seven measures of rehearsal 77 in “Dance of the Earth” in Leyetchkiss’s piano
transcription.53
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Part II: The Sacrifice
Section Three: The Naming and Honoring of the Chosen One
“The Naming and Honoring of the Chosen One” begins with a chaotic atmosphere. There
are three central elements at rehearsal 104 in the orchestral score: the glissando-like motive in the
piccolo and flute parts, sforzando and fortissimo eighth notes from the timpani and double basses,
and the three-note figure on the last beat of every measure in the flute, horn, and cello parts. The
rest of the pulse is filled with staccatissimo eighth-note gestures from all instrumental parts.
This passage translates to a piano four hands setting nicely because each element occupies
a discrete register and Stravinsky’s four hands transcription seems flawless. The contrast between
the piccolo and flute part in the primo’s right hand with the timpani part in the secondo’s left hand
is significant due to the extreme registral contrasts. The only difference from the orchestral score
is that Stravinsky changes all notated Gs to F-double-sharps.
Example 37. The first three measures of “The Naming and Honoring of the Chosen One” in Stravinsky’s
four hands piano transcription.54
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Again, Raphling’s transcribing at rehearsal 104 is almost identical to Stravinsky’s four
hands version, with only minor changes to the pitch content of the left-hand part, which closely
resembles the secondo part of Stravinsky’s transcription. Although Raphling includes the low A
from the double basses on each downbeat, he chooses to omit the A on beat three from the
timpani part. This omission weakens the intensity of the dancing pulse. Like Stravinsky, Raphling
replaces G with F-double-sharps in the top voice.

Example 38. The first three measures of “The Naming and Honoring of the Chosen One” in Raphling’s
piano transcription.55

Fried’s version of this section fills in more notes in the horn section in addition to the three
key elements. Like Stravinsky and Raphling, Fried replaces G with F-double-sharps. The sound
of this section in Fried’s transcription is fuller, however it is much harder for the performer to
play with accuracy at such a fast tempo, due to the extreme registral shifts in both hands. Fried
may be an innovative transcriber, but not a friendly keyboard composer.
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Example 39. The first three measures of “The Naming and Honoring of the Chosen One” in Fried’s piano
transcription.56

Though Leyetchkiss’s version is not significantly easier than the other versions, it is
definitely more accessible. Leyetchkiss highlights the three primary elements in this passage, and
interestingly, he preserves the Gs in measures 1 and 2. Through some creative octave
transpositions, Leyetchkiss’s left-hand part avoids the large leaps found in Raphling’s and Fried’s
version. Perhaps this reduction reflects his preference for stability of pulse and a quick tempo in
this section.
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Example 40. The first three measures of the “The Naming and Honoring of the Chosen One” in
Leyetchkiss’s piano transcription.57

The sliding figure of the flutes and the off-beat eighth notes continue through rehearsal
106, where a new Flatterzunge (flutter tongue) figure is introduced in the woodwinds. The meter
also changes from 3/8 to 4/8.
In the corresponding place in Stravinsky’s four hands version, the flutter tongue begins
from the seventh measure, which is one measure later than in the orchestral score. The meter
changes from 3/8 to 2/4 instead of 4/8.
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Leyetchkiss, 38
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Example 41. The sixth and seventh measures of “The Naming and Honoring of the Chosen One” in
Stravinsky’s four hands piano transcription.58

Raphling’s transcription is like a twin version of Stravinsky’s four hands version reduced
to a two-hand texture. The right-hand part takes its material from the primo, and the left-hand part
plays one- or two-hand parts combined from the secondo’s material. The flutter tongue begins at
rehearsal 106, and the meter also changes to 2/4 instead of 4/8.
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Example 42. The sixth and seventh measures of “The Naming and Honoring of the Chosen One” in
Raphling’s piano transcription.59

Fried’s transcription is similar to Raphling’s, with the addition of the horn glissando in the
left hand. The flutter tongue passage begins at the seventh measure, and the meter in the seventh
measure is 2/4 instead of 4/8. Compared to other versions, the three-staff writing is an innovative
method to clarify the complicated texture, however it would be a challenge for a pianist to read.

