FOREWORD

One of the summits of improvisa-
tional art of the second half of the 18th
centenary is the cadenza or the so-
called cadential fermata. According to
the tradition of that time, after a short
dramatic tutti episode with a final ca-
dential six-four chord and a sign (fer-
mata), the soloist performed a cadenza,
i.e. improvisation without accompani-
ment of the orchestra right up to the
written out final dominant seventh
chord with a trill.

This tradition developed through-
out the 18th century. At that time, both
the composer and the performer could
compose a cadenza. In the seven clavier
concertos by J. S. Bach (BWV 1052-
1058), despite individual solo episodes,
classical cadenza is not yet seen. Only
in the works of Haydn and Mozart does
the classical type of cadenza almost
simultaneously arise. However, in the
six authentic concertos for clavier and
orchestra by Haydn some features of
harpsichord writing style still remain.
Mozart, on the other hand, demonstrat-
ed a completely different approach to
creating cadenzas (which will be dis-
cussed below).

Classical cadenza finally reached
its apogee in Beethoven’s five piano
concertos and in his cadenza to the
Mozart’s concerto KV 466 d-moll.
If cadenza was obligatory in concertos
of the Viennese classics, in the era of
romanticism it is not present in all the
piano concertos. It is absent in the pi-
ano concertos by Chopin, Liszt,
Brahms, and it is present in the con-
certos by Schumann, Grieg, Tchaikov-
sky.

INPEANCIOBUNE

OnHoii M3 BepiivmH MMIPOBU3AINOH-
HOTO MCKYCCTBA BTOPOT mostoBuibl 18 cro-
JeTUsT SIBJISIOTCST KaJ[@HIINsI MM TaK Ha3bl-
BaeMast «KajeHimonnast gepmara». Co-
IJIACHO TPAJUIMKU TOTO BpeMeHU Tocie
KpPaTKOTo JipaMaTuieckoro snusopa tutti ¢
BAKTIOUUTEbHBIM — KaJaHCOBBIM  KBapT-
CEeKCTAaKKOP/IOM 1 3HaKoM ((epmara) co-
JIUCT UCIIOJTHAT KaJeHInIo, T. €. MMIIPOBH-
3anuio  0e3  COMPOBOMKIEHUS OpKecTpa
BILIOTH JI0 3aKJIIOUUTEIHHOTO BBIITNCAHHO-
IO IOMIUHAHTCEIITAKKOP/A C TPEJIbIO.

Jra TpajguInsg pa3BUBaIach Ha IPO-
Tskernn Beero 18 crosierusi. B te Bpemena
KaJIeHI[MI0 MOT' COYMHUTH KaK KOMIIO3M-
TOp, TAK U caM UCIOJTHUTeNb. B cemu Kia-
BupHbIXx Kouteprax M. C. Baxa (BWV
1052-1058) w©HecmoTpss Ha OTeIbHbBIE
COJIbHBIE JMU30/bI, KIaccHuecKas KajleH-
us emné He mnpocMmarpuBaercs. Jlumb B
tBopuectBe l'aiimna m Mormapra npaxktuue-
CKU OJTHOBPEMEHHO BO3HUKaeT Kiaccuye-
ckmit tun KageHnun. OpHAKO B I1€CTH
ayTeHTUUYHBIX KoHIeprax [aiigna s
KJIaBUpPa C OPKECTPOM eIlé COXPaHSIOTCS
HEKOTOPBIe YepThl KJIaBECHUHHOI MaHepbl
nuchbma. Motapr ke TpogeMoHCTPUPOBAT
COBEPINeHHO WHON TOAXO[ K CO3JaHUIO
KaJleHInii (0 4éM peub MONIET HIKeE).

OrkoHYaTeIbHO RJIacCUYecKas KajieH-
IUsT IOCTUTIA CBOETO arorest B msATH Gop-
TenMaHHbIX KOHIlepTax BerxoBeHa u B ero
KaJleHI[n K pe MHUHOPHOMY KOHIEPTY
Momapra KV 466. 1 ecnu B KoHIeprax
BEHCKIX KJIACCUKOB KaJeHIsa ObLia 00s-
3aTeJIbHOI, TO B 9IIOXY POMaHTHU3Ma Jaje-
KO He BO Bcex (poprenmaHHBIX KOHIEPTax
oHa mpucyrcrByer. é Her B poprennan-
ueix KoHmeprax Illonena, JIncra, Bpamca,
a B roureprax lllymana, I'pura, Yaiikos-
CKOTO OHA MPHUCYTCTBYET.



But back to Mozart. As we know,
Mozart was an excellent improviser,
so he did not always put down cadenzas
in writing. Those cadenzas that Mozart
wrote down were intended primarily for
his sister Nannerl and later for his own
students. In total there are cadenzas to
17 concertos out of 27, including the
triple concerto KV 242 F-dur and the
double concerto KV 365 Es-dur, as well
as a small cadenza to the Rondo
KV 382 D-dur.

