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CHAPTER I

THE CHARACTERSTHICKE BEFORE BRAHMS

With the advent of the Ballades, Intermezzi, Cap-

priceios and Rhapsodies of Johannes Brahms the musical
world was to witness the apex of a development of a
particular style of pianoforte composition which began in
the nineteenth century with the publication in 1803 of a
group of seven pleces called Bagatelles,l opus 33 by
Ludwlg van Beethoven. This style thus originated was the
Characterstiicke. Willi Ape12 says of such CharacterstHicke:

A term rarely used, yet much to be recommended,
to cover an important branch of 19th-century music
(chlefly for the pianoforte) which includes a large
repertoire of short pieces published under many
different fancy names, such as Bagatelle, Inmpromptu,
Moment Musical, Capriccio, Fantasia, etc., aside from
special titles of a more or less programmatic nature,
such as: Albumblatt, Der Dicter spricht (Schumann),
Jeux d'eau (Ravel), The Maiden's Prayer, etc., The last
title has been deliberately included here in order to
hint at the vast produetion of third-class literature
which, of course, deserves no further mention here.
Briefly, the character piece 1s the favored and

1“Bagatalle--A short plece, usually for the pianoforte.
The name was used by Francois Couperin ('Ies Bagatelles,'
see his Pieces de Clavecin), and, in particular, by '
Beethoven, whose Bagatellen (op. %3, op. 119, og. 126) mark
the beginning of the extensive liferature of 19 h-century
character pleces." Willl Apel, "Bagatelle," Harvard
Dictionary of Music, ninth ‘edition (Cambridge, 1955).

erid., "Character pieces.Y
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characteristie form of Romantic piano music, where it
serves as the vehicle of expression for every con-
celvable mood, thought, vision, or emotion.

Naturally, no general statements can be made with
regard to so diversified and so markédly personal a
repertory. However, the great majority of these
pleces are written in the ternary form A B A, a form
which proved especially suitable for the expression of
two contrasting moods, the first dramatic (A), the
other lyrical (B), or vice versa.

Robert Schauffler,3 a blographer of Beethoven, says:
The first drafts of most of the Bagatelles known
as opus 33 were probably written in 1782. Here we have
the first glimpse of Beethoven in his role as eman-
cipator of music., The lad of eleven actually sounded a
new note in the history of piano literature. These
little pleces, though not so remarkable in content as
was Beethoven's highly original use of the word -
'Bagatelle, were designed to be powerful factors in
freeing the plano from its slavery to the larger forms
exclusively. '
Two Bagatelles without onus numbers in € minor and
C major were composed in 1797 and 1803. Seven Bagatelles,
as opus 33, were finished in 1799-1802 just after the
Pathetioue Sonsta, opus 13, was completed. Hls planoforte
compositions, other than some variations and rondos, were
mostly sonatas and sonatinas, a somewhat larger form which
Beethoven must have felt he was overworking. Hence, we find
the incentive to try something smaller for the piano,
In 1810 there appeared another Bagatelle, alone and
without a companion or an opus number, following swiftly on

the heels of the magnificent Sonata in E flat major,

3Robert H. Schauffler Beethoveri, the Man Who Freed
* b 9 Shame athel BLEM :
Music (New York, 1929), pp. 17-18.



opus 8la. 8o again it seems that Beethoven, after
finishing a major work, would relax with these smaller
bagatelles. This unusual characteristic is exemplified in
the next appearance of a set of Bagatelles, opus 119, which
was composed in 1823 after the JSonata, opus 110 (1821), and
before opus 111 in 1822.

This appearance of the Bs atelles, opus 119, is an
ineredible event in piano literature. Af sight they seem
to be very easy piano pieces, designed for young students
and composed by a young Beethoven. The former statement
proves to be true but they no doubt require an advanced
musician for a musical and interesting performance.
Ocecazsionally, also, they betray the sge of their composer
and their chronologibal position among the piano works; for
example, in number three of opus 119 there is a 4''!''%
which hitherto had appeared seldom; and only in the late
works, such as opus 101, 106 and 111, is anything written
above c'!''!, PFurther proof that an efen higher note
existed at that time on the plano keyboard can be found in
the following example from the Allegro movement (finale) of

the Sonata in A mgjor, opus 101:

hApel, op. git., "Pitch Names," System I.



Fig. 1--Beethoven, Sonata, opus 101, fourth movement ,
measures 200-203.

The long pedal tone trill in the seventh Bagatelle,
opus 119, also dates the composition, or rather alters a
first impression that these might be early works. This
trill lasts for ten measures in the left hand while much

figuration occupies the player's right hand.
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Fig. 2--Beethoven, Bagatelle No. 7, opus 119,
measgures 17-27.



This is employéd on a somewhat larger scale in the Sonatas,
opera 53, 106, 109 and finally in opus 111].

These Bagatelles, opus 119, are simple harmonically and
melodically; the rhythm is diversified (with a slight
preference for 3/4 meter) and the form is usually simple
song form. Some are very short and, as a group, they are so
closely knit it seems that they would be interesting vari-
ations if a common theme could be found.

S8ix Bagatelles were written in 1823 as opus 126
following the great opus 120, the Diabelli Varistions.

These were probably finished from earlier sketches.
Beethoven worked on them after the Ninth Szgghoni was
practically complete in his mind and in the sketchbooks--at
the close of 1823 at the latest. They may not have been
finished until the middle of 1824. The pieces were con-
ceived as a homogeneous series, the numbers beilng linked
together by key relationship. On the margin of a sketeh for
the first Bagatelle of this opus Beethoven wrote "Cyecle of
Trifles" ("Kleinigkeiten"), which fact, plus their
separation from each other (all but the first two) by the
uniform distance of a major third and their unity of style,
establishes‘a cyelical bond., When he offered them to the
publisher in 1824 he remarked that they were probably the



best things of the kind he bad ever written.? They are
certainly more complex material than the opus 119 and are a
blt more dlfficult to play. Perhaps Beethoven had taken the
criticisms of the earlier Bagatelle opera to heart and was
consciously striving to make the new set more interesting,
yet to retain the simplicity of style set forth in opus 33.

If the Characterstticke took its earliest form in the
Beethoven Bagatelles, it might have arisen through s desire
for a smaller form for pianoforte pieces, a form born quite
naturally in the midst of the great massive structures of
the sonatas.

The Ecossaigeé of Beethoven are chsracterstticke also
but do not occupy a place of importance as do the
Bagatelles. The first ecossalses were composed in 1823
after the aforementioned Bagatelles, opus 119, of 1822, and
the Sonate in C minor, opus 111. They were written just

following the massive opus 111 to provide evidence again of

SAlexander Wheelock Thayer, The Life of Ludwi van
Beethoven (New York, 1921), Vol. III, pp. 142-1K43.

6The ecossaise, a term whose originator is not known,
was a country dance in Vienna,as well as in Paris, as o
change from the waltzes, German dances and Li#ndler in 3/
time and as a counterpart to the galop in 2/%. The later
name, Schottish, which is simply the CGerman translation of
the original, became familiar in Britain spelled "achot-
tische," but it has no special connection with Scotland. Tt
would seem as if these ecossalses had been the first of
Schubert's works to become known ountside Vienna. Eric% Otto
Deutsch, The Schubert Reader, translated by Eric Blom (New
York, 1947), p. 50.



Beethoven's use of these smaller forms to follow up a
larger work.

Although Beethoven's use of the title "bagatelle' was
almost exclusive with him in the nineteenth century,
"ecossalse" appealed also to Franz Schubert. Schubert
composed three sets of ecossaises. The first two sets bear
the dates 1815-1823 and 1815-1824. They are without opus
numbers. The last set, a later work, is listed in Grove's
Dictionary of Music and Musicians as “"Damenléndler und
Ecossalsen," and is numbered opus 67 (1826).

Schubert, with his Viennese heritage, had an
unequalled opportunity %o know real dance music and to
develop it. He was a member of a gay, ligzhthearted
Viennese group which often gathered for musicales and
dancing, and thus he had a constant performing stage for
the more than three hundred dances that he composed.
Schubert's inspired and artistic touch in wfiting dance
music can be seen by contrasting his set of Eight
Ecossaises with a set of Six Ecossalses composed by
Beethoven. Beethoven's six are all written in E flat and
all employ the same refrain, seemingly showing his
impatience in the composition of these pleces. Schubert's
eight, however, show a rarity of moods blended to make a

whole. They are arranged in four pairs, each marked with a



da capo repeat. Six different keys are used throughout the
set and every ecossaise has a character of its own.?

The HEcossalses were surpassed in charm and beauty only
by the Imnromptus,sopera 90 and 142, and the Moments

Musicaux, opus 9%. When these were first performed,
audiences must have been surprised by thelr freedom of
treatment, though our modern taste finds it hard to detect
anything particularly novel or siriking in this directiong
on the contrary, their superior beauty lies largely in the
perfect harmony and congruity which exists in their poetilc
content. Schubert proves in all his instrumental composi-
tions, short or long, in the sonatas and fantasies, or the
impromptus and moments musicaux, that he observed the

classical forms as naturally as his inspiration flowed.9

7Kathleen Dale, "The Piano Music of Franz Schubert,"
The Music of Schubert, edited by Gerald Abraham (New York,
m?) 3 p! 115«

SApel, op. cit., "Impromptu - a name used as a fanciful
desigration for 19th century character pleces of the
Romantic period. The best-known examples are Schubert's
Impromptus opus 90 and opus 142 and Chopin's Impromptus
op. 26, 36, 51, 66. The title does not refer to the
presence of improvisatory elements in these pieces (all
of which are in straight style and form), but is meant to
characterize their somewhat casual origin in the mind of
the composger."

gﬂugust Spanuth, Preface to Selected Pilsno Compositions
by Franz Schubert (Boston, 1912), p. vii.
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Schubert's beautiful and pleasing piano music has been
neglected in the concert world. While Mendelssohn, Chopin
and Schumann have enjoyed a vast pepularity, Schubert has,
by comparison, been left out of the minds of music lovers.
Liszt d4id much to call attention to the wealth of music
left by this Viennese composer by programming it and by his
own arrangements of some of Schubert's work, for example the

Soirees de Vienns. Schubert's music may still find a

recognition and popularity all its own, being a welcome
respite from the music of the progressives, such as Debussy,
Ravel and Scriabine, which can be tiring if heard at too
great a length, or as a naive and delightful contrast to the
rich music of Chopin and the powerful and sentimental music
of Schumann,l0

Schubert, as a musicisn, ranks highest as the most
original and productive lyric composer that the world has
ever heard. By transferring the form of the "Lied" to the
planoforte, as in his impromptus and especially in his
moments musicaux, he established a model for miniature
plano works which was to be widely imitated by Mendelssohn,

Schumann, Chopin and Brahms.ll

071pi14., pp. viii-ix.

11Theodore Baker, Preface to Franz Schubert,
Composition for the Piang (New York, 1897).
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Felix Mendelssohn's major representatives of

characterstiicke are the Songs Without Words (Lieder ohne

Worte).12 There are eight volumes with the following opus
numbers: 19, 30, 38, 53, 62, 67, 85 and 102. Each volume
contains six "Songs." Although these works do not display.
the finest of Mendelssohn, their abundance and popularity
camnot be overlooked.

Just as the term "Nocturne" 1s always associsted with
the name of Chopin 3o has the "Song Without Words" become
almost a synonym for the name Mendelssohn, not only because
he probably invented this original and suitable title but
because in these wordless songs he has addressed hig
largest audiences.13 |

Further explanation for their popularity is found in
Grove's Dictionary of Music and Mugicisns: 1t

Mendelssohn saw music from a hedonistic standpoint;

thus, one of hils principal objectives was, simply, to

give pleasure. Therefore, his melodic invention is

frecuently limited by a desire to exact the minimum
of intellectual effort on the part of his audience.