Example 43. The sixth and seventh measures of “The Naming and Honoring of the Chosen One” in Fried’s
piano transcription.60

59

Raphling, 35.

60

Fried, 95.

59
As always, Leyetchkiss’s version is different from the other versions. Beginning in the
second beat of the measure before rehearsal 106, the ascending chromatic scale in the left hand
hints at the flutter tongue figure. The right-hand part of rehearsal 106 showcases the variety of the
orchestral textures: not only does it contain the flutter tongue passage, but also the three-note
motive. The meter change in Leyetchkiss’s version is identical to that of the original orchestral
version.

Example 44. The sixth and seventh measures of “The Naming and Honoring of the Chosen One” in
Leyetchkiss’s piano transcription.61

Many instrument parts are unified at rehearsal 115. After the off-beat eighth notes, the
orchestra splits into four layers in a frenzy of activity. The piccolo, flutes, and violins play trills in
the upper register, while the oboes, clarinets, and lower violins have fast-running scale passages
in contrary motion below. At the same time, the trumpets and trombones play a marcato figure
consisting of duplets and triplets, and the remaining bass instruments continue the eighth-note
ostinato from the previous measure. This complex, multilayered passage presents a challenge to

61

Leyetchkiss, 38

60
the transcriber, but it is important to preserve the atmosphere of the music no matter which layers
the transcriber chooses to highlight.
Although the rhythmic and harmonic structure of Stravinsky’s four hands version is rich,
the running passages are omitted from both the primo and secondo parts. It is also strange to see a
change of key signature in the composer’s own four hands version, when the orchestral score has
no such indication. Perhaps Stravinsky changed the key signature to avoid adding accidentals.

Example 45. The first two measures of rehearsal 115 in “The Naming and Honoring of the Chosen One” in
Stravinsky’s four hands piano transcription.62

Raphling changes the key signature at the same place as in Stravinsky’s four hands
version. Raphling preserves the original orchestral passage with greater integrity than Stravinsky
because he composes a five-notes running passage for the left hand one measure after rehearsal
115, one measure before rehearsal 116, and one measure after rehearsal 116.
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Example 46. The first two measures of rehearsal 115 in “The Naming and Honoring of the Chosen One” in
Raphling’s piano transcription.63

The texture of Fried’s transcription at rehearsal 115 is identical to the four hands version,
while the combination of pitches is similar to Raphling’s version. Fried also changes the key
signature. The added octaves in the left-hand part challenge the performer’s physical and
technical limits. This change is not necessary, because the overall effect is not noticeably
enhanced with the addition of octaves.
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Example 47. The first two measures of rehearsal 115 in “The Naming and Honoring of the Chosen One” in
Fried’s piano transcription.64

At rehearsal 115, Leyetchkiss once again chooses a different combination of voices than
the other transcribers. Instead of the minor 9th ostinato derived from the violas, Leyetchkiss picks
the four-note eighth-note ostinato from the cellos as the basis of his left-hand part. The pitch
variety brings greater vitality to this passage and is a better representation of the full pitch content
of the original. In the right-hand part, he presents the complete running scale passage from the
violin and oboe parts. Along with the running part, the marcato duplet-triplet melody from the
brass instruments appears in the left-hand part. Leyetchkiss is the only composer to successfully
present all instrumental elements of rehearsal 115 and 116 in his piano transcription.
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Example 48. The first two measures of rehearsal 115 in “The Naming and Honoring of the Chosen One” in
Leyetchkiss’s piano transcription.65
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Section Six: Sacrificial Dance (The Chosen One)
In the orchestral score, “Sacrificial Dance (The Chosen One)” begins with a series of
changing meters consisting of 2/16, 3/16, and 2/8 at rehearsal 142. Leyetchkiss’s transcription is
the only version to follow the same meter scheme. The other versions, namely the four hands
transcription by Stravinsky and two solo transcriptions by Raphling and Fried, make a unanimous
adjustment to the changing meters. The 2/16 and 3/16 of the second and third measure in the
original score merge into a second bar of 5/16 in these transcriptions. The merging beats may
allow for easier counting, but it confuses the subtle metric inflection of the original. 2/16 and 3/16
present clear strong beats, whereas the metrical division of 5/16 could be interpreted in many
ways other than the correct 2+3, such as 3+2, 1+4, 4+1, or 5+0. Any of these alternate beat
divisions harm the perception of the meter and phrase structure.

