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The Manner of Variation:

1.

(1) Heterophony

(2) Parallel Treatment
(3) Division

(%) Canto fermo treatme
(5) Melodic superimpos:
(6) Melismatic treatment
(7} Troping

(8) Free figuration

(9) Expansive development
(10) Symphonic development
(11) PFugal development
(12) Involution

(13) Harmonic modification
(1%) Modal modification
(1%) Rhythmic modification

(16) Metric modification

These different methods of variation may be explained as

follows:

(1)

(2)

(3)

(L)

Heterophony: the doubling of a melody almost but not
quite identically.

Parallel treatment: the doubling of a melody in consecu~
tive or almost consecutive harmonic intervals, such as
8ve, 4%th, 5th, 3rd, 6th, i.e. "“organum" in its early sense.
However, this effect belongs more to scoring than to
harmony.

Division: the doubling of a melody by an elaborated
version of itself - the original and figuration heard
simultaneously with satisfactory harmonic consequences.
Canto fermo treatment: the elaboration of moving parts

above, beneath, and around a melody.

1. As given in Grove's Dictionary - Volume VIII, Page 671.

2., See however later in discussion on Brahms's methods.
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(9) Expansive . _
line after the fashion of the barogue sonata and suite
movements. This does not result in variation form by it-
self, but may be combined with other elements.

(10) Symphonic development: the fragmentation and recombination
of complex thematic material after the fashion of a clas-
sical sonata movement. This does not result in variation
by itself.

(11) Fugal development: the elaboration of a fuéal texture or
fugue; this may be combined with other elements.

(12) Involution: the inversion or r~troversion or combined in-
version and retroversion of a melodic theme.

(13) Harmonic modifict¢ ion: the support of a melody, or the
completion of a bass line with harmonies in greater or
less degree other than those originally present.

(14) Modal modification: the transposing of a complete varia-
tion from major to minor or vice versa.

(15) Rhythmic modification: the recasting of a melody by
changing the relative duration and accentuation of the
notes comprising it. This also includes the processes of
proportionate augmentation and diminution of all the note-
values.

(16) Metric modification: the adapting of a complete melodic
section from one time scheme to another as, for example,

from quadruple time to triple time.






dance-suite. This subsequently developed into the typical

German variation-suite where more dances were interrelated.
Variation—téchnique was also found in organ music of the time,
especially in the works of "the Colorists™, In the case of
vocal music transferred to the keyboard, these composers de-
veloped two new methods of variation, i.e. melodic variation
(with thelthematic mateTrial in the superius) and harmonic

variation (with the thematic material in the bass).

The cycle of theme and variations probably began with the
Spanish lute and keyboard composers in the first half of the
16th century, " and soon became a favourite form of the English
Virginalists, in whose works the technique of figural varia-
tions reached a climax.Lh The type of virginal music most

often encountered in collections consists of variations that

have folk songs or dance tunes as their basis.

1. For the method of the variation-chain sequence used by
Josquin, and other composers, see Gustave Reese: "Music in
Lthe Renaissance", Page 251ff. London : J.M. Dent and Sons
Lta.

2. See Manfred Bukofzer: "Music in the Barogue Era", Page k.
New York ~ W.W. Norton & Company.

3. Here the works of Cabezdn (1510-1566) were outstanding, e.g.
his diferencias on the "Song of the Cavalier".

4. Whether the popularity of the variation form at that time
is in some way connected with Cabezdn's diferencias and his
visit to England, is not clear, but the possibility exists.

5. For example "Goe from my window" and "0 Mistress Mine" are
some of the folk melodies drawn upon.



During the 17th century the variation
50 many of the instrumental forms of the pe
refers to it as the "age of variation". T
tinguishes 3 techniques of variation as bei
this period:
I. Cantus firmus variations, where the mel
ally unchanged, but is surrounded by di
II. Figural variations, which employ differ
for each variation, the harmony remaini
ever.

ITI.Passacaglia aad Chaconne type.

The variation technique was however nic
variation sets, but could alsc be applied w
e.g., in the polyphonic forms of ricercar an
these feorms two different methods are encou
(a) the theme is subjected to the customar
tions, i.e. inversion, reversion, and
tion, without interference with the me
(b) melodic variation of the theme, a meth
frequently to development technique. Frescobaldl and

Sweelrinck were the two chief exponents of these types.

