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CHAPTER I

BIOGRAPHY 

Born April 2, 1873, on the estate of Oneg in the 

province of Novgorod, Russia, Sergei Vassilyvitch 

Rachmaninoff was the fifth of the six children of 

Vassili and Lyoubov Boutakova Rachmaninoff. Rachmaninoff's 

aristocratic descent was traced to the Hospodars Dragosh, 

rulers of the realm of Molday from the fourteenth to the 

sixteenth century. One of the daughters from this f family 

had married a son of the Grand Duke Ivan III of Moscow.  

The son's nephew was named Rachmanin, and from this source 

the family name originated.1 Rachmaninoff's mother was the 

daughter of a general, head of Araktcheyev Military College 

in Novgorod and the owner of a number of estates in the dis

trict. It was with a dowry of five of these estates that 

Lyoubov Boutakova married Vassili Rachmaninoff, and on one 

of these estates, Oneg, the couple settled down to married 

life.  

The first major crisis in the Rachmaninoff family oc

curred in 1882, when Sergei was nine years old. His father's 

riotous living had reached such a point that he had squandered 

most of his own property and all but the Oneg estate (on which 

John Culshaw, Rachmaninoff (New York, 1950), p. 14.

1
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they were living) of his wife's dowry. This situation 

eventually led to a final separation of Rachmaninoff's 

parents, the Greek Orthodox Church not permitting divorce.  

Rachmaninoff, his mother, brothers and sisters moved to 

St. Petersburg in the early months of 1882.  

Rachmaninoff's introduction to the piano, administered 

by his mother, came when he was four years old. Two years 

later he began lessons with Mlle. Anna Ornazkaya, a gradu

ate of the St. Petersburg Conservatoire. Mlle. Ornazkaya 

recognized his talent and urged that young Rachmaninoff be 

sent to St. Petersburg Conservatoire. Financial affairs 

made this impossible, but Mille. Ornazkaya prepared him for 

a scholarship which he eventually obtained when he entered 

the Conservatoire in 1883.  

Rachmaninoff's progress was rather erratic, his inter

est in music being not intense. Rachmaninoff's mother spoke 

to one of her nephews, Alexandre Siloti, a young but most 

talented musician who had studied at the Moscow College 

under Tchaikovsky and Rubenstein, and who had just returned 

from a two-year period of study with Franz Liszt. Siloti 

advised that Rachmaninoff be sent to Nicholai Sverev, 

Siloti's early teacher. It was agreed, and Rachmaninoff 

went to Everev in the autumn of 1885 in Moscow.  

It was while under the tutelage of Sverev that 

Rachmaninoff changed from rowdy youngster to serious young 

musician. Sverev proved to be a severe disciplinarian.
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Rachmaninoff lived in Sverev's house with two other young 

men, Maximov and Pressman. Visits to family were prohibited 

while studying with Sverev, and household rules were ex

ceedingly strict.  

The rumours of Sverev' s excessive strictness 
with which I had been frightened proved to be 
utter nonsense. He was a man of rare intelli
gence and great kindliness, qualities that earned 
him the highest respect from the best of his 
contemporaries. He was an enthusiastic admirer 
of Dostoyevski, whom he had known personally and 
whose works he had closely studied. Yet his 
irritability was as great as his kindliness.  
When he lost his temper he was capable of at
tacking his victim with his fists and throwing 
at him any object within his reach; in some cases 
he mighIt not have hesitated even to kill his 
opponent. We boys had many a chance to test his 
"loose wrist." I was chastised by him four or 
five times, but never, as the others, for any 
"musical" sin. In my case they always said: 
"To-day the boy's laziness has got him into 
trouble again. But on the whole Sverev was 
an unusually humane, fine, and noble-thinking 
man. Amongst the Professors at the College of 
Xusic, who--with the exception of two or three 
outstanding artists teaching in the high 
"virtuoso" classes--were ordinary, uninteresting 
people of a mediocre mentality, Sverev was by far 
the most original character and distinguished 
himself through his vivacious and sparkling in
tellect, whigh lifted him high above his 
environment.  

Sverev's pupils were given a sound basis of literature 

and languages, and in addition to this, he took them regu

larly to the theatre, always occupying the best box in the 

house. He encouraged the boys to discuss matters musical 

2Oskar von Riesemann, Rachmaninoff's Recollections 
(New York, 1934), p. 44.
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and otherwise, and was long in advance of his time as an 

advocate of self-expression. Sverev, through lavish 

entertainment, gave his students opportunity to meet the 

highest musical and theatrical celebrities. It was in 

Sverev's house that Rachmaninoff met Tchaikovsky, who had 

great influence upon Rachmaninoff's compositions.  

While studying piano with Sverev, Rachmaninoff began 

harmony and composition with Arensky at the Moscow Conserva

toire. He later studied counterpoint under Taneyev also at 

the Conservatoire.  

As for the theoretical studies, they were 
divided between two teachers, the composers 
Arensky and Taneyev. Anton Arensky had the 
class in free composition and fugue, and Sergei 
Taneyev taught counterpoint. Both men left a 
definite mark on Rachmaninoff--one on his music, 
the other on his character.  

According to the stories told, Arensky 
hardly ever drew a sober breath and did not 
like teaching, but fortunately he took great 
interest in Sergei right from the start.  
Arensky's influence was twofold: on the posi
tive side his influence showed in Rachmaninoff's 
songs and particularly in the full melodic piano 
accompaniment, while in the negative side it was 
due to Arensky that Rachmaninoff's music had much 
of a "salon" character.  

As for Taneyev, it was the personality of 
this remarkable man that impressed Rachmaninoff, 
who looked up to4him as a model of high princi
ples and ideals.  

A disagreement with Sverev about living conditions 

changed and had effect upon Rachmaninoff's life.  

3Culshaw, op. cit., p. 21.  

4Victor I. Seroff, Rachmaninoff (New York, 1950), p. 27.

sm
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Rachmaninoff's aunt, Madame Satina, was to take charge of her 

nephew, since it was impossible for Rachmaninoff and Sverev 

to be compatible. This move eventually led to Rachmaninoff's 

marriage to one of Madame Satina's daughters, Natalie 

(Rachmaninoff's cousin). Also, Rachmaninoff began piano 

with Siloti at the Moscow Conservatoire. Rachmaninoff 

continued work at the Conservatoire until Siloti's resig

nation at which time Rachmaninoff thought a change of teacher 

would be a difficult matter, having completed three of the 

necessary four years of piano. Without hesitation Rach

maninoff asked to be allowed to sit for the final examination 

in piano a year early. He later requested the same for his 

other examinations. The decision was a wise one, for 

Rachmaninoff graduated from the Conservatoire with the Gold 

Medal Award, a coveted distinction, and high praise for his 

one-act opera, , the composition which prompted the 

board of examiners to present him the award.  

On leaving the Conservatoire in 1892, the course of 

Rachmaninoff's life was by no means settled. As a composer 

he had made an impression, and as a pianist he was considered 

to be very good without being exceptional. His own interests 

were, however, in composition.  

Success came easily for Rachmaninoff, perhaps far too 

easily, for there soon came a downfall. His First Symphony 

proved to be a temporary end to his success. The first

4 0444W
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performance of the work took place in St. Petersburg, 

autumn of 1897, and was given bad reviews.  

Rimsky-Korsakov, in talking to Rachmani
noff about the performance, said: "Forgive me 
but I do not find this music at all-agreeable, 
while Cesar Gui, the venerable critic, old 
archenemy of the Muscovites, a man whose sar
castic articles had harmed more than one 
composer (incidentally, including himself), 
spoke his mind with characteristic venom.  