Example 49. The entire section of rehearsal 142 in “Sacrificial Dance” in Stravinsky’s four hands piano
transcription.66
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Example 50. The entire section of rehearsal 142 in “Sacrificial Dance” in Raphling’s piano transcription.67

Example 51. The entire section of rehearsal 142 in “Sacrificial Dance” in Fried’s piano transcription.68

Leyetchkiss not only chooses to follow Stravinsky’s original idea of 2/16 + 3/16 in his
transcription, but he also specifically notates emphases on the strong beats in these measures to
reflect the important bass voices played by the double basses and timpani in the first three
measures.
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Example 52. The entire section of rehearsal 142 in “Sacrificial Dance” in Leyetchkiss’s piano
transcription.69

In the original score, the 2/8 measure before rehearsal 143 also has been modified to 4/16
in Stravinsky’s, Raphling’s, and Fried’s transcriptions, again for a unified counting system and
easier execution. Although this modification is not technically incorrect, it erases Stravinsky’s
subtle metric foreshadowing. The 2/8 here is indeed an important message as it will later come
back as the main meter in the next section at rehearsal 149.
A logistical disadvantage of meter substitution is the loss of corresponding measure
numbers between these transcriptions and the original orchestral score. Between rehearsals 142
and 149, there are 33 measures in Leyetchkiss’s transcription and the original version, and only
29 in Stravinsky’s, Raphling, and Fried’s.
Rehearsal 146 continues the rhythmic structure from the previous section. The irregular
presence of the simultaneous double bass and timpani parts here results in diverse versions among
the transcriptions. Leyetchkiss is very particular about the accuracy of the transcription, therefore
his version is the only one without any extra notes or parts. In the measure before rehearsal 146,
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the timpani and double basses are silent, so these bass parts are not included in his piano
transcription. In the following two measures, the alternating bass notes played by the double
basses and timpani are featured in both the orchestral score and Leyetchkiss’s version.

Example 5.53. One measure before and four measures after rehearsal 146 in “Sacrificial Dance” in
Leyetchkiss’s piano transcription.70

Stravinsky’s, Raphling’s, and Fried’s transcriptions are quite different from Leyetchkiss’s
literal realization. The measure before rehearsal 146 contains an extra bass note that does not exist
in the original score in the four-hand version, and the two following measures are combined into
one measure in these versions. In addition, the downbeat bass notes in these two bars are
decorated with a novel series of embellishing notes, which continues in the following few
measures. Fried is evidently fond of the embellishments because they are written with each bass
note D, whereas in Raphling’s and the four hands version, the embellishments only occur
occasionally. The embellishments neither re-create the brisk sound of double basses and timpani,
nor bring any ease to piano playing, and therefore are unnecessary.
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Leyetchkiss, 48.