In the High Baroque, variation technique achieved a climax
in the works of J.35. Bach and G.I'. Handel. Bach's "Goldberg®
Variations sum up the entire history of barogque variation.
Written on a chaconne bass in saraband rhythm, they are ar-
ranged strictly in the order of two free variations and one in
canonm. The technique of variation of ricercar reached a last

climax in the "Art of the Fugue.™

The technique of variation, as established in the previous

era, was carried on in the 18th century. The principle of

1. Donald Jay Grout: "A History of Western Music'", Page 302,
London : J.M. Dent & Sons, Ltd.

2. Incidentally, this is one of the main techniques employed
in 12 tone composition.



7.
figural variation is encountered, e.g. Mozart's keyboard sets
are virtuoso pieces, but may also reach great emotional heights
as in the finale of his C minor piano concerto (K. 491). With
Haydn, the varlation form is more significant than with Mozart.
He also uses cantus firmus variations, e.g. in the slow move-
ment of the "Keiser" Quarter (Op. 76 No. 3). Haydn's influence
on Beethoven, may be observed in his use of double variations,
or his inclusion of the traditional Barogue technigues, e.g. the
cantus firmus treatment in the "Eroica" variations or the cha-
conne from his 32 variations in C minor for the keyboard.
Beethoven had a great interest in the possibilities of variation
technigue and attempted to create a "new method",2' involving a
complete transformation of the theme which was a mere germ-cell.
This technigque set the example for Brahms's treatment of the
form. Beethoven applied this "new method" of his not only in
variation sets as such, but also in independant movements of

sonatas and symphonies, which were wr tten in this form.

Apart from the variation sets as such, Haydn, MozaTt, and
Beethoven alsoc applied this treatment outside the form itself,
i.e. in the development 3 sections of their sonatas and sym-
phonies. One of the characteristics of Beethoven's late style
is the deliberate working-out of themes and motives to the ut-
most of their potentiaglities. This is partly a continuation of
his earlier technique of motivic development, which he now
carries to its extreme limits; 1t also reflects a new concep-

tion of the possibilities of thematic variation.

In the 19th century, the Romantic composers used more or

less the established standard techniques of the Classic period.

1. E.g. the double variations in the slow movement from the 9th
symphony.

2. Eeethoven himself attached particular importance to this "new
method", and it is mentioned by him in one of his letters:
Beethoven's Letters, Page %1, in a letter dated Vienna,
October 18th, 1802, to fhe Misic Firm of Breitkopf and
Hartel, Lelpzlg. J. M Dent and Sons Ltd. London.

3. The principle of variation differs from development in that
it involves an entire theme, and not just fragments or
motives,



A few examples of figural variations, as well as virtuoso
variations are found, while Shumann's "Etudes Symphonigue
present an excellent instance of the application of Beeth

"mew method®™ in a Romantic work of art.
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CHAPTER _I1I

BRAOMS - HIS APPROACH TO_ THE VARTATION PRINCIPLE.

The importance of the variation form for Brahms, not only
in piano music, but in other media as well, is one evidence of

his inclination towards classical principles of construction.

For the purpose of studying composition, no form is so
useful as that of variations on a given theme. By means of it
a composer discovers how a theme may be ornamented and expanded
without losing its identity, and without being hampered by con-
siderations of balance and design upon a large scale such as is
found in sonata form. In each variation a new type of develop-
ment is given; variations have continuity of subject, but each
presents a different aspect of it. They offer unlimited oppor-
tunities for unfolding and expanding the hidden possibilities of

a theme,

It may rightly be said that Brahms's different sets of
variations on a given theme are the experimental ground for the
development in his symphonies. His procedures are in the main
a continuation of Beethoven's "new method" technique, his char-
acteristic sets for the piano being the most significant since
those by Beethoven. In these sgsets different variation tech-
niques are encountered, which he later employs again in his

symphonic output.

An instance where rahms, following the example of Bach's
"Goidberg" Variations, displays all the resources of contrapun-
tal art is found in his Variations on a theme by Schumann
(Op. 9) : No. 8 introduces a canon in the octave, No. 1% one
in seconds, and No. 15 one in sixths, In No. 1C the melody
(originally the bass of the theme) is even employed as a
canon in contrary motion. At the same time the middle voices
repeat the'subject in 4 ninution.l° The Variations on a Theme

by Handel are especially notable for their striking contrapuntal

1. For an example, see P, 89 in "Brahms" by J.A., Fuller-Maitland.
Methuen and Co. Ltd., 36 Essex Street, {ondon.



skill, inversion and augmentation of the theme, o1
of the two, as well as for its logical consistency

ment.