"If there was a conservatory in Hell," 
Gui wrote in the St. Petersburg News, "and.  
if one of the talented pupils there was 
commissioned to compose a symphony based on 
the story of the Seven Egyptian Executions,' 
and if he composed one resembling that of 
Rachmaninoff's, he would have brilliantly 
accomplished his task and would have brought 
ecstasy to the inhabitants of Hell." Cui 
said further that he thought Rachmaninoff's 
symphony lacked themes and that, with its 
diseased and perverted harmonizations, it 
created a morbid atmosphere. He added, a 
little more generously, that while Racbmani
noff shunned banality, he most probably felt 
deeply and strongly and tried to express his 
emotions in new musical forms. Gui laughed 
at thervery idea upon which the symphony was 
based. 5 

Rachmaninoff even was unable to sit through a performance 

of it. The bad reviews also resulted from the rivalry be

tween the two schools of composition existing at that time 

in Russia, the Russian Nationalists, in St. Petersburg, 

whose idol was Rimsky-Korsakov and the Moscow group for 

which Tchaikovsky served as model. T he failure of the 

symphony made a deep impression on Rachmaninoff and eventu

ally drove him to a fit of depression. During this period, 

53Ld., p. 62.
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1897-1898, his creative powers seemingly left him, and as 

a livslihood Rachmaninoff began conducting at Solodmikov 

Theatre in Moscow.  

In 1900, his depression remained, having abated for 

only a short time while he was in England. Rachmaninoff 

discovered that there happened to be living in Moscow at 

that time a man named Dahl who had aroused much interest 

through his treatment of mental disorders by means of 

hypnotism and suggestion. Submitting to Dr. Dahl's treat

ment, Rachmaninoff's depression was cured. It is to this 

man that Rachmaninoff's second concerto is dedicated.  

Rachmaninoff's marriage to his cousin, Natalie Satin, 

took place April 29, 1902. Due to the fact that he was 

in constant demand as conductor or soloist in his own, or 

other works, it became increasingly obvious that if he were 

to continue his career as a composer he would have to seek 

solitude elsewhere. After the birth of his first daughter, 

Irene, Rachmaninoff and his family settled in Dresden in 

1906. The remainder of this period of Rachmaninoff's life 

was spent in Moscow and Europe, concertising, composing, 

and as Vice-President of the Imperial Music Society of 

Russia. (He made one concert tour as conductor and pianist 

to America during this time.) 

Culshaw, qp. a .,P. 34.  

kulshaw, p. cf., p. 35.
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In March, 1917, the great revolution began in Russia.  

Rachmaninoff's aristocratic descent, he felt, would not be 

viewed with favor by the new government. Quite by luck he 

received an offer for a recital tour in Scandinavia; he 

accepted, and managed to obtain a visa for his family and 

himself. In November, 1917, Rachmaninoff and his family 

left Russia never to return.8 

His departure from Russia cannot be treated too lightly.  

RachManinoff loved his country second only to his family, 

and despite the comfortable years which followed his eventual 

arrival in America, his life was never the same. A practical 

instance of his nostalgia and his love for Russia is the fact

a closely guarded secret during his life--that throughout the 

years in America and France he continued to send large sums 

of money to worthy causes in Russia.9 

During the Scandinavian tour he received repeated offers 

from America, and it soon became obvious that only in America 

could he pick up the threads of his career. On November 1, 

1918, he and his family left Oslo for New York, travelling 

in a little Norweigian steamer which somehow managed to sail 

through the mine-infested seas without mishap.  

Upon his arrival in America Rachmaninoff found his name 

by no means forgotten, and he soon began the round of 

80ulshaw, 2Z. cit., p. 41, 

9Culshaw, gp. cit., p. 40.
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recitals and appearances with orchestras which continued 

with few interruptions until the time of his death. Owing 

to the extreme pressure of his concert work, Rachmaninoff 

found little time to compose during his first few years in 

America, and the first of his compositions, the Fourth Piano 

Concerto in G Minor, appeared in 1927.  

In 1931, at the end of a long European tour, Rachmani

noff bought a house on the Lake of Lucerne, in Switzerland.  

There, in peaceful surroundings, he found more opportunity 

to compose, and it was there that he wrote the Rhapsody on 

a Theme of Paganini, Opus 44.  

The Rhapsody on the theme of Paganini is 
undoubtedly one of the most important works of 
the composer written after he left Russia and 
will probably live as long as his second and 
third concertos. It belongs to the few compo~ 
sitions for piano and orchestra which, like 
Liszt's Danse Macabre and Cesar Franck's 
Lfhonic Variations, are written in a form of 

variations. For his theme Rachmaninoff chose 
Paganini's Caprice in A minor known better 
through the brilliant Liszt and Brahms variations 10 
in piano arrangement than in its original version, 

Rachmaninoff visited England frequently; in 1932 he was 

awarded the gold medal of the Royal Philharmonic Society.  

In company with Toscanini, Bruno Walter, Ansermet , Horowitz 

and Casals, Rachmaninoff was invited to appear at the Inter

national Musical estival at Lucerne in 1939. His program 

for uhe concert was Beethoven's First Concerto and his own 

Rhapsody on a theme of Paganini. He returned to his New 

10Seroff, .p. cit., p. 211.

--A
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York home at 33 Riverside Drive, later in the year, and in 

December a special concert was held in Carnegie Hall to 

celebrate the thirtieth anniversary of his first appearance 

in the United States. iWith the Philadelphia Orchestra 

under Leopold Stokowski, Racbmaninoff played his Second 

and Third Concerti as well as conducted his Third Symphony.  

With the outbreak of war Rachmaninoff found himself rem 

stricted to the American sphere, but by that time his 

health was giving way under the strain of excessive concert 

work.  

Early in 1942, Rachmaninoff bought a small house in 

the beautiful district of Beverly Hills, California. It 

was in this house that cancer took his life Zarch 28, 1943.

W-wmMw



OHAPTER II

HISTORY OF VARIATION FORM 

From the first systematic beginning of the variation, 

in the second quarter of the sixteenth century, to the 

emergence of the contemporary style in the first quarter 

of the twentieth, seven distinct kinds may be distinguished.  

1. Renaissance and baroque variations on secular songs, 

dances and arias.  

2. Renaissance and baroque variations on plain songs 

and chorales.  

3. The baroque basso ostinato variation.  

4. The ornamental variation of the eighteenth and 

nineteenth centuries.  

5. T he nineteenth-century character variation.  

6. The nineteenth-century basso ostinato variation.  

7. The free variation of the late nineteenth and 

early twentieth centuries.  

Renaissance and baroque variations on secular songs, 

dances and arias were the first type to appear. The primary 

aim of this kind of variation was the decoration and embel

lishment of the theme by means of new figurations and 

counterpoints. They retain the essential structure of the 

TRobert A. Nelson, The Techniue of Variation (Berkley, 
1949), p. 3.

11
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theme throughout a series of variations, a point in common 

with most pre-nineteenth century types.  

Renaissance and baroque variations on plain songs and 

chorales may be distinguished from the variations on secular 

songs, dances and arias not only by the fact that they use 

liturgical subjects but also because their style was more 

serious and complicated. These variations were written for 

the most part for the organ: a well-known example of the 

chorale variation is 3Yqm JHiMel hgoh., ko mm'Lo~h=by 

J. S. Bach.  

Ostinato variations differ from the preceding by virtue 

of their continuous construction. Their continuous construc

tion is acheived by one voice of a composition repeating a 

figure throughout the work. The repetition usually occurs 

in the bass voice but can be altered. "The ostinato varia

tion is generally built upon a short melodic phrase, 

normally four or eight measures long, which, ideally, 

resurs without change from the beginning of a piece to the 

end. "2  This type of variation enjoyed a prominence in both 

the baroque period and the nineteenth century. The J. S. Bach 

PasacaSlia In C minor is an excellent example of this type 

of variation.  