68
Example 54. One measure before and four measures after rehearsal 146 in “Sacrificial Dance” in
Stravinsky’s four hands piano transcription.71

Example 5.55. One measure before and four measures after rehearsal 146 in “Sacrificial Dance” in
Raphling’s piano transcription.72

Example 5.56. One measure before and four measures after rehearsal 146 in “Sacrificial Dance” in Fried’s
piano transcription.73
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In the orchestral score, rehearsal 149 begins a new section in eighth-note-based meters.
For eleven measures, there are only three wind instruments and strings playing consistent nonlegato notes, with legato lines of varied lengths. If arranged properly, all notes can be played at
the keyboard. These eleven measures are marked pianissimo sempre, preceded by a sff in the
previous measure. Stravinsky’s transcription successfully puts all notes into the secondo part, yet
without the phrase division from the orchestral score. Instead, Stravinsky puts one legato line
above every two non-legato chords. The non-legato left-hand chords become sempre staccato, and
the pianissimo sempre indication is replaced with subito piano. These new markings may be
similar to the original ones, but the resultant phrase structure is significantly different.

Example 57. The first six measures of rehearsal 149 in “Sacrificial Dance” in Stravinsky’s four hands
piano transcription.74

Raphling’s arrangement at rehearsal 149 is similar to Stravinsky’s, with the subito piano
marking, staccato left-hand chords, and the two-note slurs. Raphling makes one deviation from
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Stravinsky’s approach by removing the top note E from every other chord. It is not technically
helpful to the pianist, nor aurally more attractive as it ruins the consistency of this figures.
Raphling is the only transcriber among four that unnecessarily changes the pitch content of
rehearsal 149.

Example 58. The first six measures of rehearsal 149 in “Sacrificial Dance” in Raphling’s piano
transcription.75

The same section in Fried’s version is even simpler because all articulation signs are
removed. This can be highly confusing to the performers and may yield a completely different
timbral quality depending on how the pianist interprets this notation.
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Example 59. The first six measures of rehearsal 149 in “Sacrificial Dance” in Fried’s piano transcription. 76

Leyetchkiss’s transcription is once again the version with the fewest changes to the
original score. Most importantly, Leyetchkiss preserves the original lengths of the slurs. The
dynamic indication is ppp subito, which is the closest to the original score among the four
transcriptions.

Example 60. The first six measures of rehearsal 149 in “Sacrificial Dance” in Leyetchkiss’s piano
transcription.77
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This section of the “Sacrificial Dance” lasts from rehearsal 149 to rehearsal 161, where the
homogenous chordal texture becomes heterogenous without any transition. The present materials
at rehearsal 161 can be sorted into three types in the original score: they are the flutter tongue
passages of the flutes and clarinets, chords formed by the oboes and the brass instruments, and the
triplet tremolos played by the strings. While the piano four hands medium has the greatest
potential to arrange the varied materials of rehearsal 161 of the four transcriptions (because of the
additional ten fingers available), there are no signs of the flutter tongue part or the triplets in
Stravinsky’s transcription of this passage.
Example 61. The entire two measures of rehearsal 161 in “Sacrificial Dance” in Stravinsky’s four hands
piano transcription.78

Raphling’s transcription of rehearsal 161 is similar to Stravinsky’s because its chordal
texture consists of a top voice from the flutes, and a bassline from the tuba. The inner voices are
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filled with pitch content derived from the oboe and horn parts. The left hand and right hand are in
contrary motion.

Example 62. The entire two measures of rehearsal 161 in “Sacrificial Dance” in Raphling’s piano
transcription.79

Fried’s transcription of rehearsal 161 presents a chordal texture as well, except with a
slightly different left-hand part than Raphling’s. While the right-hand chord tones are confined
within the range of an octave, the left-hand chordal range extends to a ninth or tenth. A series of
chords in ninths and tenths is less common and more difficult than octaves due to the wide span
of the hand position required for performance. This passage is extremely difficult to play
accurately at the fast tempo of eighth note equals 126.
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Example 63. The entire two measures of rehearsal 161 in “Sacrificial Dance” in Fried’s piano
transcription.80