12Apel, op., cit.y "'Lieder ohne Worte' - Songs with-
out Words, the title of several of F. Mendelssohn's
collections of plano pleces, written in the style of a Lied,
that is, with a singable melody and a planistic accompani-
ment, frequently in broken«chord patterns."

13constantin Sternberg, "An Appreciation," Preface to
Felix Mendelssohn's Songs Without Words (New York, 191%),
G. Schirmer, Inc. :

1hPercy M. Young, "Mendelssohn," Grove's Dictionary of
Mugic and Musicians, fifth edition, edited by Eric Blom
fLondon, 1954y,
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Biographer Schims Kaufmanlb perhaps underestimates
their musical significance in saying:

His Songs Without Words have been thumped out on
conservatory planos, whistled by street urchins, and
ground out by roving bands and hurdy-gurdies., His
very succesgs with these 'graceful trifles,' in the
minds of thousands obscured the path to his truly
Important works. The author of a charming primer was
not suspected of having been the author of a brilliant
book for adults as welll X1 Trovatore and Otello!

A more reliable opinion is that of Robert Schumann.l®
He is more sympathetic and spparently admired the "Songs®
for their simplicity. He wrote of the opus 53:

At last another book of genuine Songs Without Words.
They differ little from Mendelssohn's earlier ones

gsave in their greater simplicity and, in the melodic
sense, in their lighter, often popular tunes. This
remark applles especially to the number which the
composer has himself entitled 'Folk Song'; it springs
from the same source from which Eilchendorff, for
instance, drew his admlrsble poems. . . . We can
never have too many of these. This popular vein,
which i3 beginning to show itself in many compesitions
by our younger artists, excites bright hopes for the
immediate future--an open eye might have perceived
intimations of it in Beethoven's last works--though
this may appear strange to many people. The third
song, in G minor, 1s also popular in tone, but unlike
that of a chorus; it sounds more like a four-part song.
Let it also be noticed that in his Songs Without Words
Mendelssohn has progressed from the simple Lled through
the duet to the polyphonic and choral style. Thisg is
often the case with the truly inventive artist; at the
very time when one 1s ineclined to believe that he
cannot make further progress, guite unexpectedly he has

15shima Kaufman, Mendelssohn, A Second Eliiah (New
York, 193%), p. 313.

18pobert Schumann, On Mugsic end Musiclans (New York,
1946), p. 212.
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already taken a step forward and won new ground. It
cannot be denied that some other things in this fourth
book remind us of older pieces from the earlier vol-
umes; certain turns and repeated figures even threaten
to become mannerisms., This, however, is a reproach
that a hundred other artists would gladly purchase with
sacrifices--T mean the reproach of being so recog-
nizable from a certain turn that everyone could take
his oath upon it. Therefore let us joyfully look
forward to many new collections!”

With such an enthusiastic publication as this last
essay, 1t would seem that Mendelssohn would be a great
admirer of his champion, Schumann. On the contrary,
Mendelssohn, although a personal friend, always reserved his
opinion of Schumann's musicianship. Mendelssohn's attitude
towards Schumann could be sccounted for by the faet that
Schumann's occupation as a newspaper critic might have been
distasteful to Mendelssohn and that the latter could not
reconcile himself to the idea of a journalist snd musician
belng united in the same personality.

It should be taken Into considerstion how very opposite
they were to each other 1n temperament as in methods of
musical output. Annie Pattersonl” discusses this difference
in personality:

Even in personality they were diverse: Schumsnn wag

reserved and taciturn and did not shine in social

converse, preferring letter-writing to speech whenever
possible. Mendelssohn, with his wondrous charm of
expression and magnetic personality--although also an
adept at correspondence--was the pet and idol of

society, never failing to fascinate whatever circle he
moved In by his polished and bright mesnner and address.

17annie W. Patterson, Schumann (London, 1903), p. 25.
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Added to this, the musle of the two men is so diverse:
the clear form, smooth harmonies and general symmetry
of Mendelssohn's have little in common with the veiled
mysticism and, at times, intense passion displayed in
the dering tone combinations of Schumann,

Schumann's representatives of the characterstiicke are
considerably more vast than any other composer's heretoforé
mentioned. There are so many of these “character pleces”
in Schumann and they have assumed such a prominent and per-
manent place in all piano literature that it is amazing that
from the simple bagatelles of Beethoven there has sprung a
medium or style of enormous proportions in the works of
Schumann and Chopin yet not to reach its peak until Brahms.

While the aforementioned composers usually included a
number of pleces under one collective title, Robert
Schumann went a step further toward individualization snd
programmatic thought by choosing separate names for each

piece, for instance in his Kinderszenen, opus 15, or the

Fantasiestticke, opus 12,18

This latter musical monument contains "Des Abends, "

"Aufschwund" (the popular "Soaring"), "Warum," "Grillen,"

18,001, op. eit., "Character pieces.!
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“In der Nacht" (Schumann's favorite of the group),19
"Fabel," "Traumes Wirren," and "Ende vom Lied." Although
they are all in flat keys, with the exception of "Fabel
which is in C major, and form a homogeneous whole, they can
be played independently of each other without serious loss
of effact.20

These lyrical pieces were written in 1837, the year
following the great Fantasy in C major, opus 17. Schumann
chose to provide suitable names for music that was already
written, not to write "up to" fancy titles; and a reflection
of this laudable habit may be found in the Preludesg of
Debugsy where the names follow lnstead of precede the

pieces. On nomenclature J. A, Fuller-Maitland?l writes:

19gchumann speaks of this in an early letter to Clara
Wieck: "After I had finished it, I found, to my dellight,
that 1t contained the story of Hero and IlLeander. Of course
you know it, how Leander swam every night through the sea to
his love, who awalted him at the beacon, and showed him the
way with lighted torch. It is a besutiful, romantic old
story. When I am playing 'Die Nacht' I cannot get rid of
the idea; first he throws himself into the sea; she calls
him, he answers; he battles with the waves, and reaches land
in safety. Then the Cantilena /the slow middle section?/
when they are clasped in one another's arms, until they have
to part again, and he cannot tear himself away, until night
wraps everything in darkness once more. Do tell me if the
music suggests the same things to you." Robert Schumann,
Early letters, translated by May Herbert (New York, 1930),
pp. 274-275,

20kathleen Dale, "The Pianoc Music," Schumann, A
Symposium, edited by Gerald Abraham (London, 1952, p. 53.

21y, A. Fuller-Maitland, Schumann's Flanoforts Works
(London, 1927), p. 36.
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For the most part Schumann's little compositions fit
thelr names excellently. 'Des Abends' 1s a charming
pilcture of evening tranguillity, and ‘*Aufschwung' with
its buoyant rhythm gives us the energy of soaring
aspiration. We need not ask what the guestion of
"Warum?' may be, but never was a question asked more
eloquently. 'Grillen' is sufficiently whimsical, and
in 'In der Nacht' we have a faithful repressentation of
a restless night with a short sleep in the middle of
it, a sleep not quite undisturbed, for the figure of
accompaniment in which the arpeggios just overlap
precludes the ldea of deep slumber. Whether 'Fabel!
is a chequered dream we cannot tell, but 'Traumes-
wirren' certsinly 1s, and it is one of the most
beautiful of the series. The solemn 'Ende vom Lied'
forms a noble close to the whole.

Other collective names introduced by Schumann are:

Noveletten, Nachst#icke, Bunte Bl#tter (Colored Leaves), and

Albumblitter (Albumleaves). These, along with the

FantagsiestHicke and Carnival, opus 9, are the greater part

of the pianoforte pleces of Schumann which have made his
name known tc the general public. Fuller-Msitland says:22

They were more or less directly inspired by some
poetical or fanciful idea, which was often avowed
openly, although in some instances the external
suggestion was concealed., Upon slmost all of them the
Influence of Jean Paul Richter is powerful, and all are
more or less youthful works, completed, if not pub-
lished, before the composer's marriage in 1840. A
great number are short pleces of the simplest form,
bound to each other by some common title, and by some
whimsical idea in the composer's mind. The longer
pieces have seldom any more elaborate pattern than the
da capo form, and while some have no recognizable form
at all, a good many have short sections that are often
repeated.

The later "character pieces" seem to have lost the

intensity of inspiration that was obvious in the earlier

227pid., p. 15.
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works. Kathleen Da1923 in her essay on Schumann's piano
works says that the later pleces as 2 whole "indicate a
change of mood from the poetic to the prosaic." She says
further:

Here and there an example of the composer's former
stylistic witchery enchants the listener and reminds
him of the first-period works. Such pieces as Vogel
als Prophet and Verrufene Stelle (Op. 82), Theme
Winterzeit, Xnecht Rupprecht and No. 30 of Op. Eé, the
second Fantasiestiick of Op. 111 and Versteckens and
Gespenstermirchen (Op. 85)--to name some of the more
fantastic works of 1848-9--could have been written by
no one but Schumsnn at his best. They bear his magic
imprint while many of their fellows might easily have
come from the pens of his contemporaries and dis-
¢iples, Kirchner, Gade, Jensen, and Sterndale Bennett.
The many conventional piano pleces of Schumann's last
period may add nothlng to his reputation. When,
however, they are considered in relatlionship to the
production of his best and most fruitful years, they
may serve to emphasize the unigue and inimitable
gquality of his splendid earlier works. Even if
Schumann had written nothing after his thirtieth year,
he would still be entitled to hils unassailable
position as one of the most indivlidual and imaginative
of all composers of piano music,.

Mention has been made of Mendelssohn's reserve in
venturing opiniens of Schumann, and how surprising this fact
is! Schumann, however, found still less favor in the eyes
of Chopin than Mendelssohn. Indeed, Chopin has been guoted
as remarking that the Carnival, opus 9, was not music at
all. The contemplation of this indifference of a great
artist to the creatlions of one of his most distinguished

contemporaries is saddening, especially if it is remembered

23pate, op. cit., pp. 96-97.
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how devoted Schumann was to Chopin. Had it not been for
Schumann's enthusiastic pralse and vallant defense Chopin's
fame would have spread more slowly in Germsny.2% - Schumann25
writes: "He is a pupll of the first masters--Beethoven,
Schubert, Field. We assume that the first molded his mind
in boldness, the second his heart in tenderness, the third
his hand in flexibility." And further:

Combined with all this and the favorable influence of
the moment, Fate also distinguished Chopin among all
others by endowlng him with an original and pronounced
nationalism--that of Poland., And because this
nationalism is in deep mourning, it attracts us all
the more firmly to this thoughtful artist. It was
well for him that neutral Germany did not at first
receive him too warmly and that his genius led him
straight to one of the great capitals of the world,
where he could freely poetize and nourish hils wrath,
If the mighty autocrat of the North /the Czar of
Russia, Nicholas I, who had crushed the Polish Revo-
lution of 183Q7 knew what a dangerous enemy threatened
him in Chepin's works, in the simple melodies of his
mazurkas, he would forbid this music. Chopin's works
are guns buried in flowers.