The ornamental variation of the eighteenth and nine

teenth centuries is the successor to renaissance and 

baroque variations on secular songs, dances and arias.  

2 1bld. p. 4.

'UM I
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As in the ornamental variation of the eighteenth and nine

teenth centuries, this variation aims at decoration of the 

theme by means of new figurations and counterpoints. The 

primary difference between the two is stylistic. The 

eighteenth and nineteenth centuries' variation exhibits 

greater simplicity, and avoids becoming too complex con

trapuntally.  

The ninettenth-century character variation contrasts 

with the earlier types in general. This type of variation 

tends not to preserve the expression of the theme through

out a series, but rather to alter the character of the 

theme. Perhaps the most celebrated example of tiis type of 

variation is the Diabelli Variations of Beethoven. It is 

of this work that Sir Donald Tovey is thinking when he 

makes the statement, "To speak of the progress in variation

form since Beethoven is like speaking of the progress in 

reinforced concrete since the Parthenon."3 In the charac

ter variation there is exhibited an emphasis upon the 

development of motives from the theme.. Other criteria 

which distinguish tiis type of variation are sharp con

trasts of mood, a more organic construction, greater length, 

and generally more elaborate in every way.  

3Donald Francis Tovey, "The Forms of Music (New York, 
1956), p. 245.
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Subordinate voice changes also include harmonic alterations, 

examples of which are change of mode and cadence, omission 

of chords, use of pedal point, and virtual reharmonization 

of the theme to name only a few.  

To be sure, all methods of varying the theme are not 

employed at one time. The result would, of course, be 

nothing like the original theme. Rather it has been the 

custom to combine certain alterations or changes with cer

tain constants. Thus, there has evolved certain broad 

techniques or plans of variation writing as the structural 

variation and the free variation.  

The structural variation can be further divided into 

three contrasting kinds, the cantus firmus, the melodico

harmonic and the harmonic.  

In the cantus firmus plan of variation the variations 

follow the theme closely. The method of variation is largely 

by use of new figural and harmonic settings. The subject is 

usually presented literally but occasionally may be orna

mented.  

The underlying principle of this treatment 
(cantus firmus) originated in polyphonic vocal 
music hundreds of years before the advent of the 
variation form proper; the various kinds of late 
medieval organ and clausulae, the motet of the 
thirteenth and fourteenth centuries, and the 
fifteenth-century mass (Missa L'homme arme) ae 
all manifestations of the cantus firmus idea.  

Nelson, g. cit., p. 10.
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The melodico-harmonic plan can be distinguished by the 

fact that it retains at the same time the melodic subject 

and the theme harmony. The melodic subject usually remains 

in the soprano and is changed only occasionally. The change 

is usually by figuration. The subordinate voices may also 

undergo similar change of figuration but to a lesser degree.  

The theme 'harmony is preserved and undergoes change only in 

detail.  

The underlying principle . . . originated 
earlier than the variation proper; clearly seen 
in the colored organ piece as early as Paumann, 
it can be traced back to a still more signifi
cant prototype in the dance pair. This simple 
form, dating from at least the fourteenth cen
tury, is at times virtually a variation set in 
miniature, in which a slow duple-meter dance is 
followed by a faster triple-meter dance built 
on the melodic and harmonic outlines of the 
first. Melodico-harmonic elaboration of this 
kind was introduced into the variation form 
proper by the Spanish lute and keyboard com
posers, Navarez, Mudarra and Cabezon5 who used 
it to vary secular songs and dances.  

The harmonic plan of variation is like the melodico

harmonic plan in that it preserves the general structural 

and harmonic outlines of the theme. It is different from 

the melodico-harmonic plan by virtue of the fact that it 

abandons the melody of the theme entirely. The abandonment 

of the melody of the theme permits a great deal of flexi

bility. The harmonic treatment has as its basic principle 

a recurring series of chords which, after appearing first 

in the theme, underlies each of the following variations.  

3Nelson, 22 cit., p. 16.
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Numerous significant works, among them J. S.  
Bach's Goldbera Variations and the Diabelli 
Variations of Beethoven, attest to the impor
tance of this plan, while its almost 
uninterrupted continuance for over three 
centuries is evidence of its vitality. In 
the baroque period it was often the servant 
of contrapuntal development; in the nineteenth 
century it served equally well the exigencies 
of a more homophonic style, as well as of the 
development of motives from the theme.  

Returning now to the broad classifications of variation 

technique, the free plan is opposed to the structural plan.  

The variations utilizing the free plan show little relation

ship to the original theme. The basic structure and harmony 

of the theme are substantially altered, and at times are 

completely abandoned. The technique used in this case is 

more an expansion of the theme structure by means of motival 

development. At the close of the nineteenth century and 

the beginning of the twentieth, this plan of variation en

joyed prominence in the hands of such composers as Dvorak, 

Franck,D'Indy, Elgar, Strauss, and Reger.  

Although motival development within the free 
variation is closely related to that found in the 
classical sonata and symphony, the motives are 
derived from the theme in a much freer way. In
stead of springing literally from the theme (the 
common practice in the sonata and symphony), they 
generally represent modified versions of the figures 
in the theme, being formed from the original figures 
through extensive alterations of rhythm, tempo, and 
dynamics.  

6Nelson, ..cit., p. 18.  

Nelson, P.". w"., p. 26.
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Another important technique in this variation type is 

the transformation of themes. Large sections of a theme 

are radically changed in rhythm, tempo, dynamics, and so on, 

while the main outlines of the original melodic contour are 

preserved. The connection with the theme in the free varia

tion is a melodic one whether the technical method of 

variation used is motival development or theme transforma

tion.



CHAPTER III

BRHMS' VARIATIONS ON A THEME BY PAGANINI 

Book I 

Theme 

The theme used is that of the twenty-fourth Caprice 

in A minor of Paganini for the violin. The theme is pre

sented in the Brahms Variations as it is in the violin 

caprice save for the harmonization of the final cadence 

and the harmonization of the first beat of each of the last 

eight measures of the theme. Twenty-four measures contain 

the theme if including the repeat after the fourth measure 

and the repeat at the close of the theme. The following 

table shows the harmonic scheme of the theme.  

TABLE I 

HARMONIC ANALYSIS1 OF THE BRAMIS 
ADAPTATION OF THE THEME 

Measure 1 234 6 

armony 4yVV y 

1The system of harmonic analysis is Ottman's in his 
books: Elementary Harmol: ThEorx and Practice and Ad

{anced Harmony: TheorY and Practice-(Englewood Cliffs, 
N. J.9 1961)

19
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Measure 7 8 9 10 11 12 

Harmony -- VII-- -- III-- -- iio-- --i-- ii7F V --i-

The subdivisions of the measures denote each beat, the time 
2 signature being 2, The first four measures of the theme 

are harmonically i -V -i- V. The remainder of the theme 

perhaps presents the greatest possibility of harmonic 

variation. Measures five through eight are the material 

with which Brahms does the most in the ensuing variations.  

Each measure has the harmonic relationship of a fifth to the 

other or a secondary dominant relationship. Measures five 

through eight may also be analyzed as V-i in D minor for 

measures five and six, and V-I in C major for measures seven 

and eight.  