It is necessary to distinguish the
concepts of Kadenz and Eingang -
a kind of “roll up” (in Druskin’s ex-
pression), mini-cadenza after the fer-
mata sign. As a rule, such a linking
cadenza preceded a main cadenza and
consisted of several virtuoso passages.
It was met mainly in the finals of con-
certos, sometimes in the slow second
movements.

In 1862 the first edition of the
chronological and thematic catalog of
all works by W. A. Mozart was pub-
lished in Leipzig under the editorship
of Ludwig von Kochel, including
36 cadenzas to 14 piano concertos that
received the ordinal number KV 624.
Later seven more versions of the cata-
log appeared, with the main innova-
tions in the third and the sixth edi-
tions.

The third version of the catalog ap-
peared in 1936 under the editorship of
Alfred Einstein, who corrected the
chronological order, removed some
non-authentic pieces and added new
compositions unknown to Kohel, in-
cluding incomplete and lost ones. New
pieces were inserted between the old
ones by means of ascribing small Latin
letters. In 1946 a revised version of the
third edition appeared.

The fourth (1958) and the fifth

Onnako Bepuémcs K Momapry. Rak
n3BectHo, Mormapr ObLT TTPEBOCXOIHBIM
NMITPOBI3ATOPOM, TIOITOMY JIAJIEKO He BCe-
rma oH (PUKCHMPOBAT KAJEHIMU B THCH-
MeHHOM Buzie. Te KajieHIMU, KOTOpPHIe
Momapr 3ammcaln, npegHazHavYaINCh, B
MepBYI0 ouepeib, As cectpbl Hanuepap u
nosgHee JIsi  COOCTBEHHBIX YUYEHUKOB.
B o01ieii cioKHOCTH UMeIOTCs KaleHT[nn
K 17 woumepram u3 27, BKJItOUass TPOMHOIM
rkourepr KV 242 ¢da maskop m aBOIiHOIN
kourepr KV 365 wmum-6emosnn wmaskop,
a Takyke HeOOJBIYIO KajeHInio K Rondo
KV 382 pe mazkop.

Crenyer pasnuuarh nousatust Kadenz n
Eingang — cBoero pojia <«Iomabes»
(mo BwIpaskenuio [lpyckuna),
KajieHIus rocjae 3HaKa ¢epmarel. Hak
MPABUJIO, TaKas KaJeHIUs-CBA3KA Ipejl-
I1eCTBOBAJIA OCHOBHON KaJIeHIINN U COCTO-
sI71a M3 HEeCKOJTbKUX BUPTYO3HBIX Iacca-
sreit. Berpeuasach oHa B OCHOBHOM B (-
HaJIaX KOHIEPTOB, MHOT/[A BO BTOPBIX Me[l-
JIeHHBIX YaCTAX.

B 1862 r. B Jlefimure mox pepaximeii
Jlronsura pon Héxens ObLmo omybamKoBa-
HO TIepBOe M3J[aHne XPOHOJOIMYeCKOTO 1
TeMaTUYeCKOr0 KaTajaora BCeX COUMHEHMI
B. A. Monapra, B 1. 4. u 36 kajgentuii K 14
doprennanHbIM KOHIlEPTaM, KOTOPbIe MO0-
ayuaunan mopspakoBbiii Homep KV 624. B
NaTbHeNIeM MosSBUINCH eIlé ceMb BepCHil
KaTtajaora ¢ OCHOBHBIMU HOBOBBEEHUSIMUI
B TpeTheil 1 MecTOl pelakIinsiax.

Tperbsi Bepcusi Karajora MmosiBUJIach B
1936 r. mop penariumeit Anbppena IiiH-
IITeTHA, KOTOPbId BHEC uCIpaBleHUs B
XPOHOJIOTHYECKUIT TTOPSATIOK, yOpal HeKo-
TOpble HeayTeHTUYHBIE HOMepa, a TaKiKe
nobaBuUI HOBBIE, Hen3BecTHbie Kéxeso co-
YUHEHWs, B T. 4. HETIOJHBIe U yTepsTHHbBIE.
HoBbie HOMepa ObLIM BCTaBIEHBI ME;KIY
CTapBIMK ITYTEM TIPUMUCHIBAHUS MaJIbIX
narnHcknx OykB. B 1946 r. mosiBunach
ncIipaBJeHHas BePCUS TPeThell pelakijinim.