The Polonaigses and Mazurkas are the results of this

nationalism. In the Polonsises Chopin becomes epic and

dramatic:

they are historical and politicale~grand in their
memories of misfortunes and their visions of triumphs.
In them the composer transcends the limits of his
subjectivity--hig individual egoism expands into
national egoism.20

2hFrederick Niecks, The Life of Chopin (ILondon, 1890),
Vol. II, p. 113,

253chumann, op. ¢it., pp. 131-132.
26Niecks, Programme Music (London, 1907), p. 215.
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They conjure vivid impressions in imaginative minds but are
not true representatives of charactergstficke as are the
Preludes, Etudes and Nocturnes. If Chopin did not create
the prelude or the etude or the nocturne, he completely
transformed and revived them. Although he could not improve
on the preludes of Bach, he offered a modern equivalent of
thelr besuty, perfection and variety. The etudes of
Moscheles were only poor indications of the immense possible
difference between the purely technical study and the
artistic type originated by Chopin. Similarly, the credit
for the invention of the nocturne, given by Chopin himself
to John Field, is an almost over-generous tribute to a wminor
composer who was Tortunate enough to blaze the trall for his
immeasurably greater successor.27

Much, of course, has been written about the Preludes
but again Schumann's impressions bear better reading:

I must mention the Preludes as most singular. T
will confess that 1 expected something quite different:
compositions carried out in grand style, like his
Etudes. We have almost the contrary here; these are
sketches, the beginnings of studies, or, 1f you will,
ruins; eagles' piniong, wild and motley pell-mell. But
in every plece we find, in his own pearly handwriting,
"T"his is by Frederic Chopin'i even in his pauses we
recognize him by his agitated breathing. He is the

boldest, the proudest poet of these times. To be sure,
the book also contains much that is sick, feverish,

275rnest Hutcheson, The Litersture of the Piano
(New York, 1948), p. 187.




20

repeléent; but let everyone seek for what becomes
him,2

There is a prelude for every key in opus 28, starting
with C major, then A minor, G major, then E minor and so on
--major, relative minor, etc. They are very short but full
of meaning. Some pianists program the entire set but this
may be tiring listening for they were not arranged in an
interesting order, that is, varied moods, fast-slow order.
Usually the ear tires of slow playing more quickly than of
fast playing; hence, in a sonata or symphony the proportion
is normally three fast movements to one slow movement. This
natural predilection of the ear should be respected and
planists should limlt themselves to Jjudiclous selections of
these small masterpieces.29

Various essays on the Etudes present interesting and
enlightening reading. James Funeker30 wrote:

October 20, 1829, Frederic Chopin, aged twenty, wrote

to his friend Titus Woyclechowski, from Warsaw: 'I

have composed a study 1n my own manner.' And Novem-

ber 14, the same year: !'I have written some studies;
in your presence I would play them well.f

Thus, quite simply and without booming of cannon
or brazen proclamation by bell, did the great Polish

compoger announce an event of supreme interest and
importance to the pilsno-playing world.

2SSchumann, op. e¢it., pp. 137-138.
29Hutcheson, op. cit., p. 211.

307ames Huneker, Chopin, The Man and His Music
(New York, 1900), p. 139.
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0f the alleged influence of Liszt on Chopin's Etudes

Huneker clarifies the question:
Lina Remann, in her exhaustive blography of

Fronz Liszt, openly declares theaf numbers nine and

twelve of opus 10 and numbers eleven and twelve of

opus 25 reveal the influence of the Hungarian vir- 1

tuoso. Figures prove the fallacy of her assertion.3

The influence was the other way, as Liszt's three

concert studies show--not to mention other compo-

sitions. When Chopin arrived in Paris his style had

been formedé he was the creator of a new pianoc

technique.3

Treatises may be written on the technical problems of
each Btude but more lmportant is the fact that each 1s a
piece of dramatic or lyrieal poetry. Chopin never gave
titles to these poems, consequently they have suffered from
treatment by imaginative editors. Such titles as "Revo-
lutionary,® "Harp," "Butterfly,! "Winter Wind" and "Ocean"
did not originate with Chopin. Again it was Schumann, in a
reference to opus 25, who said of the first and familiar
study in A flat that 1t is “more a poem than a study" and
proceeded to speak of Chopin's own performance of this
plece:

One makes a mistake, however, if he thinks that

Chopin would have had every one of the little notes

there heard clearly; it was more a surging of the

A flat major chord, hers and there raised on high

anew by the pedal. But one perceived wonderful,
great-tones melody running through the harmonies, and

3lchopin's Etudes, opus 10, were written in 1829
Liszt's Trangcendentsal Etudes were written in 1851.

BEM’ Qg' _.C._j_;.t_-, p- l!‘f'o-
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only in the middle did there appear at one point

faking shape as Lt rose ont of the ehords 3 oo iiitY
The Nocturnes must have occupled much of Chopin's

~ thoughts and inspirations. Thelr opus numbers range from

9 to 62 with many groups of nocturnes being published under
the same opus. The "mysterlous" Chopin is heard in these
night songs. Chopin, seldom exuberantly cheerful, is sad
and complaining in many of the notburnes, whereas Field was
happler and less morbld. Chopin enriched the form origi-
nated by Fileld, glving it dramatic breadth, passion and even
grandeﬁr. Set against Fleld's naive and idyllic Hocturnes,
Chopin's are often too bejewelled for frue simplicity. 4And,
also, Choplin is so desperately sentimental in some of these
compositions. They are not altogether in the taste of his
generation; they seem to be suffering from anemia. However,
there are a few noble nocturnes; and planists themselves may
be blamed for the sentimentalizing of some others. More
vigor and 2 less languishing interprefaticn will rescue them
from lush sentiment. Chopln apparently loved the night and
its soft mysteries, and his Nocturnes are true night pieces.

Most of them are considered feminine in character, but the

33Alfred Einstein, Music In the Romantic Era
(New York, 19%7), p. 218.
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poetic side of men of genius is feminine and in Chopin the
feminine note was sometimes overemphasized, particularly in
these nocturnes.31+

According to Hnneker,35 Chopin was

the master of his material, if not of his mortal

tenement. He strove to shape his dreams into living

sounds., One is loath to believe that the echo of his
magic music can ever fall upon unheeding ears. He

may become old-fashloned, but, like Mozart, he will

remain eternally beautiful.

Five years after the publication, in 1846, of Chopin's
last set of Nocturnes, opus 62 (B major and E major), the
musical world beheld the first composition of a new genius,
Johannes Brahms, who was to reach the summit of character-

gtticke composition in his Ballades, Capriccios, Intermezzi

and Rhapsodies.

3”Huneker,gg& cit., pp. 252-253.

3%1piqd., pp. 386-387.



CHAPTER IT
THE CHARACTERSTUCKE OF BRAHMS

Johannes Brahms' representatives of characterstticke
may be catalogued in two waysjy grouped according to names
they are as follows:

Ballades, Op. 10, Nos, 1 2, 3, &
Ballade, Op. 118, No.

Capriceios, Op. 7é Nos‘ l 2, 5, 8

Capriceios, Op. 11 Nos. 3, 7
Intermezzi, Op. 76, "os. 3, h 6, 7
Intermezzi, Op. 116 Nos. 2, %, 5, )
Intermezzi, Op. 117, Nos. 1, 2, 3
Intermezzi, Op. 118, Nos. 1, 2, 4, 6
Intermezzi, Op. 119, Nos. 1, 2, 3

Rhapsodies, Op. 79, Nos. 1, 2
Rhapsody, Op. 119, No. k&
Romance, Op. 118, Mo. 5

According to chronological appearance they are:

Balladen, Op. 10, 1854
Klavierstiicke, 0p. 76, 1878
Zyel BRhapsodien, Op. 79, 1879
Phantagien, Op. 116, 1891-1892
Drel Intermezzi, Op. 117, 1892
Klaviersticke, Op. 118, 1893
Klavierstticke, Op. 119, 1893

This latter grouplng (according to opus numbers) will
be used in this study because of occasional connecting
links between various pleces within an opus, for example
the opus 76 which will be discussed later.

The general form of these character pleces has been

mentioned previously as being usually simple song form,

o
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A B A, In the following discussion references to the MA"
sectlion of a plece will be called section one, "B" section
will be section two and the final "A" section will be
section three. Occasionally, however, there is a deviation
from the simple A B A treatment, such as is found in the
Ballade in D Major, Wo. 2, which has three sections that
are treated as follows: A B C B A, Similar variants from
simple form will be discussed to svold confusion. Put |
unless otherwise stated, the form of each of these charac-

Lerstiicke can be considered simple A B A.

Bailaden, Op. 10

The Balladen, Op. 10, are interesting musical narra-
tives, but they are disappointing if one expects their
proportions to compare with Chopin's giants of the same
name., The four by Brahms are in the following keys:

D minor, D major, B minor, B major; and yet, in spite of
the parallelism of the pairs of key relationships they are
guite different in mood, texture and inspiration.

The Scottish ballad "Edward" was apparently the
inspiration for the first Bsllade, in D minor, possibly
the only ballade of Brahms having an actual literary
origin. Brahms used the same poem as the text for the

Ballede, Op. 75, No. 1, for contralto and tenor.l It is

lEdwin Evans, Handbook fto the Pianoforte Works of
Johannes Brahms (London, /19367), p. 107.
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not clear why Brahms was interested in this "Edward"
ballad; the music of the Ffirst Ballade is nowhere sugges-
tive of the Scottish influence. Perhaps it was merely the
story itself that interested him. Walter Niemann2 says:
"The Scottish bzllad Edward, from Herder's Stimmen der

Y81ker, already known to us through Carl lLoewe, has in-
spired the young composer /to set the words to music/."

In the first "A" section of this "Bdward" Ballade,
marked Andante, the musical phrases seem to fit the stanzas
of the ballad closely and the mood cast by the incongruous
Scandinavian harmony, strangely reminiscent of some of
Edvard Grieg's plano works, is certainly tragic. The
second, or "B" section in D major provides an interesting
contrast to the first section. The open fifths, octaves
and great chords are excellent examples of what Evans3 calls

Brahms' "symphonic period." Brahms was almost asking too

2yalter Nlemann, Brahms (New York, 1947), p. 228,

3Evans, op. ¢it., p. 27t "The first period of the
Brahms plano works is described as 'symphonic,' . . . in
virtue of 1its orchestral character.®
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much of the pianoforte in his earlier works, as J. A.
Fuller-Maitlandu explains, but in the later pianoforte
works ¢t is found that he abandoned such orchestral tex-
ture and sought more pianistic effects. The second section
is followed by a repetition of section one, the theme of
which 1s only slightly varied by triplet accompaniment.
This piece seems actually to be a musical adaptation of the
poem in that the words could often be actually sung to the
melodic line. This can be seen vividly in the following

- ‘. s i~ i 1
e e ks Soeee e

example:

Andante

- A 3
BT 3o por’ EO-[wnns? & " o>
P £~ wnko

Fig. 3--Ballade, No. 1, Op. 10, measures 1-3

by, a. Fuller-Maitland, "Brahms," Grove's Dictionary of
Musie and Musicians? third edition, edited by H. C. Colles
(New York, (930)r "In the beginnings of composition, the
piano is the medium most generally and easily accessible;
its practical utilit¥ makes young composers apt to ignore
its essential characteristics; asnd, for all the skill with
which Brahms trested it in combination with other instru-
ments, we may doubt if the individual charm that belongs to
it was full{ realised by him until a comparatiVelg late date,
Fe was_greatly interested in its technique throughout his
1ife; but his chief anxiety, if we may judge from his works
was to get from it the utmost fullness of effect, to make iﬁ
as far as possible, represent an orchestra, rather than to
allow its gentler characteristics full play.Y
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Although the inspiration for this work is known, and the
story 1s clearer with knowledge of its origln, the narrative
character of the music could speak for itself without help
from a literary source.

The second Ballade, Cp. 10, in D major, is a fine con-
trast in mood to the first in D minor. In this piece there
is a devistion from the usual ABA form. The three subjects
herein are dealt with in the following order: A B C B A.
In section one, "A) of this D major Ballade there are two
stylistic features of some significance: the octave melody
and the extensive use of rolled chords.