. 2 

Fig. 1--Brahms, Variations, theme, measures five 
through eight.

l
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The remaining four measures of the theme work toward the 

final cadence. (See Table I.) The rhythmic pattern, 

t , is used almost consistently throughout the 

theme. Paganini marks his theme to be played r 

while Brabms says non trop2o presto Paganini gives one 

dynamic marking of piao: Brahms also presents one dy

namic marking although his is forte.  

Variation 1 

Brahms manipulates the theme in Variation 1 by use 

of the continuous motion of sixteenth notes as opposed to 

the rhythmic pattern, , used in the theme. Struc

turally Brahms remains true to the original form of the 

theme, the only difference being that he writes out the 

repeats instead of using the repeat sign. Harmonically 

the variation is strict also. The harmony is the same as 

that of the theme with two exceptions. In measure nine of 

the theme (see Table I) Brahms uses a 11 0 chord in ap

proaching the cadence while in measure thirteen of the 

variation, the corresponding measure number if the varia

tion were compressed to the same twelve measures of the 

theme, a bII chord approaches the cadence. The remaining 

exception is that a ii0 chord in the variation (measure 

fifteen) replaces the French augmented sixth chord in the 

theme. These harmonic variations will again be used in 

later variations and at this point tend to establish a 

precedent. Variation 1 is built figurally upon
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oscillating sixths and thirds in continous motion of six

teenth notes. Each alternate sixth implies a triad and a 

diminished seventh chord. The primary motivic connection 

between the variation and the theme is the leap of a third 

in the first measure of the theme.  

Vr 

Fig. 2--Brahms Variations, Variation 1, measure one 

Brahms uses this device in the first eight measures 

of the variation. The key used for the variation is A 

minor, the same as the theme.  

Variation 2 

Of Variation 2 little more can be said than was said 

of Variation 1, The difference in the two variations is 

that Variation 2 in substance is an inversion of Variation 

1. Harmonically, structurally, and figurally they are 

essentially the same. The oscillating sixths are now 

placed in the left hand and a new figure is constructed 

above them in the right hand.
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jj&L2 

4t 

Fig. 3--Brahms Variations, Variation 2, measures 
one and two.  

This figure is used also in measures nine through 

twelve, the beginning of the second half of the theme.  

Each time the respective section is repeated, the sixths 

remain in the left hand. The right hand, however, adds an 

octave containing the interval of the sixth. The use of 

the octave containing the interval of the sixth contributes 

to the already evident technical difficulty of performance.  

That these variations are difficult technically to perform 

is a point in common with other nineteenth century charac

ter variations. The virtuoso display in evidence here and 

in later variations reflects the romanticism of the time.  

Variation 

Brahms introduces a repeated pedal point in this varia

tion and labels it with a sforzando marking. The pedal is 

E in the first eight measures, the tone common to both the
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i and the V chord in A minor. The pedal in the last section 

of the variation, measures nine through twenty-four, is the 

tone common to the particular chords in use. Brahms elabor

ates on the i to V progression by using a chromatic 

progression below the pedal E.

Var. 8 

2 -
s-t-p,. t 

sore

-M

Ped. simile

Fig. 4--Brahms, Variations Variation 3, measures 
one and two.  

This chromatic progression is the new harmonic element 

in this variation. Superimposition of harmonies is evident 

in the variation also, occurring in measures ten, eighteen 

and twenty.

Ilk- -- -ANOMMIL. WWA 1 -- Zmw I'momms-

/Ijo
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Ped.similk 

Measure 10 Measure 18

Measure 20 

Fig. 5w-Brahm Variations, Variation 3, measures ten, 
eighteen and twenty.  

The superimposition of harmonies is with the i over the 

iv chord in measures ten and eighteen, and the III over the 

VII chord in measure twenty. A fluid figuration of sixteenth 

notes is used throughout the variation, reminding one of the 

fourth variation of the Rachmaninoff RhpiodQ on a Theme of 

aeanini for piano and orchestra.

'IA
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VAR. IV 
Pi' vivo

ft IL --Jl!!= _ jlmm 

AW 
INN 2E 

-lip AwkIL 

No 
MONAVOOMMOMIWAMom 

Ht!L 

1 

V OW, 

Ic 

I I' WIN

Fig. 6--Measures one through four of Variation 4 of 
Rachmaninoff's Rhapsodyo,.n a Theme of Papanini for piano 
and orchestra.  

Compare Figure 6 with Figure 4. Structurally Brahms 

is still true to the original form of the theme: the

iLm~ -~ riU'w ~ -- ____

Aw

MI 
M

A

lmI j
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variation consists of twenty-four measures, the repeats 

being written out as seen in previous variations.  

Variation 4 

With this variation a plan becomes evident which 

Brahms used in the first few variations of Book'. 1.  

Variation 2 was in substance an inversion of Variation 1.  

Variation 4 utilizes a pedal point, this time a trill, as 

Variation 3 also used a pedal point, thereby allowing sus

picion that Variation 1 and Variation 2, likewise Variation 3 

and Variation 4 were composed in pairs. The fact that both 

the third variation and the fourth variation use pedal points 

ends the comparison. In Variation 4 Brabms presents his 

first significant harmonic difference from the theme. The 

variation's harmonic analysis is as follows: 

TABLE II 

HARMONIC AALYSIS 
OF VARIATION 4 

12 
1V Time signature 

Measure 1 2 3 4 5 6 

Harmony n] 7 j 7  7 7 

- ------ --

Measure 7 8 9 10 11 12 

Harmony VII II IIII vd i I j, iIL
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Refer to Table I for comparison. The pedal in this 

variation is a trill which Brahms gives first to the right 

hand and then to the left. Against the trill are set octave 

arpeggios. It is of this variation that Huneker pleads, 

it asks too much of mortal man with a top trill on a 

chord and the left hand gambolling over the impossible." 2 

Structurally the variation remains the same as the theme 

with the repeats written out. At the beginning of each 

second repeat, measures five and seventeen respectively, 

Brahms changes hands with the trill pedal and the octave 

arpeggios.  

Variation a 

This variation presents a sudden contrast harmonically, 

figurally and rhythmically to the previous variations. Har

monically Brahms still uses his basic framework of the chord

progression i-V, but twice intersperses a harmonization of 

chromatic bass movement which includes a temporary modula

tion.  

2 
James Gibbons Huneker, Mezzotints in Modern Music 

(New York, 1947), p. 68.
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Var. 5 ft# *preceding 
S4 est 

press.  

mla er

V V wFjY 
Fe...i..CjJ

Fig. 7--Brahms, arfations, Variation 5, measures 
one through four.  

In Figure 7, the bass line leaps immediately to the 

dominant octave and then begins its chromatic ascent to the 

tonic note by means of descending arpeg iated octaves. After 

reaching the tonic tone, a momentary moulation to E minor is 

presented. The bass line begins anothe' chromatic ascent on
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C# eventually reaching E, the dominant of the key. The 

dominant immediately goes to tonic, and the progression 

begins again, this time an octave higher than was written 

the first time. The harmonies obtained by the chromatic 

line and temporary modulation are analyzed above in 

Figure 7. The temporary modulation to E minor in measure 

three of Figure 7 is analyzed in A minor, the original key 

of the variation. For comparison with the harmony of the 

theme see Table I.  

In the second section of the variation, measures nine 

through sixteen and its repetition, the framework is the 

harmonic progression found in measures five through eight 

of the theme.  

5 

) 0 X

p & 
r

-i
--- 4%---------,'--*,.=--- ----
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Fig. 8--3rahms Varations, Variation 5, measures 
nine through thirteen.  

Chromatic movement is evident in this section of the 

variation in the left hand as it was in the first section.  