With regards to other aspects, the sets are r
their continuity and for the way in which one vari
glide into the next one,l' e.g. Nos. 1 and 2 from
on an Original theme; WNos. 4 and 5 in the Schumar

and Nos. 23 and 24 in the Handel Variations.

A love of rhythmic experiment of every kind i
feature of Brahms's art, and it was largely his power of com-
bining all kinds of rhythms which made him so great a writer
of variations. In the Variations on a Hungarian theme, the
emotion is heightened by the use of rhythmical diminution in the
figuration - first triplets, then semiquavers, followed by dgmi-
2. .

semiquavers ~ in the variations from the 10th to the 13th.

This technique of acceleration by diminution is alsoc found in

Beethoven's 32 Variations in C minor.

Real character variations are also found with Brahms, e.g.
the free fantasla-like elaborations of the theme, as seen in
No. 15 of the Schumann VariatiOns.q' Simultaneously it also con-
tains an augmentation of the theme. In the set on a theme by
Handel, the theme is only used as the basic ldea, but otherwise
the variations are completely free. Note especially No. 20
for its elaborate use of chromaticisms. Free treatment is

also encountered in the Haydn Variations.

1. A procedure also encountered in Beethoven's 32 Variations
in C minor.

2. Although this in principle resembles the long established
technique of continuous rhythmical building-up characteristic
of the Virginalists' figural variations, Brahms's treatment
of the same is totally different, since each variation fol-
lows quite different basic ideas.

3. Incidentally, the same technique is found in the central D
major section of the Romance in F major, from Op. 118. See
'Brahms Klavierwerke! Band IT, Page 97 - Edition Peters.

4. This variation also bears a resemblance to Schumann's style.
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A typical example of a cantus firmus variation, i.e. where
the theme remains essentially unchanged, save for the addition
of a new counterpoint, is found in the first variation from the

set on a theme by Schumann.

Brahms's special liking for the "siciliano®™ type, is seen
in variation 19 from the Handel-set, and in variation 8 from the

set on a theme by Haydn.

Specizgl attention should be paid to Brahms's method of
closing his variation-sets with a fugue, as in the Handel varia-
tions.l' The finale to the Haydn Variations is built entirely
upon a "“ground bass", 5 bars in length, derived from the first
phrase of the original theme. For the most part, this is hearc
in the bass, treated in a contrapuntal manner. This movement
is important, not only as a masterly modern use of an ancient
form, but because it may be taken as the predecessor of an even
greater movement of the same kind, i.e. the finale to the fourth
symphony. As a counter-example to this, the completely inde-

pendent finale to the "Variations on an Original Theme®" may be

mentioned, which is a real ™Wachgesang" {after song).

The unusual periodic schemes of certain subjects attracted
Brahms as a point lending itself to variation. The subject
from his "Variations on an QOriginal Theme" consists of 9 instead
of 8 bars. Another instance is the peculiar rhythm of the
Hungarian theme of the second set belonging to Op. 21. Braghms
wrote it in bars of 3/4 followed by bars of W4, in order to
make 1its acccntuation clear. Lestly, the first phrase of 10
bars from the Haydn Variations is divided into two 5-bar periods,
this 5-bar measure being preserved throughout 21l the variations.
Such irregularly phrased themes appeared also later in his sym-

phonies.2

A favourite device applied by Brahms was to evolve certain

l. This became an established rule with Max Reger.

2. E.g. the 2 5-bar phrases in the main theme from I/iii.






used in the different movements (B minor, B major, D. ma;
this quintet is akin to the old form of the Variation-Sui
which one movement represents the theme, and the others i

variations.

All these various applications of the form of theme
variations, are in a way really only preliminary studies
his later svmphonies, where the different variation techr

emploved are brous t to a climax.

1. Doubtless Brahms was acquainted with this form, so often used
in the 17th and 18th centuries, as Haydn's Feldpartita, con-
taining the "Chorale S5t. Antonii" from which Brahms took his
theme for the Havdn Var itions, is just such a Variation-
Suite. The method of the Clarinet Quintet which brings out
the actual theme only in the Yth movement, had already been
emploved in the Variation-Suite. There 1t was always a
rule never to begin with the theme, but to let it appear
only in the 2nd, 3rd, or 4th movement, so as to give more
variety to the work.


































































35,
CHAPTER  IV.