This 1ilting melody in octaves is sentimental and yet
masculine. Evan55 says:

A constant feature of Brahms' melodies is that
they are always manly. It was so entirely his nature
to incline to a vigorous expression that even in the
portrayal of feminine sentiment he always chose those
emotions which by nature of their strength allowed of
an expansion of his thought in the same direction.

The rolled chords in the right hand establish the
harmonic background against the rhythmic pedal point in

the left hand.

5Evans, op. cit., p. 111.
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Fig. 4--Ballade, No. 2, Op. 10, measures 20-23

4 faster tempo is chosen again for the second or "B"

section. The tempo marking is Allegro ma non troppo

(doppio movimento). "Full orchestra" is used--octaves,
doﬁble notes and big chords. This second subject ",
portrays the exciting events connected with the narrative."®
Following this fast second section there is in the "CM
section the insertion of some unusual music. In 6/4 time
there are six quarter notes to the measure, each preceded

by a gulek grace note, as can be seen in Figure 5. This is
the only appearance of grace notes in such gquantity in all
the characterstiicke of Brahms. Just what the composer must
have had in mind is not clear, but the harmony and persis-

tence of rhythm give this music an agitated and nervous

6Ibid., p. 110.
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Fig. 5--Ballade, ¥o. 2, Op. 10, measures 52-53

guality which finally calms some few messures later with
the repetition of this theme minus the grace notes; rather,
they are incorporated on the beat with a planissimo and
legato indication, as shown in Figure 6. The vigorous
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Fig. 6--Ballade, No. 2, Op. 10, measures 69-70

gecond section subject returns as an almost exact repetition
of its originsl appearance, but its energy diminishes as it
modulates to B major. This new key lends an even richer

harmonic background than the original key (D major) and once
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again the octave melody of the first section is introduced.
In 8 closing section the previously mentioned single-note
basses take on unexpected significance in the last eleven
measures of this Bazllade, appearing incorporated in the
melodic line.

The third Ballade in B minor begins with a fast and
virtuosic section, and yet it is subtitled "Intermezzo."
This is somewhat puzzling, for almost without exception the
later intermezzi are slow and contemplative, whereas the
title "capriccio" was chosen for the more lively composi-
tions. Perhaps in this early opus Brahms actually intended
this third Ballade to be of an interlude type, falling be-
twéen two slower pleces and thereby ﬁroviding more inter;
esting contrast, He was to use the title "intermezgzo'" to
some extent later, but apparently with an entirely different
mood in mind.

The syncopated beginning of this plece creates a rather
disbolic effect. The eighth note open fifth in the bass
beginning on the last beat of the measure, followed by five
beats of rests and then another chord, destroys a definite
feeling of beat. The following are the beginning measures

of the third Ballade:



Flg. 7--Ballade, No. 3, Cp. 10, measures 1-4

Brahms was from the outset no respecter of the bar line, as
can be seen in Figﬁre 7 and also in his first planoforte
composition, the Scherzo, opus 4. The vast rhythmic complex
ity which was to characterize his later pilanoforte works,
symphonles, chamber music and songs, was more than mersly
suggested in these earllier pleces.

In section one of the Ballade in B Minor there are
found octaves, unison runs, double notes, chords and synco-
pated rhythm, all of whlech have imesginative treatments.
This plece may easily have inspired some of Serge Proko-
fieff's piano pieces.

In section two (the fast section having appeared first
in this Bsllade) there 1s a contrasting mood, if not a
change of tempo. There is four part harmony high in the
treble with the interpretative indication pianissimo sempre
legatec. The rhythm herein further puzzles the listener,

but generally this section has 1ittle musical significance.
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Finally, the first sectlion returns with the initial mood
restored; thls time, however, it is more subdued, as though
echoing the threats of the beginning, and dies away slower
and softer. This piece is like a miniature Chopin Scherzo.

The fourth Ballade, in B major (form & B A B), tells a
less interesting story than its three‘predecessors. It is
more a lyrical poem than a drematic epic. The "AM section
melody is always in the soprano, accompanied by descending
elghth notes establishing the barmonic background. The
second section is marked E;ﬁ Lento, a deviation from the
usual methods of contrast and it is more interesting than
the first sectlon. It is a duet of the sort Schumann
conceived in the middle section of the "Reconnesissance"
from the Carnivai, opus 9. Evans says that it is as though
the listener 1s imposing his own short observations upon
what he 1s belng told by the narrator.’ The first section
theme reasderts itself with a slight rhythmic éhange in the
accompaniment and the plece continues és before, interrupted
this time, however, by a chorale-like inﬁerlude. The second
section E;ﬁ Lento follows the "chorale" in a different key.
The story ends with the initial melody (in fragmentary form)
interrupting the Eié Lento duet shortly before the close.

The most striking factor involved in the appearance of

these Ballades was the comparative absence of figurstion and

7Ipid., p. 116.



3%

bravura passagework. If the Chopin Preludes had surprised
Schumann, these Brahms Ballades no doubt startled him, |
Schumann seems more pleased than startled, however, in the
following excerpt from a letter to Clara Schumann, quoted
by Florence May:S

- and the Ballades--the first wonderful, quite
new; only I do not understsnd the doppio movimento?
either in this or the second, is it not too fast?

The close is beautiful--original! The second how
different, how diversified, how suggestive to the
imagination; magical tones are in it. The bass f
sharp at the end seems to lead to the third ballade.
What shall we call this? Demoniacal--quite splendid,
and becoming more and more mysterious after the 114

in the trioc. And the return and close! In the fourth
ballade how beautifully the strange melody vacillates
at the close between minor and major, and remains
mournfully in the major.

These Ballades mark the end of the first period of
Brahms' plano compositions. He was to abandon the piano for
awhile for the purpose of trying his hand at larger works.
Evansl® says of this move:

« + » 1t is naturasl that the piano should soon prove
an inesdequate voice, and that in justice to himself he
should by and by absndon it in favor of means Pre-
senting more of the diversity and fullness requisite
for complete expression of his thought.

When later on, therefore, Brahms returned to
plano composition it was with the consciousness of
having asserted his mastership in another domain. He

8Florence May, The Life of Johannes Brehms (ILondon,

st

1905), Vol. I, pp. 173-17k,

9Ibid., Vol. I, p. 174: "The dopplo-movimento was
changed before publication to allegrc ma non troppo, no
doubt in deference to Schumsnn's suggestion."

1OEvans, op. ¢it., p. 10.
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could thus no longer feel the same temptation as
formerly to overburden his beloved clavier by calling
upon it for effects held by many to be out of pro-
portion to its resource; and difference of style
became the natural result.

Klaviersticke, Op. 76
The Klavierst#icke, Op. 76, is the first evidence of

this difference in style mentioned in the excerpt from Evans
Just quoted. These eight characterpieces were composed
sometime around 1878, the yesr following the completion of
the second Symphony in D major. Brahms wag near the age of
forty-five when they were written. Hé had stated his desire
to compose flashy technical show-pleces in the Paganini

Variations which have long been acknowledged as the most

difficult set of variations existing in plano literature,
and the Handel Varistions which contain a wealth of music
but still lean toward the virtuosic appeal. He had com-
pleted two symphonies, hundreds of songs and s good portion
of his chamber music. Yet the plano was obviously still
deaf to him. Perhaps his association with Clara Schumann
kept alive hils interest in the piano. She writes at great
length of the opus 76 in a letter to Brahms, suggesting a
few slight harmonic changes, the addition of a few repeats,
ané comments: "I can play them guite well now, but most of

them are terridbly difficnlt.nll

11Berthold Litzmenn, editor, Lebters of Clara Schumann
and Johannes Brehms (Wew York, 1927), vol. 1I, p. 3%.
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They are indeed difficult but magnificent pieces. On
first observation it can be plainly seén that the thick
chordal symphonic style that has been mentioned pertaining
to the early plano works is no longer used. In fact, it
would be a difficult task to attempt an orchestration of
these pieces in opus 76, whereas the Scherzo, Op. 4, and
even the Ballades would lend themselves easily if not

aesthetically to orchestration.

| There are four capriceclos and four intermezzi in

opus 76 but they are arranged often in irregular nominal
order. For instance, the order i1s not always intermezzo,
capriccio, intermezzo, et cetera. Their present arrengement
is surely not the result of careless printers. The con-~
necting links between some of the pleces are hardly
colnecidental. For instance, the first Capriccic in F sharp
minor ends with a soft F sharp major chord, the dominant

of B minor, the key of the following Capricecio. Although
they are both entitled Ycapriccio' the moods are very
different. The first Capriccio in F sharp minor opens

with & rolling arpeggio figurel? which continues for

128rahms' arpeggisted figures are mentioned by J. A.
Fuller-Maitland, "Brahms," Groves Dictionary of Music and
Musicians, trird edition? nn the & major guartet for plano
and strings, op. 26, the leading feature of the beautiful
slow movement, the sweeping arpeggios, could not have pro-
duced exactly the effect t e{ o on any instrument but the
plano, and over and over azgain a kindred impression is pro-
duced by such means., Compare the finale of the violin
sonata, op. 100, the intermegzzo in B flat from op. 117
that in E flat minor, op. 118, no. 6, and numbers of other
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thirteen measures before the principal theme is introduced.
The melodlc structure of the entire piéce is built around
the first four notes of this theme. This theme undergoes
augmentation and mirror imitation. The arpeggiated intro-
ductory material i1s restated and leads to a block chord

statement of the main theme. The octave basses provide an
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Fig. 8--Capriccio in F sharp minor, Cp. 76, No. 1,
measures 14-15, ‘

accompaniment flgure which is actually an augmentation of
the sixteenth note accompaniment of the principal theme in
1ts original appearance. The coda follows immediately with
a combination of the principsl theme in the tenor register
accompanied by the arpeggiated introduction figure in the
soprano. The harmony is major, an A sharp having been used

in the harmonic background of this coda, and the final three

instances, in all of which there is a sense of some threat-
ening doom, something portentous, conveyed by the arpeggio
figure, a fipure which surely was never before turned to
such account since it was invented.!
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dotted half note chords are F sharp major chords. Such
ingenious melodic devices as are used in the Capriccic make
this plece one of Brahms' most intensely emotional compo-
sitions. |

The next Caprieccio, in B minor, has witnessed con-
slderable popularity. This is not difficult to understand,
though, for 1t is a happler piece than its emotional prede-
cessor. It would appeal to an unmusicél listener because it
is charming and fast and has the relentless drive of a
toccata. The musician would find interest in many parts of
this plece. It has three major subjects developed in the
following order: A B C B A. The coda is a mixture of the
B and C subjects. There is nothing unusual about the
rhythmic or melodic devices used, but the modulations bear
comaent. Within five measures, in one section of this
Capriccio, the following keys are traversed consecutively:
E major, F major, B flat major and F sharp major. This
music would also make a good staccato study for the piano-
forte. It is by no means esasy but 1t does not look
difficult, thereby often receilving poor performences by
incapable pisnists who should not play mature Brahms. It
ends quietly and gracefully, almost announcing the following
Intermezzo in A flat Major, Op. 76, No. 3.

Thie & flet Intermezzo is certsinly unusual music. It

seems at first sight to be whimsical music, but after more
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careful observation its sensitive and serious qualities
become more obvious. J. A. Fuller-Maitland:3 comments that
this Intermezzo's ". . . strange accoustic effescts produced
by sustaining the thin high chords upon a fleeting accom-
paniment produces ar impression guite new to music." As can
be seen in the following example, in sectioﬁ one there is an
intricate Intertwining of the melody between the hands, a

trait that has become prevalent in Brahms' charscterstticke:

Fig. 9--Intermezzo in A flat major, Op. 76, No. 3,
measures 4-%,

The eighth-note accompaniment is difficult to play well and
the arpeggiando marks do not make things easier.