The chromatic movement is indicated by the circled notes 

in Figure 8 above. rahms gives the aural effect of modu

lation in measures ten through thirteen in the respective 

progressions of IV to VII and i to VI. The use of the 

VI chord in measure thirteen, a chord not usually found in 

the progression I-IV-VII in other variations, allows balance 

after the use of the first aural modulation in measures ten 

and eleven. The remaining three measures of the variation 

move toward the cadence in the same figuration as the pre

ceding part of the variation. Rhythmically Brahms is at 

2 
variance with the preceding variations. Against a 2 time 

6 signature in the right hand a time signature is set for 

the left, another fact pointing to the virtuosic display of



the period. The eighth note is the only value used in the 

variation save for the quarter note at the final cadence.  

The variation is structurally the same as the theme.  

Variation 6 

The distinctive factor of this variation is its rhythm.  

6 Although the time signature is 8Y the right hand throughout 

the variation is syncopated, thus in effect making the rhy

3 6 thm work out as 4 against 8, an exceptional adjustment. The 

harmony of this variation is not unlike that of the theme 

except for the use of the bII chord seen previously in other 

variations. In measure seven Brahms uses an augmented second 

in a major chord for the sake of sequence with the augmented 

second in measure five. The motivic relationship between 

this variation and the theme is seen in the left hand in 

augbentation.  

Tk.ook..  

Fig. 9--ieasure one of the Theme and measure one of 
Variation 6 showing motivic relationship between the two.  

Structurally the variation is the same as that of the

theme.
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variation Z 

With Variation 7 an interesting method of harmonic 

analyzation may De used. Measures one and two of the 

variation are essentially measures of i and V, each 

measure beginning on the tonic and dominant respectively.  

Var. 7 
4 

Fig. 10--Brahms Variation, Variation 7, measures 
one and two.  

Within the octaves a harmonic sequence is implied in 

the first measure, that being i - - I - IV and A6 (aug

mented sixth chord). The first measure is considered to 

be in the key of A minor. The second measure, if considered 

to be in the key of E major also implies a progression within 

the key of E major, that being I - V7 - I7 - iv and I. Thus, 

we see a new technique of variation not presented in previous 

variations. Each measure is essentially a i and a V chord

I
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in A minor, but within each chord we see outlined a har

monic progression within each chord. It is on this 

technique that Brahms constructs this variation. Measures 

three and four repeat the first two measures while measures 

five, six, seven and eight are made of the same material as 

the first four except inverted. In the second section of 

the variation, the same technique is used.

~ -A ~ L-AL

Fig. ll--Brahms yariations, Variation 7, measures 
nine through thirteen.
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Each measure (see Figure 11) uses the same harmonic 

progression as the theme, but within each measure harmonic 

progressions are implied. Harmonic analysis is included 

in the above figure. The implied harmonic progression is 

essentially the same for each measure. Intervalcally the 

variation is composed of octaves, thirds and sixths in 

continuous eighth-note motion. There is no difference 

between the structure of this variation and that of the 

theme.  

Variation 

Non-harmonic tones constitute the device used for 

variation's sake in Variation 8. A non-harmonic tone is 

introduced on the first beat of each measure in the right 

hand, and its resolution is on the second beat. The left 

hand accompanies the right with thirds outlining each 

chord in the original thematic harmonic progressions.  

Again, structurally, there is no change. Figurally the 

variation is composed of octaves and thirds.  

Variation 

With this variation Brahms returns to the use of the 

decoration of a pedal, the pedal appearing in the left hand 

in the first section of the variation and in the right hand 

in the second section of the variation. In the first two 

measures of the variation Brahms remains true to the
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thematic progression, i-V. The last chord of the first 

measure is an Italian sixth chord with its normal reso

lution, the first chord of the next measure, a V chord.  

These progressions are built on the pedal F in the first 

measure and the Pedal E in the second measure, all in 

triplet octaves. The third and fourth measures are a 

variation on the first two measures.  

Ak

Fig. 12--Brahms Variations, Variation 9, measures 
three and four.  

In this third measure Brabms begins his harmonic 

progression exactly as in measure one built over the pedal 

F. Again the Italian augmented sixth is the last chord of 

the measure. The resolution this time is unusual. Instead 

of resolving the Italian sixth to a V chord, its normal res

olution, Brahms takes the resolution to a III chord, an 

infrequently used resolution. The remaining measures of 

the variation use a chromatically descending pedal still in 

triplet octaves in the right hand (measures five through 

eleven). Under this pedal Brahms implies his original
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thematic harmonic progression for the section, i-IV-VII-III.  

Implied in measure five is the i'7 chord spelled A, 0, Eb, 

G, resolving to the IV chord in measure six. Measure seven 

implies a VII chord built on the lowered seventh scale de

gree in A minor and spelled G, b, Pb, F, resolving to the 

III chord in measure eight. Continuing the sequence, meas

,ure nine implies a diminished seventh chord on the dominant, 

E, spelled E, G, Bb, D, with its normal resolution to I in 

measure ten. The middle of measure ten displays a chromatic 

chord sequence in the left hand continuing through measure 

eleven built under the chromatic pedal in the right.

Fig. 13--Brahms Yariations, Variation 9, measures 
ten and eleven.  

Measure twelve to the end implies the cadential pattern, 

it0 -V-i. The variation contains the same number of measures 

as the theme and is structurally the same. IntervalMcally 

Brahms returns to the use of octaves with the interval of 

the sixth contained within, construction seen previously 

in other variations.

I



Variation 10 

Not only continuous syncopation of the right hand 

throughout but also the contrasting marking of the left 

hand staccato against the right hand legato add the spice 

to this variation. In this variation Brahms spreads his 

i to V progression over four measures. In previous varia

ions he has used a measure for each chord. The i chord oc

cupies the first two measures while the V chord utilizes the 

remaining two. The remaining four measures of the first 

section of the variation are an exact repetition of the 

first four, thus fulfilling the requirement of eight meas

ures in the first section and at the same time showing 

variation of the section by means of extension. The re

maining section of the variation also uses extension to 

fill the last sixteen measures. The chords of measures 

nine through twelve, except for the last beat, are built on 

the tonic, the I of measures eleven and twelve, being 

an extension'of the I triad of measures nine and ten.

- -- -- ------

AL 

7t JW -A7 't 

JOE Amma- rq I- V416 77777 

i7 

Owl* 

imp Oda* I It" li

Fig. 14--Brahms Variations, Variation 10, measures 
nine through twelve.

I
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The resolution of the chord occurs on the second beat of the 

twelfth measure, the resolution normally going to IV as in 

the corresponding section of the theme. The same type of 

construction is used with the VII and the III chord in 

measures thirteen through sixteen. Measures seventeen 

and eighteen imply a bII chord, and measures nineteen and 

twenty imply a i chord. The cadential pattern is as fol

lows: i-V-ii-i-i-V-iv-I. It is worthy of note that this 

variation is the only one of the set which uses a final 

plagal cadence: all other variations use authentic ca

dences. Extension is the main technique in this variation; 

harmonically and structurally the variation remains the 

same as preceding ones.  

Variation I 

Variations 1 through 10 have had at least one charac

teristic in common: each was in the kay of A minor. For 

Variation 11 and the succeeding variations Brahms changes 

the key of each. Change of key was an element used spar

ingly throughout the nineteenth century character variation. 3 

Evans terms this variation a chaconne in two-bar settings.4 

The variation appears to be constructed polyphonically, the 

top voices in each hand playing the melody and the alto voice 

Robert U. Nelson, heeTechniq of Variation (Berkeley 
and Los Angeles, 1949), p. 93.  