MWHN-



(1961) editions did not discover any-
thing new. The sixth edition (Wiesba-
den, 1964, by Franz Gigling, Gerd
Sievers and Alexander Weinmann)
was a real breakthrough, in which the
number of cadenzas and mini-cadenzas
(Eingang) increased to 64, including
cadenzas for the triple and double con-
certos (they were absent in the first
edition). The ordinal number KV 624
changed to KV 626a. In this edition
the tradition of ascribing small letters
for insertion of new works was contin-
ued.

The seventh and the eighth editions
remained unchanged.

Below we give the final version of
all the Mozart’s cadenzas and “roll
ups”, except for the triple and double
concertos.

In the first four concertos there are
no author’s cadenzas.

9. KV 175 D-dur — cadenza to the
1st and 2nd movements;

6. KV 238 B-dur — cadenzas to the
1st, 2nd and 3rd movements — ap-
peared in the sixth Kohel edition (K6);

8. KV 246 C-dur — three variants of
cadenzas for the 1st and 2nd move-
ments, “Eingang” in the 3rd movement
(measure 193) — all appeared in K6;

9. KV 271 Es-dur — two variants of
cadenzas to the 1st and 2nd move-
ments, the second variants are included
in the first edition of 36 cadenzas; three
variants of “Eingang” in the 3rd
movement (measures 149 and 303),
the second versions are also included in
the first edition of 1862;

11. KV 413 F-dur — cadenzas to the
1st and 2nd movements — appeared in
K6;

12. KV 414 A-dur — two variants of
cadenzas to the 1st and 2nd move-
ments; “Eingang” in the 2nd movement

Yersépras (1958 r.) m maras (1961 r.)
pelakiiuyu He OTKPbLIN HUYEero HOBOTO.
Hacrosiimum mpopbiBOM OKazaiach Iecras
penariust (Bucbamen — 1964 r., aBrops
Opann, Fmrnuar, Tepn Cuepe m Anex-
canp Baiitnmanu), B KOTOPOil KOJIMYeCTBO
Kaflennnii 1 MuHn-ragentnii (KEingang)
YBEJIUUMIOCH 10 64, BRIOYAsT KaJeHIINN K
TPOMHOMY U JIBOWTHOMY KOHI[epTam (B mep-
BOIl pefakiiuu oHu orcyrcrBopann). [lo-
pankoBbiii HOMep KV 624 momensiics Ha
KV 626a. B sroit pepaxkinum Oblia mpo-
MOJI;KeHA TPaJUIUs MPUNUCHIBAHUSA K HO-
MepaM MaJbiX OYKB JIJIsi BCTABKM HOBBIX
IIPOU3BeJIeH M.

CenbMast ¥ BoCbhbMasl pefakiiii ocTa-
nuch 6e3 N3MeHeH M.

Hwuske Mbl puBOMM OKOHYATEIHHBII
BapMaHT BCeX MOTAPTOBCKUX KajleHI[Ui 1
«IMOJIHE3]I0B», KPOMe TPOUHOTO U JIBOMHOTO
KOHIIEPTOB.

B nepBbIX 4eThIpéx KoHIlepTax aBTOp-
CKUe KaJIeHI[U OTCYTCTBYIOT.

9. KV 175 pe maskop — kagentium K 1 n
2 yacTaM;

6. KV 238 cu-6emonb maskop - KajieH-
mn Kk 1, 2 m 3 yactaM — MOABUINCEH B IITe-
crom m3panun Kéxens (K6);

8. KV 246 no maskop — 1o Tpu BapuaH-
ta kajertuii k 1 m 2 vacram, «Eingang» B
3uvactu (tart 193) — nossBunmcn B K6;

9. KV 271 Mmu-6emoib MasKop — 110 iBa
Bapuanrta Kajennuit K 1 u 2 vacrsam, BTO-
pbie BapuMaHThI BXOJAT B TEPBYIO peflaK-
1o 13 36 KajeHIuil; 1Mo TPU BapuaHTa
«Eingang» B 3 wactu (rarrer 149 u 303),
BTOPbIe BAPUAHTHI TAKIKE BXOJIAT B TIEPBYIO
pepakrmuio 1862 r.;

11. KV 413 ¢pa maskop — KajieHInM K
1 n 2 yacram — mosgBmianch B KO;

12. KV 414 na maskop — 110 JiBa Bapu-
anta kageHnuii K 1 u 2 vacrsam; « Eingang»
BO 2 uwactu (TaKkT 73); ;mBa BapmaHTa Ka-
nennuit m «Eingang» B 3 uwactm (Takt
197). Bee kameHIUM 1 «ITOIBE3BI» BXOJAT



(measure 73); two variants of cadenza
and “Eingang” in the 3rd movement
(measure 197). All cadenzas and “roll
ups” are included in the first edition;