Triplets are used for the second theme melody. This
triplet section reaches a climax of extraordinary beauty

which brings fto mind & similar climax in an early

137, &. Fuller-Maitland, Brahms (Iondon, 1911), p. 95.



Rachmaninoff wm:'k.l’+ The beginning theme re-enters after
this climax in almost exactly its original state with
intertwined melody, et cetera. The Insertion of the 3/2
signature at the beginning of the fourth bar from the end
1s undoubtedly intended to lengthen the feeling of "line"

in the last phrases. Bar lines placed every four beats

would destroy the clarity of the phrases as can be seen by

the following:
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Fig. 10--Intermezzo in A flat Major, Op. 76, No. 3,
measures 27—30.

The last A flat major chord containg the first note E flat
of the next JIntermezzo 1In B flat mzjor. HNothing particu-
larly novel occurs in this plece. It has the Rrahms
atmosphere, clearly recognized at times in section "AM
when the bass echoes a rhythmic or melodic figure that has
Just been heard in the melody. The initial melody is quite
simple; this fact and the aforementioned echo of thematic
material in the bass (the notes indicated by x's) can be

seen in the following examples:
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Fig. 1l--Intermezzo in B flat Major, Op. 76, No. &4,
a) measures 1-2, b) measures 6-7.
This plece seems like a simple but troubled dream, inter-
rupted by some sense of foreboding expressed by the double
thirds and $ixths in the middle and lower register of the
piano which form a second theme. This section is quite
short (seven measures) and the initial mood is restored by
a new melody similar to the first theme. The double note
section is repeated again at the end, but in a higher key
which has a less ominous effect than the first time this
figure entered. James Hunekerl® considers this piece
enigmatic but significant. He says:

This Intermezzo is more shy, more diffident /than
the other pieces in opus 76/; marked Allegretto
grazioso, its graciousness is veiled by a hesitating
reserve which becomes almost painful. Note where the
double notes begin; mark the progression and its dark
deflectlon., But it 1s a beautiful bit of writing,

with something in it of the nocturne, and full of
enigmatic trouble.

15James Huneker, "The Pianoforte Music of Johannes
Brahms," Selected Plano Compositions of Johannes RBrahms,
Rafael Joseffy, editor (Philadelvhia, 1910), p. xiii.
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The next Capriccio in € sharp minor (Cp. 76, No. 5)

takes up the sense of foreboding that was threatened in the
previous Intermezzo in B flat major and becomes a tempes-
tuous and passionate character piece. The form is
rhapsodic but the two fast sections separated by a short
lyrical section might be considered broadly sz A B A. The
agitated feeling expressed in the first section by s
relentless rhythmic drive is abated only by s short tran-
quil section, but not for long. Then eppears in the return
of the fast sectidn following the lyrical part “B" an
ingenious use of an effective rhythmical device that can
be found often in Brahms. It begins (see Figure 12a) with
a succession of fast three-note figures. Eight measures
later (see Figure 12b) the same figure, having been repeated
several times, assumes larger proportions in its big chords
and octaves, thereby reaching more dramatic heights.
Finally (see Figure 1l2¢) these three-note figures, pre-
viously primarily rhythmic, now become agltated melodic
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Fig. 12--Capriccio in € sharp minor, ©p. 76,
a) measures 71-72, b) measures 80-82, ¢) measures 87-88,

phrases. For fifteen measures this melodic figure builds

to a climax which hardly has time to abate before the coda
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commences with the same tense three-note figures, accom-
panied by repetitive descending bass octaves and inner
figuration. The plece ends with full and fortissimo
C sharp minor chords.

The Intermezzo in A Major, Op., 76, No. 6, follows the
C sharp minor Capriccio. A calmer mood prevalls here.
Clara Schumann16 liked this plece less than any of the
others in this opus. She complained of its being too
"Chopihesque.“ William Murdochl? also says:

This Intermezzo has slow-moving triplets through-
out, with many cross-rhythms, characteristic of Brahms
in a reflective mood. The soft transient harmonies
remind one of Chopin, yet the f sharp minor section
often has a Mendelssohnian flavour. As a composition

it is rather slight, charming and tender, not partie-
ularly interesting nor of much character.

Bdwin Evansl8 believes that it has an affinity with a
later intermezzo.

Although not so fully developed, the general trsit of
this piece 1s the same as that of Opus 118, no. 2. In
other words, it consists of music which appears not to
seek a climax, but to revel in serenity and evenness of
sentiment. It is a tonal expression of contentment.

The only unusual feature in this Intermezzo is the extreme

use of the rhythmic device two-against-three. In section

16Litzman, op. ¢it., p. 38.

17%4i11iam Murdoch, Brahms (London, 1933), pp. 254-255,

ISEvans, op. ¢it., p. 189.



one the triplet figure 1s found constantly in the treble,
whereas in section two the 5ass has the triplets in the
accompaniment. The plece ends with a quarter note A major
chord followed by a single guarter rest. The beginning
cherd of the melancholy Intermezzo in A Minor, Op. 76,

No. 7, that follows is in almost the same chordal position
as the final chord of 1ts predecessor. The theme of the
first section 1s stated at once, and just as quickly do we
notice a similarity to the F minor Nocturne, Op. 55, of
Chopin. The following examples show the likeness in the

melodic lines:

Mederats se mflce
_ el &

g .
Ehaiks
L
ANN |

iy . =
- | /"r;“Qﬁxiw_

—— ]

[EI==c==SE A==
o i

- -t

w -

D o U e S

Fig. l3a--Intermezzo in A Minor, Op. 76, No. 7,
measures 1-3.
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Fig. 13b--Chopin, Nocturne in E‘Minor, Op. 55, No. k4,
mezsures 1-2.

This Intermezzo has two moods, as do most all of these

characterstﬁcke; The first is lonely and melancholy, as
1s expressed by the_simple chordal theme. Nine measures
later the second theme is introduced. The eighth note
accompaniment in broken chords gives this section a more
regtless mood than the initial section had. This "Bt part
1s considerably longer than the initial section, but
finally comes to a complete halt, followed by a half note
rest. Then the first theme is restated in its exact
original form. The final A minor chord heralds the be-
ginning of the last piece of this opus, the Capriccio in
C Major, Op. 76, Wo. 8. This connecting link between these

pieces can be seen in the following examples:



48
(b)‘ Anmutia (€0 ‘Wﬂ '

Fig. 14--a) Intermezzo in A Minor, Op. 76, measures
46-47s b) Capriccio in C Majer, Op. 76, measure 1.

This connecting link seen in Figure 14 might have been more
obvious had Brahms written a fermata over the first note of
the Capriccio. |

The mood reflected within this gay piece is truly
caprice-like. Besides the B minor Capriccioc of this same
opus, this is no doubt the most difficult one of the group
to play. Figuration 1s more prevalent here than In any of
the other characterstiicke yet encountered. The eighth-
notes are quite fast and require light and sccurate finger
work, and the last five measures of the piece with their
double notes and octaves provide challenge to the more
mature planists. The melody does not contain as much
interest as does the harmony. Sudden and often startling
modulations are prevalent in this plece. Some of these

modulations may be seen in the'following'example:



ry

49



50

"’F—ﬂ—“; Tl
—— ' %
o ‘ﬁE ' Eﬁiﬂ'IhA < #ﬁi -4% _ j%
Y - { . -} f ¢—_-—‘
' ‘ : | | ! —;:‘_'_ET:W:::: !
' 5%: | ﬁg cres. ;Ef’”” ;\
é?L“ l;ﬂfiw T i -
R ¥ ﬁ"r;ww Ly s ~—
 E maon

5 2
2 > 4
PR
: _7/” —
«..l . \l

e . Amuer

Fig. 15--Capriccio, Op. 76, No. 8, measures 25-34

The ¥iolin Congerte in D Major and the G Major Sonsta
follow the Klavierstticke, Op. 76. Brahms, however, was
still interested In the planoforte. Soon there appeared
the two Rhapsediez, Op. 79.

Zwei BRhapsodien, Op. 79
The young Brahms can be heard in the massive chords

and double notes that comprise the opening of the filrst

Rhapsody, Op. 79, No. 1, in Beminor. The title is slightly
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misleading as it is also for the number two of this opus and
the Rhapsody, Op. 119, No. 4, in that its form is more con-
cise than the name Implies. This plece could be analysed in
sonata-allegro form if the '"recapitulation" contained a
éheme of the "exposition" restated in the tonic key, but
this does not happen; consequently, the piece fits easily
into 2 rondo form, the sections of which appear in the
following order: A B AC A B A.

The vehement mood initielly established in section HAY
by the chords and double-notes fades into a more placid but
still agitated one with the transition to section "B". The
first subject in D minor of section "B" bears melodic
resemblance to one of Edvard Grieg's, which fact may be

seen in Figures 16a and 16bs
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Fig. 16--a) Bhapsody in B Minor, Op, 79, No. 1,
measures 30-33; b) Grieg, "The Death of ise" from Peer
Gynt Suite I, measures 1l-L.

Grieg apparently did not hesitate to "1ift" melodies
from the compositions of other composers. This melody of
Bralms ‘used in "Ase's Death" was not the first to be ad-

mired by the Norwegian composer. The main theme of the
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first movement of Grieg's Piano Concerto in A Minor, Op. 16,

strangely resounds with thematic material found in Brahms'
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Scherzo, Op. 4. It is interesting that Funekerl® asserts
that it was Brahms who used Grieg's theme from tise's
Death." He says:

Ferhaps, to show that no hard feelings were his be-

caugse Grieg used a theme for the Norwegian concerto

taken from the E-flat Scherzo, Brahms ingenuously
introduces as a lyrical part /in the Rhapsody,

Op. 79, No. 17 the theme from Grieg's Peer Gynt

suite. . . .

This, unfortunately, is not logical. The Peer Gynt

Suite I was composed around 1888, wheress Brahms' Rhapsody
appeared in 1880. Huneker, of course, may have had evidence
(not introduced in the source just quoted) that Brahms had
somehow seen the music to "ﬁse's Peath" long before it was
published but this seems improbable. It is 1llogical also
that the similarity in themes is purely accidental.

The development of this D minor subject of part "RY
brings to mind the fact that in both Rhapsodies, Op. 79,
Brahms takes a subject, presents it once, then presents it
again immediately in a higher key. Such thematic emphasis
1s extremely effective and raises climsctic tension to a
higher degree. Section "B" ends with some scale passages
that are almost unique in the piano works of Brahms. These

act as modulatory devices for the purpose of returning to

the key of section "B" (B minor) for its repetition. The

¥James Buneker, "Preface," Selected Plano Composi-
tions, edited by Rafael Joseffy (Philadelphia, 19105,
pp. viii-ix.



first is simply a three-octave F major scale. It is
followed two measures later by a three-octave G flat major
gcale which 1s really F sharp major in that it functions
as the dominant of the folloﬁing key. Usually, simple
scale passages do not enrich a composition, but in the
present instance they seem to magnify the frantic mood of
thls plece.