4Edwin Evans, Handbook to the Pianoforte Works of 
Johannes B (London, 193T, p. 155.
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being an inversion of the bass. Harmonically Brahms re

tains the basic framework of the theme but embellishes it.  

TABLE III 

HARMONIC ANALYSIS 
OF VARIATION 11 

Measure 1 2 3 4 5 

Harmony 
I vi V V IV V I vi 

Key A major - ------ -- ..----...--

0 7 8 9 10 11 

vi= 
V V I vi V V II IV iv in VV 

C# min. V V 

-- .. .. -- --- -> - -- - --- - -- minor - -

12 13 14 15 16 

chrom. and 
i mod. V F maj.  

to B pivot 

minor chord 
returns 

iiv to A 
major 

i iv 
------ --->B minor ---PA major----------

See Table I for harmonic comparison.
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Variation 12 

Evans also calls this variation a chaconne with the 

subject stated in a single bar.5 A harmonic rearrangement 

of the first four measures is distinctive of this variation, 

Brahms places a I chord in the first measure and a i chord 

in the second measure. Measures three and four both con

tain a V7 chord. This is in contrast to the theme and 

previous variations in which I and V are found in alternate 

measures.  

Var. 12 9 

P smolett dolces (da roltapy) 

Fig. 15--Brahms yVAiatin Variation 12, measures 

one through four.  

5Ibid.p. 156.  

.....
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Also distinctive of this variation is the manner in 

which Brahms fuses the harmonies of each measure. As shown 

in Figure 15, the left hand begins the harmony of any suc

ceeding measure by an upbeat, shown by the asterisk. At 

the same time the left hand begins the harmony for the next 

measure, the right is finishing the harmony of its particu

lar measure .This technique presents a fluid harmonic 

movement unlike most previous variations whose harmonies 

generally begin on the first beat of each measure. Har

monically and structurally there is relatively no difference 

from the theme. The motive of the left hand shows little 

relation to that of the theme.  

Variation 1 

To add difficulty to difficulty in performance Brahms 

introduces for the first time in the set of variations oc

tave glissandi and instructs the tempo to be Vivace , 

scherzando. In this variation Brahms inverts the theme 

motive as shown in Figure 9. Structurally and harmonically 

Brahms is true to the theme.  

Variation 14 

The length of this variation, eighty-one measures, is 

certainly unorthodox considering that the theme and all 

other variations of this set have each been contained in 

twenty-four measures. In actuality this variation contains
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three settings of the theme, the second beginning with 

measure twenty-five and the third beginning with measure 

thirty-six. The first setting of the theme, measures one 

through sixteen, employs two motives from the theme shown 

in the figure below.

AL -

Fig. l6--4otives from the Theme employed in Variation 14 

Each of these motives is set in thirty-second note 

figures and is used throughout the first setting in 

canonic imitation. For the first four measures of the 

variation Branms retains the key of A minor and his normal 

thematic harmonic pro gression, i -V -i-V. The next four 

measures, five through eight, are usually a repetition of 

the first four as seen in almost every previous variation.  

However, in this variation Brahms modulates to C# minor to 

prevent these four measures. This modulation, well placed 

in the last variation, lends dramatic contrast. Measures 

nine through twelve are the normal harmonic progression for 

the second section of the theme, I-iv-VII-iii. With tae 

last half of the second beat of measure twelve and measure 

thirteen an improvisation using the same motivic material
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presents itself. A normal cadential pattern is presented in 

measures fourteen through sixteen. Measures seventeen through 

twenty-four can be labeled a codetta to the first setting of 

the theme. Motivic element A of Figure 16 is still present 

in its thirty-second note figuration. The second setting 

in the variation is done in stretto using motivic element 

B of Figure 16. This setting, measures thirty-two through 

thirty-five, is ended by a trill which is the foundation 

upon which the remaining setting of the theme is based.  

For the final setting of the theme Brahms indicates a tempo 

of Presto, ma non troppo. Over the pedal point trill Brahms 

constructs motivic element A of Figure 16 in its original 

form and in inversion. With measure fifty the second sec

tion of this setting is begun still using the pedal point 

trill. Over the trill motivic element A appears this time 

in octaves. It is a difficult matter to point to one place 

and say that Coda begins here because the fusion of material 

is done so expertly. However, for the sake of simplicity 

measure fifty-six to the end is termed a Coda. The Coda 

consists largely of a series of secondary leading tone 

chords and their resolution. The resolution of these chords 

often form a thematic harmonic progression as seen in meas

ures fifty-seven and fifty-eight with the progression I-IV

VII-III.
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Fig. 17--Brahms Variations, Variation 14, measures 
fifty-seven and fifty-eight.  

The Coda sees the return of the basic intervallic 

construction of the set, the octave with the interval of 

the sixth contained within as in the right hand of Fig. 17.

woo#-," 
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Book II 

Variation 1 

The fact that a i to V progression provides infinite 

possibilities of variation was seen in the variations of 

Book I and is certainly in evidence in Variation 1 of 

Book II. Measures one through four are based 6n a i to 

V chord progression, the harmony used in the corresponding 

measure numbers of the theme.  

14 WVpA A 

41u 

OEM
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w wommeI've Vw 

Fig. 18--Brahms, Variations, Variation 1, measures 
one through four.  

The first beat of measures one and two are a i and a 

V chord respectively (see harmonic analysis of Figure 18), 

not too unlike the harmony of measures one and two of the 

theme. Brahms precedes his i chord with an upbeat 

of V chord and follows it with a viid7 i - IV progres

sion to the V chord of measure two. Measure two presents 

d7 the progression V - i - V - vii . Measure three, how

ever, holds forth with a surprise, a subtle modulation 

to C# minor. Measure three must be considered to be 

in A minor until the second beat of the measure, when the
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last sixteenth note, third of the group, is sounded (shown 

by a circle in Figure 18). To establish the tonality more 

firmly, Brahms again outlines the tonic 0# minor chord on 

the last half of the second beat of measure two. Brahms 

then proceeds to close the section with the V chord in 0# 

minor and marks it with a fermata. Brahms' favorite inter

vallic constructions, the octave, thirds, and sixths are 

again seen in this variation: thirds are set in the left 

hand against octaves in the right. For the sake of varia

tion and to repeat measures one through four, Brahms places 

the thirds in the right hand against left hand arpeggiated 

octaves and utilizes exactly the same harmony. This repe

tition with the thirds in the right hand against the left 

hand arpeggiated octaves gives an entirely different sound 

from its first statement in measures one through four.  

Measures nine through sixteen, corresponding measure num

bers in the theme are five through twelve, present the same 

harmonic progression, I-iv-VII-iii, as the theme with added 

improvisatory material. The figuration is the same as that 

used in the first section of the theme, thirds and octaves, 

each used alternately in the right hand then in the left.  

After Brahms presents the I-iv-VII-iii progression, the 

improvisatory material is stated. This improvisation is 

found in measures twelve through fourteen (Figure 19) of the 

theme. As was seen in previous variations Brahms sometimes 

uses the bII chord in this place.
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Fig. 19--Brahms, Variations, Variation 1, measures 
twelve through fourteen.  

The bII chord now turns into elaboration in the key of 

Bb minor, the bIl chord was built in previous variations on 

Bb. The improvisation on the bIT chord is preceded by an 

F major upbeat, the dominant of B3b minor. The i chord 

(an A minor chord) of measure ten of the theme here becomes 

an Ab minor chord and Brahms again improvises for part of a 

measure. The Lb minor improvisation like the Bb minor im

provisation is preceded by its dominant, an Eb major chord.  