13. KV 415 C-dur — cadenza to the
1st and 2nd movements; “Eingang” in
the 2nd movement (measure 50) -
not included in the first edition; two
“Eingiange” in the 2nd movement
(measures 122 and 231) — the first one
is included in the first edition;

14. KV 449 Es-dur — cadenza to the
1st movement;

15. KV 450 B-dur — cadenzas to the
1st and 3rd movements; “Eingang” in
the 3rd movement (measure 112);

16. KV 451 D-dur — cadenzas to the
1st and 3rd movements;

17. KV 453 G-dur — two variants of
cadenzas to the 1st and 2nd move-
ments. In the sixth edition the second
variants are placed in the appendix,
since their authenticity is in doubt;

18. KV 456 B-dur — two variants of
cadenza to the 1st movement, a copy of
the third variant was discovered in the
M. I. Glinka Museum in Moscow; ca-
denza to the 3rd movement, a copy of
the second version of the cadenza —
in the same place, as well as “Eingang”
in the 3rd movement (measure 144); all
the copies are published in KO6;

19. KV 459 F-dur — cadenzas to the
1st and 3rd movements; “Eingang” in
the 3rd movement (measure 256) —
not included in the first edition;

Cadenzas to the concertos 20-22
KV 4606, 467, 482 are absent;

23. KV 488 A-dur — cadenza to the
1st movement;

Cadenzas to the concertos 24-26
KV 491, 503, 537 are absent;

27. KV 595 B-dur — cadenzas to the
1st and the 3rd movements; “Eingang”
in the 3rd movement (measure 130).

B TIEPBYIO PEIaKIIIO;

13. KV 415 no maskop — KajieHIIUN K
1 n 2 vacrsim; «EKingang» Bo 2 wactn (Tarr
00) — He BXOIUT B TIEPBYIO0 PeaKI[nio; Ba
«Eingange» Bo 2 vactu (tarter 122 n 231)
— TepBbIl M3 HUX BXOJUT B TEPBYIO pe-
MaKIIIO;

14. KV 449 mum-6emonnh Maskop — Ka-
nenius K 1 wacrm;

15. KV 450 cu-6emonb Mazkop — Ka-
menru K 1 m 3 wacram; «Kingang» B 3 va-
cru (Tarr 112);

16. KV 451 pe maskop — KajieHIIMN K
1 n 3 gacram;

17. KV 453 conb mazkop — 110 JiBa Ba-
puanra kajgernuii K 1 n 2 vacram. B mre-
CTON pearkiy BTOpPbIe BapMaHThI HAXO-
ATCS B MPUJIOZKEHUN, TTOCKOJIbKY BbI3bI-
BaeT COMHEHUsI NX ayTeHTHYHOCTb;

18. KV 456 cu-6emosib maskop — jiBa
BapuaHTa KajieHnuu K 1 wactu, Korus tpe-
Thero BapmaHTa Obljia OOHapys;KeHa B MY-
3ee M. . I'nunku B MockBe; KajieHIIuA K
3 4acTu, KOIus BTOPOTO BapuaHTa KajleH-
UM — TaMm jKe, Takyke Kak n «Kingang» B
3 wactu (takt 144); Bce Konuu omyoImKo-
Baunl B KO;

19. KV 459 ¢a maskop — KajieHInm K
1 n 3 wacrsim; «Kingang» B 3 wactu (TaKr
256) — He BXOUT B IePBYIO PEIAKITNIO;

Rapgenmmuun  ®  woumepram — 20—22
KV 466, 467, 482 orcyreTByior;

23. KV 488 nst maskop — RajieHIms K
1 wacru;

Rapgennum kK KoHmepram
KV 491, 503, 537 orcyrcTByior;

27. KV 595 cu-6emonp mMaykop — Ka-
menru K 1 m 3 wacram; «Kingang» B 3 ua-
cru (Tart 130).

Rar yske Oblmo ckraszamo Bwie, Mo-
1apT co37ajl COBepIIeHHO WHOW THIl Ka-
nennuu. B ero smoxy He cyIecTBOBajio
eINHOTO CTaHfapTa B WX KOMIIO3UIHH.
OnHM TEoOpeTuKM CUMTATIN, YTO KA EeHI[US
HeIpeMeHHO JI0J3KHA ObITh OCHOBaHA Ha

24-26



As was already mentioned above,
Mozart has created a completely differ-
ent type of cadenza. There was no sin-
gle standard in their composition in his
era. Some theorists believed that ca-
denza must necessarily be based on the
themes of the concerto. Others believed
that such cadenzas testify to the lack of
creative imagination of the performer.
In this regard Mozart created his own
“compromise” cadenza, in which im-
provisator’s and composer’s writing
styles were combined. In most of the
cadenzas — especially in the first
movements — a ternary form with a
pronounced introduction, middle sec-
tion and conclusion is observed. Intro-
ductory sections are built more on im-
provisation, sometimes new thematic
material appears in them. In the middle
sections the thematic beginning pre-
vails, but the first and second subjects
do not always sound in them. The final
sections are more abundant in typical
figures of melodic motion, they are
more virtuosic and there is a clear drive
for the final trill in them.