Leyetchkiss shows his ability to transcribe complex textures at rehearsal 161. Like the
other transcribers, Leyetchkiss avoids the flutter tongue since it primarily serves to magnify the
echo between instruments and because it is not easily adaptable to the keyboard. Leyetchkiss
provides an alternative arrangement (‘ossia’) with the bare chords like the other transcriptions,
however his primary arrangement at rehearsal 161 presents an additional element not included in
the other transcriptions: the triplets played by the string instruments. Accessibility in playing a
piano transcription sometimes means sacrificing the presence of the original materials, especially
in a fast tempo as in “Sacrificial Dance.” Leyetchkiss’s transcription differs from other versions
as the only one with more elements in rehearsal 161.
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Example 64. The entire two measures of rehearsal 161 in “Sacrificial Dance” in Stravinsky’s piano
transcription.81

The long section in eighth-note-based meters comes to an end at rehearsal 174, now
written in quarter-note-based meters. In contrast to the synchronous instruments in the previous
section, the following section of rehearsal 174 features scattered instrumental parts. At rehearsal
176 in the orchestral score, there are grace-notes figure in the piccolo, flute, and bassoon parts,
long melodic notes in horn parts, triplets in the percussion parts, and pizzicato double thirds in the
violin parts.
In contrast to his economical approach to earlier passages, Stravinsky transcribes a wide
variety of instrumental parts at rehearsal 176. In a mere two measures at rehearsal 176, the
primo’s right-hand part alone presents a combination of the clarinets’ and violins’ double thirds,
along with other woodwinds’ sliding notes and long notes, namely the piccolo, flutes, and oboes.
The left-hand part of the primo combines the horns and trumpets into quarter-note octaves. The
secondo’s right-hand part is the combination of triplets from the timpani and other pitches from
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the double bass part. The secondo’s left-hand part takes the leftover notes from timpani and tuba
parts. This is the most comprehensively transcribed section among all portions of Le Sacre du
printemps in Stravinsky’s four-hand version.

Example 65. The first two measures of rehearsal 176 in “Sacrificial Dance” in Stravinsky’s four hands
piano transcription.82

Solo transcriptions of Le Sacre du printemps tend to pose more physical challenges
without the help of two extra hands. There seems to be a unanimous solution to the arrangement
between the three solo piano transcriptions at rehearsal 176. The left-hand parts of these
transcriptions are all extracted from the tuba, timpani, cello, and double bass parts combined. The
right-hand parts are extracted from the remaining instrumental parts. The only differences are the
addition or subtraction of one or more voices.
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Among the three solo piano transcriptions, Raphling’s arrangement at rehearsal 176 is the
least difficult to play. The left-hand part omits all voice doublings and shortens the sliding fournote figure of the trombones and lower strings into a two-note figure. The left-hand ostinato
consists of the tuba, timpani, cello, and double-bass parts. The right hand in the first measure of
rehearsal 176 keeps the trumpet, piccolo, and flute parts, and the following measure contains the
double thirds from the clarinet and violin parts as well as the last two beats of the horn parts.
Clearly, Raphling compromised motivic clarity for easier performance execution.

Example 66. The first two measures of rehearsal 176 in “Sacrificial Dance” in Raphling’s piano
transcription.83

While Raphling’s work is a relatively technically approachable transcription,
Leyetchkiss’s, and especially Fried’s approaches are more demanding. Unlike the others, Fried
keeps the original form of the sliding-note figure from the lower strings in the left-hand ostinato,
as well as the extra voices from the upper timpani parts. Fried’s right-hand part in the first
measure of rehearsal 176 is similar to Raphling’s and Leyetchkiss’s, whereas the second measure
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is not alike. Even though Fried is considerate enough to include the violin and horn parts in the
right hand, the double thirds in the upper voice and the octave in the lower voice are far beyond
the reach of a human hand. Raphling drops the first three notes of the horns in this measure to
allow for smooth execution at the keyboard. Leyetchkiss finds a similar solution by reducing the
horn melody from octaves to single notes. Fried prioritizes the inclusion of as many parts as
possible over performance accessibility. He assembles the key parts together without recomposing to make this an inventive work written idiomatically for the piano.