Brahms must now work towards a cadence from the rather re

mote key of Ab minor.
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Fig. 20--Brahms, Variations, Variation 1, measures 
fourteen through sixteen.  

To effect the modulation Brahms goes through the keys 

of F# minor and B major to A major. The dominant of F# 

minor which is also a IV chord in Ab minor is spelled en

harmonically, C#, E#, G#. Refer to Figure 20. To repeat 

this section, measures seventeen through twenty-four, Brahms 

divides the thirds between each hand and they now become 

tenths, again giving an exact harmonically repeated section 

an entirely different sound from its first statement evi

denced previously in the repeated first section.



51

Variation 2 

Variation 2 contrasts forcefully with the theme in 

every way. Harmonically the variation is quite unlike 

the theme.  

TABLE IV 

HAO 10IC ANALYSIS 
OF VARIATION 2 

Measure 1 2 3 4 56 

HarmonyIVi III III+ 

Measure 7 8 9 10 11 

armony VIVI+ IL I #id7ZL 7 jor,^iv m#iv-INtNi 

Measure 12 13 14 15 16 

Harmony II I I 7 iviv 

See Table I for comparison. Brahms places left hand triplets 

against right hand legato octaves throughout the variation.  

In measure eleven the use of an auMented second in the 

melodic line for the sake of sequence is apparent as in 

measure seven of Variation 6 of Book I.

I
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aviation 3 

The treatment of the i to V progression in measures 

one through four, like that of Variation 1, is interesting.  

Brahms places a i chord in measure one and the V chord in 

measure four. Between these measures he places a measure 

of superimposed harmony of ii and VI chord in measure two 

going to a iv chord in measure three. The figuration again 

is thirds and octaves.  

"go 

p leggero S 

Fig. 21--Brahms, Variati2ns, Variation 3, measures 
one through four.  

This variation is like Variation 12 of Book I in that 

the same technique of beginning the harmony of a succeeding
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measure before that measure is finished is used. This 

technique is evident in the left hand of measure two with 

the P tied over to the succeeding measure. This device is 

used throughout the variation and produces a syncopated 

rhythmic variation effect at the final cadence.  

SV 

Fig. 22--Brabws, Vaitos Variation 3, measures 
twelve through sixteen.  

Measures nine through twelve present the secondary 

dominant progression, I-iv-VII-III, in the same figuration 

and technique described above and illustrated in Figure 21.
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It will be noted that the cadence, Figure 22, continues the 

secondary dominant idea used in measures nine through twelve.  

See the harmonic analysis of Figure 22.  

Yariatiorn 

If the question were posed as to which variation 

sounded most like Brahms, the answer would have to be 

3 
Variation 4. This variation is a simple waltz set in 

time with the melody sounded in octaves. The left hand 

accompanies with an interval of the tenth on the first beat 

of each measure (except for the use of the octave in measures 

thirteen through sixteen Harmonically Brahms remains true 

to the theme measure for measure except for a slight varia

tion of the final cadence. The key of this variation is 

A major, an earlier change of key in this set of variations 

than was experienced in Book I. This variation has little 

relationship to the theme other than a harmonic one.  

Variation 

Against a descending figuration of triplet sixteenth 

notes going from the right hand to the left, Brahms sets 

an octave figure in the rhythm
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I 
dolce 

Fig. 23--Brabms, variations, Variation 5, measures 
one through four.  

This rhythmic pattern is a variation on the original 

rhythmic pattern of the theme. See Figure 1. Measures 

three and four of Figure 23 provide harmonic variation, 

measure four being a III chord which normally should be a 

V chord. The use of a VI chord on the last beat of measure 

three also provides harmonic variation. The remainder of 

the variation continues in the same figuration and harmoni

cally is not unlike the theme except for the use of a VI 

chord in measure ten. The corresponding measure of the 

theme, measure ten, uses a i chord. Measure eleven
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utilizes a iv chord while measure eleven of the. theme uses 

an augmented French sixth. Structurally, this variation 

like all previous variations of the set is not unlike the 

theme.  

Variation 6 

Mono-linear in construction, Variation 6 harmonically 

is quite similar to the theme except for a slight harmonic 

variance of the final cadence. The variation is set in 8 

time and each beat outlines the triad of each chord in a 

particular progression.  

X-OW iu vivace 

Pd 

984. -------

Fig. 24--Brahms, Variations, Variation 6, measures 
one and two.  

Measure one of Figure 24 is a measure of i chord. Each 

beat of measure one outlines the i or A. minor chord. The 

same technique is used in measure two and so on through

out the variation.
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VariationL 

Variation 7 and the third setting of Variation 14 of 

Book I show a resemblance to one another.

gero e

2ig 25--Brahms, 3arations Variation 7, measures 
one and two.  

Fig. 26--Brahms, Variations, Variation 14, Book I, 
measures thirty-six and thirty-seven.  

The single difference between the melodic lines of each 

is that Variation 7 begins on A while the third setting of 

Variation T4 of Book I begins on 0. The bass line of

m -4ipill1
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Variation 14 is the same as the soprano line of Variation 4.  

Both variations contain a pedal. The pedal of Variation 14 

is the trill functioning in both hands. The pedal of Vari

ation 7 is the repeated A in the left hand. Variation 7 is 

also like Variation 5 of Book I in that separate time signa

2 tures are set for each hand. In Variation 7 a time 

signature is set for the right hand against a 3 time 

signature for the left. Variation 5 sets the same signature 

for the right hand against a g signature for the left. To 

make the performance of Variation 7 even more difficult 

Brahms changes the octave melody of Figure 25 to arpeggiated 

octaves in measures five through eight. This is similar to 

the treatment in Variation 14 of Book I in measures thirty

eight through forty-one.  

IL1 

Fig. 27--Brahms, Variations, Variation 7, measures 
five and six.



59

pgg4 

Fig. 28--Brahms, Variations, Variation 14, Book I, 
measures thirty-eight and thirty-nine.  

Measures nine through sixteen complicate performance 

difficulties even further by giving the time signature 

2 
now to the right hand and the 4 signature to the left.  

Measure seventeen gives another time signature change, this 

time back to the original. Harmonically. Brahms is uncom

plicated in this variation and uses the harmony of the 

theme except for slight cadential modification. Structur

ally the variation is the same as the theme.  

YarItion 

This variation like Variation 7 is harmonically 

uncomplicated, and the harmony is even more like the theme 

than that of Variation 7. The hands are set in contrary 

motion throughout the variation. The upbeat to each measure 

is an arpeggiated chord set in contrary motion for each hand 

in thirty-second notes, again pointing to the difficulty of 

performance. This variation presents no new material har

monically or structurally.
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Variation 

Again in Variation 9 Brahms turns the theme motive 

around as shown on the second beat of measure one of 

Figure 29.  

Fig. 29--Brahms, Iariations, Variation 9, measures 
one and two.  

I 

Fig. 30--Brahms, Xariations, Motivic element taken 
from measure one of the theme.  

Each measure of the variation uses almost the same 

construction as measuresone and two in Figure 29, two 

leaps of a major seventh followed by some variation of 

the theme motive, be it in retrograde as in measure one 

or merely descending octaves as in measure two. Harmoni

cally the variation varies little from the theme except
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at the final cadence. Structurally the variation is the 

same as the theme.  

Variation 10 

Brabms uses an interesting device to relieve the 

harmonic monotony established by the preceding four varia

tions, but at the same time essentially does not change the 

harmony.  

