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IGOR STRAVINSKY (1882–1971)
THE RITE OF SPRING (LE SACRE DU PRINTEMPS)

PIANO TRANSCRIPTION BY SAM RAPHLING

Part One [14:45]
1. Introduction (3:27)
2. The Augurs of Spring (2:52)
3. Ritual of Abduction (1:19)
4. Spring Rounds (3:23)
5. Ritual of the Rival Tribes (1:36)
6. Procession of the Sage (:32)
7. The Sage (:27)
8. Dance of the Earth (1:10)

Part Two [15:30]
9. Introduction (3:54)
10. Mystic Circles of the Young Girls (2:31)
11. Glorification of the Chosen One (1:17)
12. Evocation of the Ancestors (:57)
13. Ritual Action of the Ancestors (3:01)
14. Sacrificial Dance: The Chosen One (3:50)
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The Rite of Spring

D
ickran Atamian is a “pianist of more than ordinary techni-
cal and interpretive gifts,” wrote Peter G. Davis in The New York
Times, “as well as a performer of a highly excitable temperament.”

Of Armenian descent, he was born in Chicago and made his concert
debut at the age of 12 in Phoenix. But it was at the University of Texas at
Austin that his artistic roots were nurtured, in four years of study under
John Perry. The young pianist continued his studies under Jorge Bolet.

In 1975 Mr. Atamian won first prize in the 50th Anniversary Naumburg
Piano Competition and was launched on a career that to date has taken
him throughout the United States and to Mexico and the Soviet Union.
He has given four recitals in New York alone — two in Alice Tully Hall,
one in the Distinguished Artists Series at the 92nd Street Y and one in
Carnegie Hall at which he played the premiere of Sam Raphling’s
arrangement of The Rite of Spring. In 1977 he played the only major solo
recital at the Library of Congress during the Gala Presidential Inaugural
Week Concerts, and later that year he made a triumphant debut in
Chicago’s Orchestra Hall. In 1978 his performance of the Prokofiev Third
Concerto with Lorin Maazel and The Cleveland Orchestra was broadcast
on 62 affiliate stations in major cities in the United States, Canada and
Europe; that same year he also received a grant from the Martha Baird
Rockefeller Foundation for Music. His Russian tour, in December 1979,
took him — in recital and concert — to Moscow and Leningrad and to
Yerevan in Armenia. In addition to his career as a virtuoso, Mr. Atamian
is Artistic Director of the Four Seasons Music Festival at Austin, and he
has had a series aired on PBS television, which includes a performance of
The Rite of Spring. Mr. Atamian is featured on another Delos recording
(DE 3155), performing the Khachaturian Piano Concerto and the
Prokofiev Piano Concerto No. 3, with Gerard Schwarz conducting the
Seattle Symphony.



The transcription presented in this album was made in
the early 1970s by the American composer and pianist

Sam Raphling. The Rite of Spring-Complete Ballet for
Piano Solo (published by Lyra Music Company) had its
world premiere in Carnegie Hall on November 19, 1979,
performed by Dickran Atamian.

Sam Raphling (born 1910, Fort Worth, Texas) studied
piano with Rudolph Ganz at the Chicago Musical College.
As a pianist he played with the Chicago Symphony Or-
chestra under Arturo Toscanini, Frederick Stock and Sergei
Rachmaninoff. Essentially self-taught as a composer, Mr.
Raphling has written several operas; four symphonies; five
piano concertos; concertos for harp, trumpet, timpani,
marimba, and violin; a Rhapsody for Ondes Martenot and
Orchestra; eight piano sonatas and many other piano
works; sonatas for almost every instrument with piano, nu-
merous songs, Fantasy for Piano, Woodwinds and Bass,
and a one-act opera, La Diva.

The following is excerpted from a tape-recorded conversa-
tion between Phillip Ramey and Sam Raphling.

Why transcribe Stravinsky’s Rite of Spring for solo piano? 

To add something to the solo piano repertory that hadn’t
previously existed. In our century, aside from Debussy and

Ravel, there is very little programmatic music for piano,
and I think the piano needs programmatic literature.

In 1921 Stravinsky himself arranged portions of another of his bal-
lets, Petrouchka, for piano, for Arthur Rubinstein, under the title
Three Scenes from “Petrouchka.”His aim, he said, “was to pro-
vide piano virtuosi with a piece having sufficient scope to enable
them to add to their modern repertory and display their technique.”

That was my goal with The Rite of Spring: a virtuoso piece. I
was also aware that a solo piano version could be useful
for conductors and music students — conductors because
being able to play it through at the piano at whatever level
of proficiency would be a great learning aid; students be-
cause playing at it would be a good way to get the feeling
of the music, to become aware of its construction and
melodic lines. I think the four-hand piano version of The
Rite of Spring that was made by Stravinsky is thick and un-
wieldy. It seems too much like orchestral music played on
the piano — which is exactly what it is. (Stravinsky’s other
piano music, except for the Petrouchka suite, is not virtu-
oso music, and pianists seldom play it.

The rhythmic aspect of The Rite of Spring is so spectacular and,
in its day, was so revolutionary that it has tended to obscure the
fact that this music is really intensely melodic.

That’s quite true. I think the melodic part is clearer to the

NOTES ON THE PROGRAM



listener in this piano transcription than in either the origi-
nal orchestral version or the four-hand version, because the
music is stripped to its fundamental elements, and there is
always a discernible line.

Do you, then, think of your transcription as being leaner than
the orchestral score?

Not when it’s played all-out by a gutsy yet poetic pianist
like Dickran Atamian. In that kind of performance it
sounds as if it’s all there, and yet the lines seem clear. The
real advantage is that a virtuoso pianist can interpret the
music with considerable flexibility and rubato, which is
difficult for an orchestra to do because it seldom has
enough rehearsal time.

Considering how complex Stravinsky’s orchestration often is in
The Rite of Spring and the fact that a pianist has only two
hands, you must sometimes have found it necessary to make judi-
cious excisions.

I kept as much as I could of the orchestral score, but yes,
there were a few places where I had to leave out things. For
instance, at the opening there is a lot of counterpoint that
was just not possible to fully transcribe. What I did there
was to suggest a line, then leave it for another line in such
a fashion that the ear has the impression the first line is still
going on. Creating that kind of illusion is a device that can
work on the piano but, of course, would not work in the
orchestra. But writing for piano is a form of orchestration,

and transcribing orchestral music for piano is even more
so, for you have to think in terms of colors, registers, creat-
ing accents through register changes, and so on. Anyone
who did such an arrangement would almost of necessity
have to be a pianist himself, to know all the little details
that make the piano “sound.”

Piano transcriptions, especially the sort of paraphrases and
elaborations that Liszt and Busoni did, have been out-of-
vogue for some time now. But my transcription of The Rite of
Spring is quite literal — every measure of the ballet is there,
almost exactly as originally written, with, as far as possible,
the some chord-spacing. You know, in the old days, when an
oil painting was finished, it often happened that someone
would make a black-and-white engraving which would facil-
itate the general public’s understanding of the contents of the
original work of art. Although I certainly don’t consider my
transcription a black-and-white version of the music, I think
there is an analogy — because musicians always like to get
behind the notes of a score to see what makes it tick.

To expose the bones, so to speak.

Exactly. After all, Stravinsky’s Rite of Spring is one of the
most innovative musical works of this century, so there is
real value in being able to do this. However, more than
anything else, I wanted to create here a virtuoso piano
piece for concert performance.

Phillip Ramey