Example 67. The first two measures of rehearsal 176 in “Sacrificial Dance” in Fried’s piano
transcription.84

To present as many instrumental parts as possible in a two-hand piano transcription while
allowing for a smooth execution of the work, representative instrumental parts often are
fragmented in all three solo transcriptions. In the first measure of rehearsal 176, the lower voice
of Leyetchkiss’s right-hand part is the trumpet melody, and the top voice is a combination of
piccolo-flute sliding notes and the violin’s G octave. The left-hand part is primarily derived from
a combination of the tuba, timpani, cello, and double bass parts. The sliding-note figure on the
first and third beats comes from the trombones and the lower strings. The second measure of
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rehearsal 176 is composed of a right-hand part from the clarinet’s double thirds and horn’s singlenote melody. The left hand is in a recurring steady pattern. Leyetchkiss does not value technical
accessibility more than the number of instrumental parts and vice versa, because both are critical
in the composition of piano transcriptions. Leyetchkiss achieves a balance between Raphling’s
over-simplification and Fried’s daunting compilation at rehearsal 176.

Example 68. The first two measures of rehearsal 176 in “Sacrificial Dance” in Leyetchkiss’s piano
transcription.85

The quarter-note-based meters come to an end at rehearsal 180, signifying the return of the
material from the opening section. The return is very brief, and only lasts for seven bars before
entering rehearsal 181, where the signature double thirds of the clarinets and the horn melody
from rehearsal 176 are present again until rehearsal 186.
As at rehearsal 176, Stravinsky fully utilizes the advantages of the piano four hands setting
to portray a rich palette of voices at rehearsal 180 and 181. In fact, the piano four hands
transcription includes all available motives at rehearsal 181, including the long-held octaves in D
from most of the woodwinds, violins, and violas, the descending chromatic chords formed by
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clarinets and horns, and the bassline ostinato inherited from the lower horns, contrabassoon, tuba,
timpani, and lower strings at rehearsal 176. The primo presents the main melodic voices from the
woodwind and string sections, while the secondo presents the lower bassline ostinato.

Example 69. The first four measures of rehearsal 181 in “Sacrificial Dance” in Stravinsky’s four hands
piano transcription.86

As always, Raphling selectively chooses the musical elements to avoid excessive technical
challenges in his solo piano transcription of this passage. The most obvious compromise that
Raphling makes at rehearsal 181 is the omission of the bass ostinato. Raphling chooses to present
the oboe’s long-note octaves on D (which coincide with the flute, bassoon, violin, and viola parts
as well), and the piccolo’s sliding ornaments in the right-hand part. The D octaves in alternating
registers represent the oboes and piccolo’s ranges as well. The left-hand part features the quarter-
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note, descending chromatic chords derived from the clarinets and top-voice horns. Fragments of
the bass ostinato are occasionally referenced in the first measure of rehearsal 181 and the third
measure of rehearsal 182. Because Raphling omits the contrabassoon, tuba, timpani, cello, and
double bass parts, the added resonance of the piano’s low register is absent, and the sound of the
high register will quickly decay. Moreover, the omission of the bass ostinato results in an
unvaried rhythmic pattern without rhythmic differentiation between the quarter-note and triplet
figures in the orchestral score. In the end, Raphling’s transcription of this passage tends to have a
weaker impact aurally due to its shallower sonority, its uniform rhythmic structure, and a missing
bass ostinato.

Example 70. The first four measures of rehearsal 181 in “Sacrificial Dance” in Raphling’s piano
transcription.87

In comparison to Raphling’s simplification, Fried is able to arrange all three main motives
of rehearsal 181 in his solo transcription. With the D octaves in the right-hand part and clarinets’
chromatic chords in between the octaves, the actual pitches of these motives remain intact. The
bass ostinato is in the left-hand part in the range of the timpani and double bass. Fried does not
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include the piccolo’s grace-notes figure in the right-hand to make the execution easier. Moreover,
as opposed to Raphling’s rehearsal 181, Fried puts the clarinets’ chromatic chords along with the
D octaves, which weakens the textural clarity in this part and presents a challenge in chordal
voicing to the pianist.