After the scales, section "A" is repeated with slight
variation for the purpose of modulation. The "CY" gection
enters in B major. It is another lyrical masterpiece and
is actually the second half of the aforementioned D minor
subject of section "B"; this time, however, it i1s in the
najor key with a different harmonic background. This
section is quite long, especially if its three parts are
repeated as they are written. Finally, the lyrical section
ends with a sudden minor chord announcing the return of the
violent first subject of section M"AM COnce again thls sec-
tlon unfolds itself, is interrupﬁeﬁ by section "BY ggain
and states itself once more before it pauses just before a
coda which changes the previously passionste mood into a
sad and mournful one, even though the harmony changes to
major four bars from the end. The D minor subject of the
R section makes a beautiful reappearance inlthe low

register tenor in this coda. William Murdoch20 says of

20Murdoch, op. cit., p. 258.
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this coda: "The coda is wonderful. Brahms had learnt the
art of coda-writing in his youth. Bach and Beethoven had
been his teachers and the aptness of his studies can be
proved by the superdb examples with which his works are con-
cluded. "

The second Rhapsody, in G minor, Op. 79, No. 2, 1s

marked Molto passionato, ma non iroppo allegro. This is the

rost strangely named of all the rhapsodies, for it is in

a clear sonata-allegro form. There 13 no introduction. The
main theme of the exposition enters with triplet figure
accompaniment which lasts throughout the piece. There are
four subjects heard in the exposition of this plece, all of
which are slightly different in character. The first, which
1s announced without introduction, appears, as did the
second subject melody of the first Rhapsody, in fwo keys,
one statement following the other lmmediately. The second
.subjectiﬁ chordal and staccato in contrast to the first
subject which 1s marked legato. It is interrupted by thez
lyrical third subject which introduces itself in right hand
melodic octaves and left hand arpeggiated accompaniment.

The fourth and last subject of this exposition inserts a
different mood entirely. The perpetual right hand triplet
accompanying figure and the octave melody in the minor key
found in the left hand give this subject a more serious

quality than is found in the other three subjects. After
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this appesars there 1s found a double bar repeat sign, the
conventional indication found at the end of the exposition
in sonata form. Immediately thereafter commences the
development section. The flrst subject of tﬁe exposition

is trested with harmonic and melodic development but its
initial rhythmic background (the triplet figure) remsins

the same. Subjects two and three of the exposition do not
appear in this development. Subject four, however, re-
ceives qulite lengthy treatment, even appearing combined
with the first subject. The recapitulation commences as

did the exposition with the firgt subject's sudden announce-
ment. This section unwinds itself as it did in its previous
state with the third subject's appearsnce in the tonic key
being the final authentication of the surmise that the piece
is in sonata form. A short coda with arpeggiated left hand
figures in triplets and a slow trill-like figure in the |
right hand ends this Rhapsody.

A few more stylistic features in this G minor Rhapsody
bear mentioning. An interesting planistic device, hitherto
used seldom in Brahms' pianoforte works, is employed from
the beginning of this plece and is found Intermittently
throughout the three sectiocns therein. It is the cropssing
over of the left hand to continue briefly the melodic
phrase the right hand has commenced, as 1s seen in Figure

17.
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Fig. 17--Bhapsody, Op. 79, No. 2, measures 1-2

Many keys are traversed in this Rhapsody, a now
established characteristic of Brahms. In fact, the
tonality of G minor is not heard until the eleventh bar,
the plece having already suggested the keys of B flat major,
F major, C major, G major, A major, E major and B major.
The rhythm is basically very simple, the triplet figure
predominating the rhythmic background. There are no new
time signatures or tempo changes after the initial indica-
tions. The mood is not as stern as in the B minor Rhapsody
and this piece appeals more to the emotions, whereas the
first Bhapsody is more intellectual. According to William
Murdoch the B minor Rhapsody ". . . is all more intellsctual
than emotional."?l He says of the G minor Rhapsody: "The

second Rhapsody 1s a far more emotional piece of music . . .

211pid., p. 258.
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it has always suggested a passionste lovesong, with its
- fervor, intensity and dramatic fire."22

After the rhapsodies appeared, 1t was to be sometime
before PBrahms composed sny more characterstﬂcke. In the
interim there appeared, among other works, the overtures,

the B flat Major Concerto for piano and orchestra and the

e

Symphonies, Nos. 3 end 4. 1In fact, when he started the
Phantasien, Op. 116, he was to see the publication of only

six more opers before his death in 1897.

Phantasien, Op. 116

The Capriccic in D Minor is the first in this series

of phantasies. The tempo indication 1s Presto energico. A&

burst of energetic octaves and chords begins this virtuosie
piece. There 1s much harmonic beauty in all of Bréhms'
music, but it is epitomized in this composition. The
descending diminished seventh arpeggi with left hand octave
doublings appear several times. This is a show-piece of the
proportions heretofore not sttained in any of Brahms' char-
acterstilcke. Its cross-rhythms and short two- and three-
note phrases give this Capriceio a breathless character

that is carried through to the very last chord.

The following piece, the Intermezzo in A Minpor,

Op. 116, No. 2, contains less of interest than the other

227p14.

it
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phantasie pieces in opus 116. The two-against-three
rhythmic problem is encountered in the opening 3/% (andante)
section in which the right hand has the eighth notes which
form the melody, while the accompaniment has the triplets.
The meter changes to 3/8 with the sudden use of sixteenth
notes (non troppo presto) for the "B" section. Part "B"
contains an wnusual amount of figuration. The left hand
hag simple eighth notes while the right hand is occupied
with sixteenths. Almost each beat in every measure of this
3/8 section contains an octave leap; the same direction for
these leaps is never consistent, for example in the first
measure of this section the first beat in the right hand is
made up of an octave skip up, whereas the second beat is an
octave skip down, et cetera. This section is followed by a
restatement of the initial theme which ends the piece.

The Capricclo in G Minor, number three of this opus,
opens with exciting passage work., It is marked Allegro
bassionato. An unusual feature appears in the ninth bar.
For five consecutive bars thers are parallel passage~work
runs, such that are not often found in Brahms, building up
to an sugmented restatement of the initial theme. Rather
than parallel passage-work the hands usually are made to go
in opposite directions. This unison figuration recurs
several times in this.piece so there must have been some

significant reason for its use. It creates a whirlwind-1like
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drive. The Un poco meno Allegro middle section is all
chordel music, as in direct contrast with the running
passage-work of the beginning and end of the piece. The
melodic material herein can be traced back to a motive of
the original theme of section one, but this second section
is of such a different character and mood that it is diffi-
cult to recognize any trace of the former theme without
stretching the imagination. This is an effective and
brilliant piece with 1ts passage-work and chordal "B"
sectlon, vet it does not seem to be as difficult as the

D VMinor Capricecio of this same opus 116.

The Intermezzo in E Major that follows this preceding
vigorous work 1s a pleasing contrast. At once it is obvious
from the simple, not-too-long phrases that this piece dis-
plays Brahms at his lyrical best. There is some more
hand-crossing to do in this piece, but in this case it ig
all done with the right hand crossing over the left.

The initial thematic material starts as a melody in
the right hand but a second voice joins it at its second
statement. The following duet is no doubt one of the most
beautiful in all piano literature and it has long been a
source of speculation as to which voice should be the

predominating one.
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Evans23 marvels at the fact that there are three
subjects introduced in this plece and all are sufficiently
taken care of and yet the plece extends only to seventy-two
bars. FHe comments: “Generally spesking Brahms, in his
later planoforte works, has well taught us that the con-
tents of a piece are by no means to be estimated by the bulk
of it." These three subjects are not developed in any sense
of the word but rather they are introduced and repeated in
such a clever pattern that it seems as though they are being
developed. BSection one reveals theme T and theme IT in the
following manner: I, IT, I, II. Section two introduces the
third theme (new melodic material). And section threé com-
bines the three: I, III (slightly varied), II. There is
very little variance in the repetitions of these themes;
they are restated, usually as they had initially appeared.

This Intermezzo, according to Philip F. Radcliffe,zu
was originally entitled "Nocturne." This might very well
be a good title for the piece. Although it is much sheorter
than any of the Chopin nocturnes, it has the same atmosphere
found in these latter works and it would certainly not be

overshadowed by any of them,

23Evans, on. cit., p. 219,

ghPhilip F. Radcliffe, "Brahms," Grove's Dictionary,
fifth edition, edited by Eric Rlom (London, 195%).
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The Intermezzo in E Minor, number five of opus 116, is

marked Andante con grazias ed intimissimo sentimento. The

"intimissimo sentimento" has been encountered previocusly in
the middle section of the fourth Ballade, Op. 10, in B
Major. Evans2) comments thus on such markings:

It relates to a particular intrieacy, and happens
in passages which seem to pertain to keyboard mysteries
which the composer has himself unlocked, and which he
smilingly hands over to us for solution. There is much
meaning in Huneker's phrase when he says that "the
intimacy 1s all on the side of the composer . . .V

The most unusual feature of this Intermezzo is the hidden
melody of sectlon one. It can be heard when the piece is
played but cannot be easily discerned from the musical page.
The circled notes in the following example trace this melody

through the opening bars:

Andu*cémgrama;l trtiens50mo sentiments

Fig., 18--Intermezzo in E Minor, Op. 116, No. 5,
meassures l-2.

25Evans., op. ¢it., p. 221.
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This is a mysterious and enigmatic composition, completely
understood, perhaps, by Brahms alone.

The following Intermezzo in E Major, Op. 116, No. 6, is

the antithesis of 1ts predecessor. It is quite simple and
without mystery, and there is melodic beauty here that is
surpassed in this opus only by the fourth Intermezgo, in E
major, Op. 116, No. 6. ,The theme is stated at once but it
is rather a dialogue between the alto and soprano than a

single theme, as may be seen in Figure 19:
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Fig. 19--Intermezzo, Op. 116, No. 6, measures 1-b

There are dialogues of this kind in a great deal of the
plano works of EBrahms. The lyrical sections of the Plano
Concerto in D Minor, Op. 15, are literally teeming with
themes ocecurring simultaneously. ©OSuch is, of course, one
of the most appealing of Brahms' characteristics, but these
themes présent perplexing problems in trying to emphasize

the most important one in performance. The beautiful



64

arpeggiated E major chord at the end of this Intermezzo is
reminiscent of the similar chordal arpeggiandi in the
second Ballade, Op. 10,

The diminished seventh chord is completely overworked
in the following and final Capriceio in D Minor, of opus
116. Brahms always seemed to favor diminished sevenths,
for instance in the opening Capricclo of this opus 1163
that is, the descending arpeggi that have been previously
mentioned are all diminished sevenths. There are fourteen
such arpeggi in that plece and many diminished seventh
chords and arpeggl can be found in the works between these
Capriccios, numberé one and seven, but in this number
geven the structure of practically every chord in the
first section is diminighed. With such prevalence of one
type of harmony, interest 1s defeated at the outset and
boredom naturally ensues. Although the piece is brilliant,
it is a strange choice for the final piece in such a re-
markable collection as this opus 116. Evans26 comments on
the little cadenza found in the middle (measures 49-63) of
this plece:

[The quasi-cadenza/ is of very ordinary character;
nor can it be said that he does much with it. Separ-
ately considered, it is about as weak a piece of

writing as we shall find; but having the popular
quality of brillisncy, it will never lack admirers.

261p1d., p. 225.
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Following thigs cadenza 1s a repetition of section "A." The
time meter is changed to 3/8 for the closing section which
ends the piece with a brisk chordal treatment of the

diminished seventh arpeggilsted figure of the first section

theme .