THE TRANSFORMATION OF THEMES.

Transformation of themes implies a process of development
which guarantees at t' same time variety and unity. Such
thematic transformsatic 1is not a Brahms invention, but has als
been discovered to be one of the major elements of symphonic
unity during the Classic period,l° Such unifying ideas exist
in the 18th century with the emphasis on contrast, but natur-
ally become more dominant during the Romsntic era with its re-
vival of Barogue tendencies, and subsequently assume greatest
prominence 1n the work of Brahms. Moreover, it is in this
technique where Brahms is able not only to combine Baroque
techniques with inherited Classical forms, but also to mater-
iaglize his desire "to reate something new out of a theme" 2.

by the application of more advanced varistion technique.

Since in a sense he individual movements of Brahms's fouw
symphonies are built on continuous thematic transformations, 1
is obvious that for the purpose of this study only a limited
number of Ctypical exar l&s can be discussed. These will suf-
fice to 1llustrate the points, the inclusion of further examp-
les would only be an increase in quantity, without yielding an

new or different resu. 3.

In I/i, the passe~es from bar H6ff (E.g. 47)

1. See e.g. Hans Keller's article : "K.503 : The Unity of Con-
trasting Themes and Movements" I and II in 'The MNusic Re-
view'! - Volume 17 - 1956 - Pages 4Bff and 120ff.

W. Heffer and Sons, Ltd., Cambridge, England.

2. Sce Page 1.






serves as a ''thematic reservoir" L for the firs
of the theme in bar 425rf.  The motif marked (x
in bars 21-24 in augmentation and expansion, bec
phrase of the above maln theme, whereas the sync
(marked ) correspond with the descending second
169ff presents part of the subject in inversion,
ther reduced in bars 185-190. Later, in bars 1
development occurs by presentingz it in an imitat

while in bars 198%ff the portion from bars Lob. 1

an augmented version. From bars 216-225, it is
square patterns, with a different phrasing, effe
thmic change in the accent to a downbeat charact
devzlopment occurs in bars 459-495 where fragmen
are used in an inverted form ieading to a metric

6/8 to 4/4 in bars 493 and 49k,

An interesting example of rhythmic transfor
in I/ii; the motif contained in bars 27°-28%giy
accompaniment figure in bars 283ff, which is tra
a syncopated pattern in bars 39ff. The passage
bars 55ff starts with an asugmentation of the syn

bars 397f, but then leads to a new pattern. (E.

1. Mosco Cerner uses this term in connection wit
tions to Schumann's Second and Fourth Symphon
"Schumann'" A Symposium. Edited by Gerald Ab
Ge?ffrey Cumberlegs - Oxford University Press
1952,

2. Thus Branms prepares the way for another them
157ff) which has even more pronounced downbea















A change of character is brought ahbout by dim:
motif and the subsequent shifting of the accer
ual lengthening of the closing note in bars 2!
277, enhances 1ts rhythmic impact. Further t
occur in the coda: in bsrs 383ff, the motif i
to a 3rd (the essential interval of its compas
390 onwards it 1s distributed between various
In this version it assumes a rhythmical qualit
ence that continuity of thought is guaranteed

melodic aspects of the motif have been dissols

By continuous melodic and rhythmic variat
ostinato repetitions of the motto motif, The ¢
I/iv/117ff is developed out of the initial mot
(E.g. 51(a))












which, 1n its ritornello-like re-entriess ur
monic or melodic modifications, e.g. a diff
in bsrs 108-110, 3 transposition and certai
tions in bars 194rf. Modal modification :
2221 f. None of these changes, however, t1
der of traditional development technigue.

tion on the other hand, permecates the episc
material of which is drawn from various fr:
of the main tneme. In particular, full u:
ing motif, with 1ts latent potentialities ¢
pears in a metric modification in bars 3I3f{
in bars 4%0ff, while it appears in anothsr i
new rhythmical pattern in bar 51ff, and unc
ges in 132ff, 16Lff and 172ff.  Other frag

a similar way. (Ses E.g. 52(b)).
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thereby fulfilling his desire to create something new out of

the given.

1. See Schumann's article "New Poths'" - Page 363 in the Appendix
tce Richard Specht's book on "Brahms"
J.M, Dent and Sons Ltd., London.