Cadenzas to the second movements
are thematic in nature; they represent
free thinking on the subject of the main
material. Cadenzas to the third move-
ments most often remind one more epi-
sode of a rondo form, improvisational
features in them are weakly expressed.

An introduction of a new thematic
seed into cadenza did not always re-
quire its further development from Mo-
zart. Such a satiation of cadenza with
thematic material has resulted in an
increase of its size (from 12 to 36
measures in the first movements) and
technical complication. The cadenzas
for Mozart’s concertos of the Salzburg
period are quite different from the ca-
denzas to the later concertos.

TemMarnaMe Komiepra. [lpyrue momaranm,
4TO TaKMe KaJeHI[NW CBUIETETLCTBYIOT O
HeJloCTaTKe TBOPUYECKO# (haHTa3nm MCIoJ-
uutess. B aroit ceaszu Momapr cosnant ¢cBo-
ero pojia <«KOMITPOMUCCHYI0» KaJeHIHIo,
B KOTOPOIl COYeTATNCH MMITPOBU3AIMOH-
Hasg W KOMITO3UTOPCKAs MaHepbl MuchMa.
B Ooabmmncrse KajgeHmuii, ocodeHHO B
MePBBIX YaCTAX, IPOCIEKIBACTCA TPEX-
qacTHass (QopMa ¢ SAPKO BHIPAKEHHBIM
BCTYIJICHUEM, CPeIHIM pasjgejoM U 3a-
KiriouenmemM. BerynurenbHbie  pasmesibl
OoJIbIlle TIOCTPOEHBI HA WMIIPOBU3AINNA,
MHOTA B HUX MOSIBJISAETCS HOBLIN TeMaTH-
yecKnil Martepuasn. B cpemnux pasmenax
mpeobajgaer TeMaTnyecKoe Havaio, OfiHa-
KO JlaJIeKo He Beerja B HUX 3BYYasIn TJaB-
Hast 1 moOOYHAS TeMbl. SAKIIOUNTeILHEIe
paszesnbl B OOJBINEN CTEIeHn M300MIYIOT
obmumu opMaMu JBUKEHUs, OHU OoJiee
BUPTYO3HBI ¥ B HUX ITPOCMATPUBAETCS SIB-
HOe TATOTeHNe K 3aKJAI0UNTeTHHON TPeJI.

Rajenmum Ko BTOpLIM 4acTsAM — TeMa-
THYeCKIe 10 CKJIALY, OHU TPeICcTaBIsgIoOT
co00¥l ¢BOOOIHOE Pa3MbINIJICHNe Ha TeMy
OCHOBHOTO Matepmasia. Ramenimmm K Tpe-
THUM YaCTSM dYallle BCero HaImOMUHAIOT
eré ofmH »Iu301 B hopMe POHJ0, MMITPO-
BU3AIMOHHBIC YePThl B HUX BBIPASKEHbBI
ci1abo.

Brecernne HOBOTO TeMaTmuecKkoro 3ep-
Ha B KaJeHINI0 He Bcerjga TpeboBaio y
Morapra ero panbHeiirnein paspadboTK.
Takoe wmacbileHure KajeHIIUN TeMaTuue-
CKIM MaTepurajoM IPUBEIO K YBeJINUeHU IO
eé macmmrabos (mepsbie yactu — ot 12 no
36 TAKTOB) M YCJIOKHEHWIO B TEXHUYECKOM
ornomennn. Rajgentun ¥ konrepram Mo-
1apra 3aJbI0yPreKoro mepmoja TOBOJTLHO
CIJIBHO OTJIMYAIOTCS OT KaJeHI[nil K MMO3/1-
HIIM KOHTIepPTaM.

JlecsaTh  MOIApTOBCKMX — KOHIEPTOB
ocranuch 0e3 wkamennuii. M ecnn mepsbie
JeThipe KOHTePTa WMCIOJHSIIOTCS OTHOCH-
TeJILHO PEKO, TO OTCYTCTBUE KaeHINil B



Ten of the Mozart’s concertos were
left without cadenzas. And if the first
four concertos are performed relatively
seldom, the absence of cadenzas in the
concertos 20-22 and 24-26 is still a
cause for creative work.

One of the first to contribute to the
“archive” of Mozart cadenzas was Au-
gustus Eberhard Miiller (1767-1817)
— a Mozart’s contemporary, a “keeper”
of tradition of performing his music,
which was reflected in his theoretical
works. He composed cadenzas for the
concertos KV 456, 459, 466, 482, 488,
491, 503, 537. A complete stylistic
compliance is found in them, as if they
were composed by Mozart himself.