Drei Intermezzi, Op. 117
According to William Murdoch27 these pieces were com-

posed at the same time as the Phantasien, Op. 116. They are

all lyrical and unpretentious pieces. The first Intermezzo
in E flat major has perhaps the most interesting background
of the three. Brahms was apparently inspired again by a
Scottish poem contained in Herder's Stimmen der V#lker in
Iieder, @s he was by the "Edward" ballad which was the
inspiration for the first Ballade, Op. 10. As before, the
music fits the stanzas of the poem almost perfectly.
Bvans28 explains the origin of the Scottisb title:

The inspirstion for this piece like that of the
first ballade of op. 10, is taken from a poem con-
tained in Herder's *Stimmen der Volker in Lieder';
and is likewise one which Herder translated from
Percy's 'Reliques of Ancient Poetry' (Vol., II,

p. 194); the original title in this csse being 'lady
inne EBothwell's Lament,'
The form (A B A) is qulte simple. The 6/8 meter

(Andante moderato) gives the music a Iullaby effect. The

27Murdoch, op. cit., p. 266.

28Evans, op. cit., p. 228.
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harmony of sectiocn one is unusually simple for Brahms, The
first three measures of the piece are all based on the tonic
chord in B flat. The theme 1is stated at the very beginning,

and the following example will show how the words from the

poem might be sung to the musiec:
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Fig. 20--Intermezzo, Op. 117, No. 1, measures 1-U

The second section ig in the key of B flat minor. It

is marked Piu Adagio; this fact and the change to the minor

key give this "BY section a different, perhaps sadder, mood

than is found in gection one.
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The "A" section reappears with the initial melody
beautifully intertwined between the hands instead of being
entirely in the right hand as it was in its original
statement. Figure 21 shows the reappesrance of the

section one subject:

Un poca piv Andante

Fig. 21--Intermezzo in E flat Major, Op. 117, ¥o. 1,
measures 3839,

There is only one forte indication in the entire
piece and this is found five measures from the end. It is
followed by a diminuendo and ritardando indication whieh
gives the pléce a‘serenely tranquil ending.

At first sight the second Intermezzo, in B flat minor,
effects a striking visual impression. The notes are prac-

tically all thirty-second or sixteenth notes but the meter

is 3/8 and the tempo indication is Andante non troppo & gon
molto espressione; therefore, the plece is not as fast as it

appears to be. BSection one is characterized by arpeggi.
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Bven the right hand melodic figure is more ornate than is
the usual Brahms melody. The actual melody, however, is

probably the notes circled as such in the following example:
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Fig. 22--Intermezzo, Op. 117, No. 2, measures 1-3

The second section is less restless and ornate than is
section one, the thirty-second notes having been abandoned
for the use of sixteenths and eighths. The melody of this
"B" part is derived from the section one melody, zs seen
in Figure 23, A short cadenza-like transition connects

section twe with the restsastement of section one. This
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Fig. 23-~Intermezzo, Op. 17, ¥o. 2, measures 23-26

cadenza-like period is almost entirely a great long
arpeggio usually built on a diminished seventh cheord,
rising end falling without melody and creating a purely
harmonic effect. The thirty-second notes, having re-
appeared in the cadenza, lead back to a varied statement
of section one. A closing section soon follows, reminiscent
of part "B" in its lack of figuration and chordal structure,
and the piece ends with a long two-measure B flat minor
arpeggio.

The third Intermezzo, in C sharp minor, completes

opus 117. It is perhaps the best single piece example of
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Brahms' piano style. There are three sections (4 B A form),
all of which contain specific characterics of Brahms!

musie., In section one, the theme is stated at once appear-
ing in unison form with single notes in the right hand and
octaves in the bass. The theme itself is a five bar sub-
Ject. Other thematic material 1s phrased alse in five bars.
The main theme appears in middle voice and is augmented at a
point five bars before section two commences. The HB"
section is in the key of A major. There is more figuration
found here. Diminished arpeggios and syncopation character-
ize this middle part. A short transition leads back to a
variation of the initially stated themé; this same variation
appeared first in section one. The pilece ends with the main
theme somewhat zugmented with a Piu Lento indication.

This piece might have been inspired by some somber
story. The muslc has a narrative quslity that is suggestive
of the Ballades, Op. 10. It might be compared with number
three of opus 10, not because the notes 1n the two pileces
are similar but because they seem to have a2 similar basis

of inspiration.29

291pid., p. 233.
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Klavierstticke, Op. 118

The Klavierstdcke, Op. 118, and the Klaviersttcke,

Op. 119, are Brahms' last representatives of the character-

stHcke.
William Murdoch3® expressed regret of this fact:

Opus 118 is a little more important than the opp.
116 and 117, and suggests to us that this new phase of
the composer's self-expression was developing in
emotional fervour and texture; . . . if his health
had permitted him, . . . pianoforte literature would
have been enriched by many more solos of this genra.
His technical ideas in his new style were expanding.
He had by no means come to the end of his ingpirations,
nor of hls resources for tone-color. From the pian-
ist's point of view his sudden failure in health was a
calamity, for the planoforte had become once more the
favourite medium for the expression of his feelings,
as it had been in his youth.

The first plece in opus 118 is the Intermezzo in A
Minor. The most striking feature herein is the fact that
the A minor harmony is seldom heard. The entire first
section could be considered to be in either C or F major.
The vigorous melodic subject of this section is introduced
at the very beginning, accompanied by a long arpeggio
phrase, one of Brahms' favorite technlcal devices which

can be seen in Figure 24:

30Murdoch, op. cit., p. 270.
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Fig. 2k--Intermezzo, Op. 118, No. 1, measures 1-k

The second section melody is in octaves also. It provides
for the first time in this piece a feeling of the A minor
harmony. Section two is rather short and leeds into the
restatement of the initial section's melody. A coda; begun
by a diminished seventh arpeggio ascending and descending
for four measures, ends the plece with a major chord
employing the tierce de FPicardie.

The following piece, the Intermezzo in 4 Major,
Op. 118, No. 2, is more lyrical than its predecessor. The
melodles of section one are quite simple, always in the
right hand while the left haend is occupied with an eighth-
not accompaniment. The non-harmonic tone appoggiatura in
measurs thirty-five, which is a mirror imitation of the
main theme, is especially beautiful. Filgure 25%a shows the
initial theme of section one and Figure 25b shows the

appoggiatura of the imitation:
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Fig. 25~-a) Intermezzo, Cp. 118, No. 2, measures 1-2;
b) measures 35-36.

Section two is in ¥ sgharp minor. The often used
device, right hand melody accompanied by arpeggiated
triplets, is found in this section. This part "B" lasts
for eight measures (unless the repeat signs are ohserved)
until a canonic chorale-like interlude in which the chords
in the right hand are imltated at the octave two beats later
in the left hand, interrupts for another eilght measures.
After this the '"BY" section theme is repeated, this time,
however, with a duet between soprano and alto. The sixths

and thirds used in this duet provide beautiful harmony.
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Section “AY" returns almost in its original state to be
followed by a closing section marked un poco animato for a
few measures, but three measures from the end there 1s the
expected piu lento indication.

The B de, Op. 118, No. 3, follows the A major
Intermezzo. The tempo indication Allegro energico is
almost unnecessary because the staceato right hand chords
and the octave basses, as can be seen at first glance, mark
this an energetic and volatile work. The mugic has a
narrative quality, as did the Ballades, Op. 10, and the
form 1s A B A, the usual form found in opus 10, but here
nothing 1s known of the literary inspirstion for the work.
Evans3l suggests that "the story from which this ballade is
founded hails from the North, that it relates to noble deeds
and the characters in 1t aré courtliy."

It is one of the best examples‘of the melodic contrast
between masculine and feminine expression.3? Section one is
composed entirely of the mood of the robust initial subject
set forth from measure one. Section two is in B major, a
key not closely related to F minor. The modulstion 1g
hardly regular., The last measure of section one has a G
major seventh harmonic background, as though section two

would be in € major. However, this G major seventh

31Evans, 9_2. Cit., ppo 2}"‘1""2)‘"2.

327pid., p. 242.



75

actually functions as mn augmented sixth chord in the new
key of B major, beginning in the following measure. This
"BY part is marked planissimo and has right hand double
notes for the melodic figure accompanied by a rising and
falling arpeggio accompaniment. The melody seems to be In
no way derived from or connected with the vigorous sectilon
one malody. This is mentioned because the contrasting
sections of these pieces usually contain melodic or har-
monic devices connescted in some way with previously stated
material. In other words, seldom 1ls there found completely
new material introduced in the second orwcontr&sting sec-
tion., There is, however, in this second ("B") section, a
four-measure phrase which echoes the energetic first

section but it is marked espresgivo and ig still within

the quiet mood of this second parf. Thé "AY section
returns almost exactly as 1t was initislly stated and the
plece closes with a very soft (indicated uns corda) re-
minder of the second section subject, heard this final
time in the minor key.

The following Intermezzo in ¥ minor is, according to
Evans,33 far better to look at than to listen to. The
canonic device used in all the sections of thls piece 1is

fascinating to follow but the absence of actuasl melody, or

331pid., p. 24k
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interesting harmony for that matter, gives this music less
significance compared with the lyrical masterpleces in
opus 118. The first section canon can be traced in
Figure 26a. Section "B" is also canonic with less figur-
ation than is used in section one. The beginning of this

part is seen in Figure 26b:
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Fig. 26--Intermezzo, Op. 118, No. 4, measures 1l-11;
a) messures 1-11, b) measures 52-58.
Section "A" returns with thicker chordsl structure given to
the triplet figures. The canon herein unwinds and the
plece ends in the major key, which is another use of the

tierce de Plcardie as in the Intermezzo, Op. 118, No. 1.

The following piece, Romanze, Op. 118, No. 5, is the
only example of the use of this title in all the character-
stticke of Brahms. Exactly what a “romance' would be is not
always easily determined, but this opus 118, number 5 seems
more of a pastorale. There are the usual three sections in

this piece. Section one contains a simple subject being
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treated almost without figuration with a pastorsle quality.
There is nothing unusual in section one although it 1s very
expressive music. Section two, aeccording to Evans,3h is a

village dance, It is marked Allegretto grazioso in /4%

(Alla breve) time. The most interesting oquality of this
section, other than its light and happy mood, is the pedal
bass. For thirty-one measures the first bass note of each
measure is the same. The other bass notes in all these
measures are only slightly varied to change the harmony.
The return aftar part "B" of section one with a.simple
restatement of the initial subject ends this Romanze.

The final piece of opus 118, the Intermezzo in E flat

Minor, Wo. 6, is perhaps the most difficult of all the
Brahms characterstiicke. The most exacting interpretation
is reguired here, as well as complete technical contreol.
The piece is in a rather nebulous A B A form; that is,
it may be considered more rhapsodic than simple but there
are three contrasting sections. Section one opens with
the initial theme appearing alone in the right hand. It 1s
interrupted by an ascending and descendlng diminished
seventh arpeggio in the accompaniment, as can be seen in
Figure 27a. From this point on, until the second‘section

enters, this initial thematic material is presented in

MIbid., p. 246.
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different keys, sometimes wholly and sometimes fragmentar-
ily, always, though, with the arpeggiated accompaniment;35
Section "B" establishes an entirely different mood. Its
octave melody and strange chordal accompaniment can be seen

in Pigure 27b:
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Fig. 27--Intermezzo in E flat Minor, Op. 118, Wo. 6;
a) measures 1-3, b) measures 40-43, c) measures 51-53.
The theme of section one appears rather surprisingly in the
midst of this ¥B" section but it is not out of the character
in thig section, because here it appears fortissimo with

chordal accompaniment. (See Figure 27c.) Section "A" is
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restated immediately following part '"B." The initial mood
is resumed and the piece ends with a long arpeggiated E
flat minor figure. ILawrence Erb36 says that this Inter-
mezzo, Op. 118, No. 6 ". . . 1s perhaps the most eloquent

expression of the tragic in all piano music.M

Klavierstticke, Op. 119

The Intermezzo, Op. 119, No. 1, in B minor (Adsgio) is
the first in this set of four pilano pileces. Technically, it
is a simple piece with few outstanding characteristics, The
section YA" melody 1is introduced from the very beginning
with slow descending sixteenth notes for an accompaniment.
The right hand melodic figure accompanied by off-beat
chords played by the right hand is a device also found
often in Robert Schumenn's pianoc music such as the Blumen-
stick, Op. 19. In section "BY" there are a few arpeggio
basses that accompany the melody. These mark the music, as
do most all of Brahms' arpegglos when wsed as accompanying
figures with an infallibly recognizable trait. Section "AM
reasserts itself and moves to a coda or c¢losing section, the
melody of which sounds like section "A™ but the rhythm is
like section "B." The pilece ends softly with a B minor

chord.