Example 71. The first four measures of rehearsal 181 in “Sacrificial Dance” in Fried’s piano
transcription.88

Instead of placing a consistent spotlight on selected motives at the expense of others in a
section, giving importance to some motives over secondary lines, Leyetchkiss values the presence
of each motive as much as possible, while not interfering with the technical output for the artist.
For instance, at rehearsal 181, the conspicuous parts are the flutes, oboes, and strings’ D octaves
along with the piccolo sliding-note ornamentation in the right hand. The bass ostinato is also
present in the left hand, although lasting only for two and a half bars. The clarinets’ and horns’
chromatic chords are present but are modified to be played only once every measure instead of
every beat. The spatial expansion of the chromatic chord statements increases the listener’s
perception of it, especially when it is played while the D octave is held silently. The left hand
ceases to play the bass ostinato pattern at two measures before rehearsal 182, because an
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instrumental part with a new melody requires attention: the trumpet melody. The new trumpet
melody in octaves aligns as a canon with the upper strings and several woodwind octave
melodies. Leyetchkiss stresses the importance of alternating between the recurring motives and
the new melodies, without an imbalanced technical toll on the performer. This is a remarkable
solution to Raphling’s over-simplification or Fried’s overly complex conglomeration.

Example 72. The first four measures of rehearsal 181 in “Sacrificial Dance” in Leyetchkiss’s piano
transcription.89
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CHAPTER V. CONCLUSION

Of the four composer-transcribers, Leyetchkiss stands out frequently as the composer who
includes as many voices or elements as possible in his solo piano transcription. His respect for the
original score is evident in the way he sets the voices as much as possible at their original pitch
levels. Additionally, Leyetchkiss tends to include a higher number of voices compared to
Stravinsky and Raphling. In comparison to Fried, Leyetchkiss’s transcription represents a more
practical and accessible result for the performer. The overall effect evokes a rich, orchestral
sonority. The transcription is indeed exceedingly difficult to play but manages to stay within the
abilities of accomplished pianists.
The other transcriptions have their merits as well. Stravinsky’s own transcription for two
players is the earliest arrangement and is playable. The next transcription chronologically is
Raphling’s, which is the one of the earliest solo piano transcriptions of Le Sacre du printemps.
Many sections in Raphling’s and Stravinskys’s versions are similar, and it is likely that Raphling
modelled his transcription Le Sacre du printemps on Stravinsky’s four hands transcription.
Raphling’s is the most technically accessible of the three solo transcriptions.
After Leyetchkiss’s transcription was published in 1985, the next complete solo piano
transcription of Le Sacre du printemps was written by Fried as part of his doctoral dissertation in
2011. Influenced by new music in the twenty-first century, the way Fried combines the
instrumental voices in his arrangement differs significantly from the earlier composers and
represents an interest in sonority. Innovative notation is employed, such as a three-staff layout in
some of the sections rather than the standard two-staff format.

85
Although the Leyetchkiss transcription is one of the most technically demanding of the
four transcriptions, it is also rewarding in the challenges and opportunities it presents for pianistic
and musical growth. On a purely technical basis, it offers ample practice in tremolos, trills, and
voicing. The sophisticated texture of some passages requires careful planning in prioritizing
voices and maximizing the orchestral sound on the piano within tempo limits. The work also
requires physical stamina and control, an invigorating project for the performer.
While preparing Leyetchkiss’s transcription of Le Sacre du printemps for performance
may seem to be a daunting challenge, it is worthwhile from a technical standpoint, and moreover,
it offers a different lens through which to explore, examine, and appreciate this pivotal
contribution of Stravinsky. In this instance, the limits of the piano may allow the performer to
highlight aspects of the work masked by the density of orchestral score, shedding new light on
one of music history’s most exciting, innovative, and important works.
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