Another attempt to write cadenzas
was made by a direct disciple of Mozart
(1786-1788), Johann Nepomuk Hum-
mel (1778-1837), whose work largely
connects the classical and romantic
eras. Hummel made a simplified tran-
scription of the five Mozart’s concertos
KV 456, 466, 482, 503, 537 for piano
solo, adding to them his own cadenzas,
in which the synthesis of classical and
romantic styles is felt. In addition,
there is a separate cadenza to the con-
certo KV 491 c-moll.

The French composer Charles-
Valentin Alkan (1813-1888) followed
the path of Hummel. He created a solo
version of the concerto KV 466 d-moll
with two cadenzas of his own to the
first and the third movements, which
go beyond the classical style sharply.

The most integral concept of caden-
zas was created by German composer,
conductor and pianist Carl Reinecke
(1824-1910), who in his youth gained
fame as a “graceful performer of Mo-
zart’s works”. For 35 years (1860-
1895), Reinecke was at the head of the
Gewandhaus Orchestra in Leipzig,

roumeprax 20—22 n 24—26 mo cux mop sB-
JISIeTCST TTOBOJIOM JIJIsI TBOPYECTBA.

OpauM 13 MepBBIX BHEC CBOI BRJIAJ B
«apXuB» MOTAPTOBCKUX KajleHI[nii ABrycr
doepxapy Miwomiep (1767-1817) — co-
Bpemennnk Morapra, «xpaHurenb» Tpa-
AUIUNA  UCTOJHEHUs ero MY3bIKU, YTO
HAIIJIO OTPajykeHNe B €ro TeopPeTHnyecKuX
Tpynax. VM Obin counHeHbl KaeHInm K
rkounepram KV 456, 459, 466, 482, 488,
491, 503, 537. B mux oOHapy:KmBaercs
MOJTHOE  CTHJIMCTUYECKOE COOTBETCTBIE,
Kak Oy[ATO OHU OBbLIM COYMHEHBI CAMUM
Momaprom.

Eiié oy nomnbsiTKy B COUMHUTEIHCTBE
KaJleHIIi TpeiITPUHAI HeImoCPeCTBeHHO
yuennk Momapra (1786-1788) Worann
Hemomyxr I'ymmens (1778—1837), tBopue-
CTBO KOTOPOTO BO MHOTOM COEJMHSIeT
KJIACCUYECKYI0O I POMAaHTUYECKYIO JMOXM.
Fymmens cpenan ynpomnénHoe mepesose-
HIle TSATH  MOI@PTOBCKUX — KOHIEPTOB
KV 456, 466, 482, 503, 537 nns doprernu-
aHo €oJio, 00aBUB K HUM COOCTBEHHBI®
KaJIeHI[¥, B KOTOPHIX OIYIAeTCs CIHTe3
KJIACCUYECKOTO 1 POMAHTHYECKOTO CTUIeT.
Kpowme Toro, nmeercst oTesibHas KageHIis
K koutepry KV 491 no munop.

[To myrn 'ymmens momén ¢panirys-
cruit kommozurop Ilapns Bamentnn Anb-
kan (1813—1888), cospaBimiuii conbHYIO
Bepcuio pe MUHOPHOTO KoHIepTa KV 466 ¢
IBYMsT COOCTBEHHBIMI KAJ@HIIUAMI K TTep-
BOUl U TpeTbell 4acTsAM, Pe3KO BBIXOJAIIN-
MU 38 pAMKH KJIacCHYeCKOTO CTUJIS.

Haubonee 1enbHy0 KOHIENIUIO Ka-
NeHIUI co3/lall HeMeIlKUl KOMIIO3UTOp,
nupmkép wm  nmanmer KRapn  Paiinere
(1824—-1910), koTOpHIii e111é B IOHOTIIECKIE
rofibl TIPUOOPEN CJIaBy «IParo3HOTO WC-
nosHuTeNst  npousBenernii - Motaprar.
Ha mnporsskenunun 35 mer (1860—1895)
Paiinexe Bosriasisii oprectp eBanpxay-
3a B Jlefiniure, oHOBpeMEeHHO Tperoja-
Basl (oprenunano u Kommosununio B KoH-



simultaneously teaching piano and
composition at the Conservatory.
Not being a great figure as a composer
(although he composed about 300
opuses), Reineke became known large-
ly thanks to opus 87, which consists of
44 cadenzas to concertos by Mozart,
Beethoven, J. S. Bach (d-moll) and
Weber (Es-dur). Of the 35 cadenzas to
Mozart’s concertos, we publish 33.