36Lawrence Erb, Brahms (London, 1905), p. 109.
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The Intermezzo, Op. 119, No. 2, in E minor, is also of
small proportions. The meter is 3/4 with the tempo marking

Andante un poco agltato. The theme of section "A" is intro-

duced immediately and just as gquickly it is seen that this
plece is quite unique among the charscterstticke. There are
no other such pileces written quite like thils with the almost
perpetual use of the rhythmic figure of two sixteenths
followed by an eighth. A similar rhythmic device was used

in the Veriations on s Theme by Robert Schumann, Op. 9

(185%)Y. This rhythmic figure in the Intermezzo can be seen

in the following example:

Fig. 28-~Intermezzo, Op. 119, No. 2, measures 1-2

This figure is interrupted by a more melodic ftriplet subject
which uses the melodic notes that were implied in the ini-
tial subject. This, however, lasts only five mesasures.

Some new material i1s introduced, similar to the inltisl
subject, which acts as a transition passage back to a

statement of the initial subject. This section ends with
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a B major seventh chord modulating to E major, the key of

section two. Marked Andante grazioso, this "B" section gets
its melody from material in seétion one, although it is very
well disgulsed with different rhythm and harmony. (See
Figure 29.) The melody is accompanied by ascending
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Fig. 29-~-Intermezzo, Op. 119, No. 2, measures 36-39

eighth-note arpeggios and there is very little of interest
except the lyrical melody. A very simple modulation (G
sharp of the tonle triad in E major is naturalled) starts

the insistent sixteenths and eighths of section one again
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and the plece goes through its initlal development again and
even: commences the second section, this time in E major, as
though to repeat it also, but only a fragment of that theme
is introduced and the piece ends three measures later in

E major.

The next plece, the Intermezzo in € Major, Op. 119,

No. 3, marked Grazioso e giocoso, is one of the few charac-

terstilcke that does not have two contrasting subjects. The
whole piece is built on the beginning subject found in the
alto volce. This theme appears in several keys, major and
minor, sometimes legato, staccato, augmented and in unison
octaves, but never is new thematlc materisl introduced. Nor
is there a change of tempo indicated after the Grazioso e
glocoso. A tenor figure that goes almost unnoticed in the
seventh bar of the plece 1s reheard occaglonally but without
significance until the thirteenth bar from the end when it
becomes a melody introduced at the climax of the piece, only
to have importance for five bars. The plece ends with an
ascending chordal passage similar to the difficult ending
passage in the Capriccio in C Major, Op. 76, No. 8,

The last piece of opus 119, the Rhapsodie in E flat
Major, Op. 119, Wo. 4, is, as were the Rhapsodies, Op. 79,
strangely nemed. It could be analyzed in a sort of sonata
form but a clearer and more logical analyzation is possible.

The whole plece is nothing more than a large three-part song
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form. Rach part, however, possesses three specific subjects
thereby almost creating entities within themselves. Thus,
the form of this piece may be briefly outlined as: aba cdc

(4) (B)
a1P8 plus a coda. The first subject of section "A" ig ob-

;gglsly heard more than the others. It is robust and
chordal in 1ts five bar phrases and i1s somewhat remindful

of Brahms' early plano pieces. The second subject of part
"AW is malnly chordal also, but it has some descending
sixteenth-note broken chords set against deep basses, never
heard, however, for more than three consecutive beats.
Following this, the first subject is reheard, as can be

seen in the foregoing outline. Section "B" opens with a

new subject (¢) in the relative minor key and the mood
herein is changed by the new key and the use of triplets
that are found at the first beat of every measure for nine-
teen messures in this section. The basses in this section
provide pedal-point harmony for thirteen measures. Murdoch3’
terms this subject "Schumannesque." He says: "Rrahms was
conscious of the similarity, for in a letter to Clara
Schumann he writes: 'I expect to see you smile over a round
dozen of the bars.'" Exactly why thls first subject of part

"B" 1s the part about which Brahms was referring is not

clear. Unfortunately, Murdoch does not solve the mystery

3vurdoch, op. cit., p. 280.
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by comparing it with a Schumann composition. The second
sutject (d) of this section is the first use of lyrical
mugic in this piece. It is in the key of A flat major and
the melody is in right hand eighth-notes. A rather
Mendelssohnian effect is attained by the arpeggiandi marks
that appear in both hands in this section.38 & restatement
of the C minor (c) subject reappesrs 8lightly augmented with
the use of octaves (still marked piano) before the restate-
ment of section "A." This return of section "A" offers a
rhythmic, melodic and harmonic variance of its initial
subject, now called Ay, after which appear subjects two
(with right hand broken chords) and finally a restatement
of subject one in its original state. The reiteration of
subject one is quickly followed by a long coda in E flat
minor. The plece ends with bravurs octaves and chords.

It is interesting that this last pianc solo of Prahms
would contain so much that is reminiscent of his youthful
piano works. The heavy chordal structure iz the most
glaring example of this fact. Evans3? comments on this:
"The general trait is that this piece is too heavy for the

plano. It has not the appesrance of having been designed

3800mpare thls section with Mendelssohn's Zong Without
Words, Op. 62, No. 6. -

39EVans, op. cit., p. 256,

el
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for the instrument.® Murdochho suggests that perhaps Brahms
realized this might be his last pilanoforte composition and
he wished to prove that his youthful vigor was still in-
tense and that he could write quite as powerfully for the
plaro ss in the days of the F minor Sonata, Op. 5, No. 3,

though with more affection.

Conclusion

This study has not been an attempt at a formal analysis
of the characterstticke of Brahms, but resther a discussion of
the development in the Romantic era of this type of piano
sole with speclal emphasis regarding some of the outstanding
features found in the pieces of Brahms. Fortunately,
Brahms' planoforte music was composed in three distinct
periods of the composer's 1ife thereby offering at the
outset & comprehensive chronological outline. These
perlods, as have been mentioned in the foregoing chapter of
this study, are aptly called by Evans*l: I. Symphonic
(1853-1856), II. Technical (1861-1866), III. Contemplative
(1870-1880, 1892-1893).

In Brahms' "symphonic" period there appeared, other
than his first representatives of the characterstiicke (the

Ballades, Op. 10), the three sonatas (opera 1, 2, 5) the

lml‘fv‘lt:t.’c'doch, op. ¢it., p. 280,

*11p1d., p. 33.
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Scherzo, Op. 4, and the Variations on a Theme by Schumann,

Op. 9. The term "symphonic® implies, of course, the pre-
dominant orchestral character of these piasno pieceg. The
more formal works of this period, that is the sonatas and
Scherzo, are more orchestral than the ballades. The thick
heavy chordal structure found in this period demanded more
from the planc than it was able to give.

In the gécond or “technical" period there were no
informal pieno pieces (i.e. charscterstticke) composed.
Therein appeared the vast sets of varistions, such as the

Yariations and Fugue on a Theme by Handel, Op. 24, and the

Studies (Variations on a Theme by Paganini), Op. 35, about

which Evans¥2 says:

If the variation form may be considered technical
for the executant, 1t is no less technical for the
composer. Like the scale from the executive voint of
view, which can gomehow be played by the merest pupil
--but which reguires a master for its finished yer-
formance, the variation-form may be easily filled by
an ordinary student--though the 'philosophic vari-
ation' . . . /of Brahms' type/ is ever of the rarest.

» + « There is no variation which could not
easlly be taken and amplified into a larger work; nor
any two of them which resemble one another, fexcept/
in the one thing~-that they have a common basis in
thelr theme.

Evans also groups within this second period the first piano-

forte Concerto in D Minor, Op. 15, the Varistions for Four

Hands, Op. 24, and the Valses, Op. 39.

%21p14., p. 33.
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The third or "contemplative' period contains the great-
er part of Brabms' planoforte works discussed in the
previous chapter of this study. The various titles, such
as "intermezzi," "capriccios," 'rhapsodies," et cetera,
although they are neither specific nor programmatic titles,
can be generally categoriged according to mood. The title
"intermezzo" and "romance" has been applied to the pieces of
more pensive character, whereas the "capriecios" and ”rhap-
sodies" uniformly appear to be in a quicker movement.

There is found a predominance of the slower pieces, as is
seen by the fact that there are nineteen pieces with slow

tempo indications, such as Andante or Adagio, as compared

with the eleven pleces with indications Allegro agitato,

Presto energico, et cetera. This is not surprising, how-

ever, because Brahms seems to have Inherited from Schumann

a "horror of display for display's sake,"h3 and conse-
guently preferred to play and compose lyrical rather than
brilliant techniecal music, The form used in the majority
of these pieces is simple A B A, with the A sections con-
trasting in mood with B section; however, in the rhapsodies,
one of which can be analyzed clearly in sonata-allegro form,

a larger scops 1s used. In thils "contemplative! period is

“33. A. Fuller-Maitland, "Brahms," Groves Dictionary of
Music and Musiciang, third edition, edited by H., C. Colles
(New York, 1936).
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found more pilanistic music than Brahms had hitherto composed.
The Instrument is utilized to its fullest effects, and a
definite change in style is obvious in these pieces.

It is interesting that Murdochhh considers this change
in style so radical that he states:

If one were to examine the pianoforte works of
Brahms, without knowing anything of his other compo-
sitions or of the great changes that took place in his
style and outlook, one might easily conclude that they
were the work of two men. Almost a dual personality
is revealed. . . .

This is only partly true, for there are characteristics
found in the late works that were quite definitely sug-
gested in the early pleces, such as the disregard for the
position of the bar-line which brought about rhythmic
complexity, and the radical contrasts in tonality. And,
indeed this latter “contemplative" period is not without
some musiec, such as the Rhapsody, Op. 119, No. 4, that ig
reminiscent of the youthful "symphonich period. Evans'%9
opinion, ss in opposition to Murdoch's, seems the more
agreeable:

Never in the whole history of musie were first
works so completely representative of their composer;
and, as events have proved, so epitomical of his
entire career. . . . In Brabhms . . . 1t would be
difficult to point to any characteristic of the later

works, the germ of which is not to be found in those
of this first period.

L+l+Murdoch, op. cit., p. 207.

L5"5Evams, op. git., p. 25.
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Composition of characterstiicke witnessed its height in
Brahms' informal pilano solos of the first and last periods
but this appealing style of compesition will, without doubt,
always maintain considerable popularity. Certainly Debussy
was not averse to the use of the "prelude" type of compo-
sition and composed twenty-four pieces with that general
title, although each had a specific impressionistic title.
Characterstiicke can be sketchily traced down to the present

through Ravel (Miroirs), Poulenc (Novellettes and Im-

promptug), Prokofieff (Sarcasms), Bartok (Bagatelles) and
Shostakovich (Preludes). Whatever may be the outcome of
contemporary innovations, such as new tonal systems, et
cetera, the simple form of the characterstiicke will easily

lend itself to infinite use.
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