Unlike Mozart’s cadenzas, which
are mostly improvisations-reminiscen-
ces, Reineke’s cadenzas are more of de-
velopmental character. The size of ca-
denzas increases from early concertos
to later ones, in which a cadenza is
more like a second development.
The imprint of the epoch could not but
have affected the cadenzas by Reine-
cke; therefore, a certain eclecticism of
style is felt in them. Nevertheless,
the cadenzas by Reinecke cannot be
underestimated, especially for those
concertos in which there are no origi-
nal cadenzas.

Later on, the pianists of the 20th
century repeatedly turned to creating
their own Mozart cadenzas. The work
of the Austrian pianist Paul Badura-
Skoda (b. 1927) — the author of the
monograph “The Interpretation of Mo-
zart” (together with his wife Eva,
1957) — stands apart. Badura-Skoda
composed cadenzas to 13 concertos,
which are as close as possible to the
style of the Viennese classic: KV 175,
238, 415, 449, 453, 456, 466, 467, 482,
491, 503, 537, 595.

Mention should be made of two rep-
resentatives of the Netherlands school
— Marius Flothuis (1914-2001) and
Bart Berman (b. 1938). Flothuis
(mostly composer and musicologist)
headed the Central Institute of Mozart
Studies in Salzburg in 1983-1990.

cepsatopuu. He sBIsisich KOMIIO3UTOpOM
MepBOIl BeJAWYNHBI (XOTA COUMHUI OKOJIO
300 omycos), Paiimeke Bo MHOTOM cras
nu3BecteH Onaromapst omnycy 87, KOTOpHIi
COCTOUT M3 44 KajleHIUIl K KOHIepTaM
Momapra, berxosena, 1. C. baxa (pe mnu-
Hop) u Bebepa (Mmu-6emosib Maykop).
N3 35 rapmennmii kK koumepram Morapra
MBI TTYOTTUKYeM 33.

B oraumume or MomaproBCKUX KajieH-
I, KOTOpBIe B OOJIBINEN CTEIeHN SIBJIs-
I0TCSI UMITPOBUBATUAMI-PEeMIUHUCTI@HTTU S -
mu, KajgeHiun PaiiHeke HocsAT Oojiee pas-
paborounbiii xapakrep. Macimrad kajen-
Il BO3pacTaer OT PaHHUX KOHIEPTOB K
0oJiee TO3/IHIM, B KOTOPBIX KaJleHIs sIB-
JsieTcsi Kak OBl BTOPOI pas3pabOTKOI.
Ha rkapennusax Paiinexke me mMor He cka-
3aThCsI OTTIEYATOK DIIOXU, MOITOMY B HUX
OIYIIAeTCs HEeKOTOpas 3JKIEKTHYHOCTH
cruid. Tem He Menee, rageunun Paiinexe
HeJIb3s1 He00IeHNBaTh, 0COOEHHO K TeM
KOHI[epTaM, B KOTOPHIX HET OPUTHHATbHBIX
KaJleHI[1Il.

B panbpmeiimem nmanuersr 20 Beka
HEOJTHOKPATHO 00pamiainch K CO3JaHUIO
COOCTBEHHBIX MOIAPTOBCKUX KaJeHIHI.
OcoOHSTKOM CTOMT TBOPYECTBO aBCTPMIi-
ckoro mmanwucra Ilaynsa Bagypa-Crona
(p. 1927) — aBropa monorpadgun «urep-
nperarnuss Momapra» (COBMECTHO €O CBOeN
cynpyroii Esoii, 1957 r.). Bagypa-Crona
cOUMHWI KafeHnun Kk 13 Kowiepram, Ko-
TOpble MAKCUMAJILHO TPUOJMIKEeHBI K CTU-
JI10 BeHcKoro Kiaccuka: KV 175, 238, 415,
449, 453, 456, 466, 467, 482, 491, 503,
237, 595.

Cresryer yIOMSIHYTH JIBYX TIpe/CTaBH-
Teseil HUlepaaHcKoll KOs — Mapmyca
Onorxéiica (1914—-2001) u Bapra Bepma-
Ha (p. 1938). @uorxéiic (B GoabIei cre-
MeHN KOMIIO3UTOpP 1 My3biKkoBej) B 1983—
1990 rr. Bosrmamasa l[lenrtpanbHbIil WH-
ctuTyr MormaproBcKuxX wuccjieoBaHuil B
Sanpioypre. Panee on Hammcasn KajieHIum



Previously he wrote cadenzas to all the
concertos by Mozart, for which the au-
thor’s cadenzas did not survive. He also
published a guide to all of the Mozart’s
piano concertos.

Bart Berman composed cadenzas to
all the concertos by Haydn, Mozart and
Beethoven, but not all of them are of
equal value and are in the public do-
main.

Among the individual concertos
“the palm of supremacy” belongs to the
Twentieth concerto KV 466 d-moll.
In addition to the above-mentioned ca-
denzas by Beethoven, Hummel and Al-
kan, mention should be made of Klara
Schumann (the 1st and the 3rd move-
ments), Vasily Safonov (his cadenza to
the 1st movement was performed by
Moscow pianist Yekaterina Mechetina
in 2018), as well as Andras Schiff, who
used quotations from the Beethoven’s
Seventeenth sonata, op. 31/2 written in
the same key. In general, Schiff’s ca-
denzas are stylistically the most au-
thentic (some of them — for later con-
certos — were published by Henle pub-
lishing house).

The 24th concerto KV 491 c¢-moll,
cadenzas to which at various times
were composed by J. Brahms, C. Saint-
Saens, F. Busoni and N. Golubovskaya,
is also very popular.

Of the current pianists M. Pletnev,
A. Korobeynikov, D. Trifonov and oth-
ers have repeatedly performed their
own cadenzas to Mozart’s concertos.

In conclusion, except for whatever
it is, we wish modern pianists to com-
pose and improvise their own stylisti-
cally compliant cadenzas to concertos
by Mozart.

A. Boldyrev
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Ko BceM KoHiepram Mormapra, ijsi KOTo-
pPBIX He COXPAaHWUJINCH aBTOPCKIe KaJleH-
mun. Takske oH OMYOJIMKOBAN ITyTEBOJIM-
TeJb 110 BceM (DOPTeNMaHHbIM KOHIlepTaM
Momapra.

bBapr Bepman coumHmsI KajeHIMN KO
BceM KoHIepram laiimna, Momapra n ber-
XOBeHa, OHAKO JlaJeKo He Bce M3 HUX
PaBHOIEHHbI ¥ MUMEIOTCS B OTKPBITOM J10-
cryrie.

Cpefin oTIeIbHBIX KOHIIEPTOB «IajibMa
MePBEHCTBA» TPUHAJICIKUT JIBAJIIIATOMY
pe munopuomy Kouiepry KV 466. Kpome
BBIIIIEYOMSHYTHIX KajleH1nii berxosena,
Fymmensi m Anbrana ciemyer YyIoMsHYTh
apropctBo Rmapwr Ilyman (k 1 n 3 wa-
crsim), Bacmimma Cadonosa (ero wameH-
o & 1 gacrm B 2018 1. nenoanmiaa Mmoc-
KoBCcKast nuanncrka Erarepuna Meuern-
Ha), a Takske Anapaia [Hudda, koropsiit
MCIIOJBL30BAT B COOCTBEHHBIX KaleHI[IAX
IUTAThl 13 OHOTOHATbHOI CeMHAaJIaTomn
conatbl berxosena cou. 31/2 . Boobie,
ragerruu [Hudda asasiores crummeru-
yecKkn Hamnbosiee IOCTOBEPHBIMEU (HEKOTO-
pble U3 HUX K MO3JHUM KOHI[ePTaM OIyo-
JWKOBaHBI B m3fiarenbcerse Henle).

Bousb1oii OmynsipHOCTHIO TIOJb3YeTCs
rakske 24-it kourmepr mo muuop KV 491,
KaJleHI[n1 K KOTOPOMY B PazHoe BpeMsi Co-
aunamn 1. Bpame, K. Cen-Canc, @. By-
sorn, H. N'omyGoBckast.

W3 wbiHe [meiicTBYIONINX MHAHUCTOB
coOcTBeHHBIE RafieHINN K KoHIiepram Mo-

napra HEOJTHOKPATHO MCTIOJTHSIIIN
M. Ilnernés, A. Ropobeitnuros, /1. Tpu-
donoOB 1 NIP.

B sakniouenun ocraéres moykenatb co-
BpeMEeHHbIM IINaHUCTaM COUYUHATD,
MPOBU3NPOBATH COOCTBEHHBIE, CTUJIMCTH-
YeCKN COOTBETCTBYIOIME KaJeHINNn K
koumepram Morapra.

nM-

A. Boadvipes



W. A. Mozart

36 Cadenzas

B. A. Monapr

36 KameHIUN
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To the Second Movement of Ko BTOpOI yacTu
Concerto Neb5 D-dur kouIiepra Neb D-dur
(KV 175) (KV 175)
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To the First Movement of K mepBoii vacTu
Concerto Ne9 Es-dur kouiepra Ne9 Es-dur
(KV 271) (KV 271)

Cadenza per il primo Allegro
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To the Second Movement of
Concerto Ne9 Es-dur

Ko BTOpOIT yacTu

kouiepra Ne9 Es-dur

(KV 271) (KV 271)
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To the Third Movement of

Concerto Ne9 Es-dur
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