Ferocetenergico 
Alt) 

AL 

Fig. 31--Brahms, Variations, Variation 10, measures 
one and two.
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The variation is begun with an arpeggiated figure on 

the id chord (see Figure 31) followed by octaves in the 

i chord. At the beginning of the second measure the nor

mal expectation is an E octave. However, instead of an B 

octave a D# octave is presented. Then follows another 

arpeggio using the notes G#, B, and D#. .The arpeggio is 

resolved aurally, however, with the presentation and repe

tition of the B octave at the end of measure two. It now 

may be considered that the D# was really a non-harmonic 

tone, its resolution being E, and the measure was in 

actuality a measure of V chord, E, G#, B. This device is 

used throughout the variation and lends a great deal of 

variety to the harmonic progressions of the theme.  

Structurally the variation remains the same as the theme.  

variation 11 

The right and left hands of this variation like Varia

tion 8 are set in contrary motion. The figuration of 

Variation 8 utilized arpeggios: this time the figuration 

for each hand is an octave followed by a single note used 

alternately throughout the variation. Brahms gives a tempo 

marking of fle. The harmonic difference from the theme 

in this variation occurs in measures five through eight 

analyzed harmonically in Figure 32.



A 4 IAMII p-W A&I di

IV~

JIj

Fig. 32 Brahms, Variations, Variation II, measures 
five through eight.  

The cadence pattern of measures nine through twelve 

is not unlike those seen in previous variations. The 

variation is contained in twenty-four measures, not unlike 

the theme.  

Variation 12 

After six variations in the key of A minor the change 

to F major for Variation 12 is refreshing. This variation 

is set in g time; for purposes of discusion the variation 

is considered to have six beats in each measure. For the
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first four measures of the variation Brahms uses a device 

used in Variation 9 of Book I: measures three and four are 

a variation of measures one and two. The first measure of 

the variation is a measure of I chord in F major. The 

second measure progresses normally to V on the first and 

second beats. The third and fourth beats of measure two 

present a II chord (secondary dominant) while the fifth 

and sixth beats return to the V chord. Against this 

progression in the left hand, the right hand plays a 

lyrical melody and countermelody. Measures three and 

four are in the key of D minor to repeat the first two 

measures. The differences of the repetition of measures 

one and two and measures three and, four are twofold: the 

key is now D minor and the third and fourth beats of measure 

four present an augmented sixth chord instead of a secondary 

dominant as in measure two. Both the secondary dominant and 

augmented sixth chord function in the same way, that being 

to establish aurally more firmly the dominant chord of each 

key. Measures five through eight utilize the same pattern 

established by measures one through four. The normal 

progression of these measures, I-IV-VII-iii, is indicated 

by circles in the Table of Harmonic Analysis.

p , I I I'llimilon's w--



TABIE V 

HARMONIC ANALYSIS 

OF VARIATION 12

3eas 44 

Sub- 123450.45l 1223456 
divis
ion 135 234 6 234r-6 

ar- vvY 
Money 
Key -- F major--m---m--Dmminor m--mmmmajor 

eias n 9 10 v a 2 

Bub-m 224 5 l.456 .2345 
diviS
Ion 23456 A3A55 1 23456 

ii -i V77I 

Key - F major "--------------------------------**mow-------f 

Measures nine and ten of this variation also present 

new harmonic progressions not seen previously in other 

variations. See Table I for comparison with the theme 

harmony. The use of a countermelody is seen throughout 

the variation in the inner voice of the right hand. There 

is no structural change in this variation from that of the 

theme.

65
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Variation 13 

The unusual feature of this variation is that it is 

based on the Hungarian scale. The Hungarian scale is a 

diatonic scale featuring two augmented seconds between the 

second and third or third and fourth scale steps and be

6 
tween the sixth and seventh scale steps. The right hand 

throughout the variation presents the Hungarian scale or 

fragments thereof while the left retains the harmonic frame

work of the theme. The left hand retains the harmonic 

framework of the theme by means of pedals seen in measures 

one through ten. At the end of measure twelve Brahms places 

a double bar. The measures that follow, thirteen through 

seventeen, normally in other variations repeat exactly the 

material of measures five through nine. There is a repe

tition, of course, but in different figuration. The right 

hand still retains the function of playing the descending 

Hungarian scale, this time in octaves without the thirds 

and sixths accompaniment seen in measures one through 

twelve. The left hand of measures thirteen through seven

teen again outlines the thematic harmonic progression, 

I-IV-VII-III, this time by means of ascending arpeggios.  

Measures eighteen through twenty display a normal cadential 

pattern. Structurally the variation is that of the theme.  

6Bela Bartok, Hungian Musi (London, 1931), 
p. 55. l II

torARawis
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Varition 14 

This variation like the last variation of Book I 

contains three settings of the theme. A fourth setting 

is begun but dissolved into transition material and 

finally into a coda. Measures one through sixteen con

tain the first setting of the theme. For this first 

setting Brahms uses the same device as Variation 13 ex

cept in a less elaborate way. The right hand plays the 

Hungarian scale while the left retains the thematic har

monic progressione.  

pSherzando 

Fig. 33--Brahms, VariatIons, Variation 14, measures 
one through four.  

Measure seventeen begins the second setting of the theme, 

and this setting continues through measure forty. The fig

uration for this stting is illustrated in Figure 34.
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t __ 

seenten throgto 

Fig. 34--Brahms, .ariations, Variation 14, measures 
sevent een through twenty.  

Measures forty-one through sixty contain the rather 

austere third setting of the theme. This setting, doubled 

by the left hand, is mono-linear.

II
-44 
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Fig* 35--Brahms, Variations, Variation 14, measures 
forty-one through forty-foour.
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Measures sixty-one through seventy-three comprise a 

codetta and are fashioned of the same figuration as the 

third setting of the theme. A fourth setting of the 

theme is begun with measure seventy-four but at measure 

eighty this setting is dissolved into transition material 

to measure eighty-nine. measure eighty-nine begins the coda 

proper which continues to the end of the piece. Each set

ting of the theme is harmonically uncomplicated and follows 

rather closely the tbeme harmony. The coda displays rhyth

ice variation by means of separate time signatures for 

2 
each hand. The right hand is set with a 4 signature while 

6 
the left has a 8 signature. This device was used in 

Variation 7 of this book and in other variations of 

Book I.



CHAPTER IV

RACHMAINOFF RHAPSODY ON A THEME OF PAGANINI 

The Rachmaninoff Rhapsody on a theme of Paganini for 

piano and orchestra represents the free variation of the 

late nineteenth and early twentieth centuries as discussed 

in the preface to Chapter Two. The primary points of in

terest in the Brahms Variations were their harmony, 

figuration, rhythmic variation, and structure. The 

Rachmaninoff, however, composed in a completely different 

vein, offers other points of interest differing from those 

of Brahms. Primary among these points is the motivic de

velopment of the theme. The basic structure and harmony of 

the theme are substantially altered, and at times are com

pletely abandoned. Attention then shall be focused 

essentially on motival development rather than harmony 

and structure.  

Introduction1 

Unlike Brahms, Rachmaninoff offers an introduction to 

his set of Variations. The introduction is eight measures 

1The text used for discussion is that published by 
Charles Foley, 67 West 44th Street, New York City, arranged 
for two pianos.
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in length, and the primary responsibility lies with the 

orchestra which begins the work with a motive from the 

theme illustrated in the figure below.

INTODCTION 
Allegro vivace 

Piano I 

Piano I

Fig. 36--Rachmaninoff, ,Rh sody, Introduction, measures 
one and two.  

Variation 1 

The variations of the Rachmaninoff unlike the Brahms 

Variations flow into each other. An example is the fact 

that the final note of the introduction is the first note 

of Variation 1. A more decisive finish and beginning to 

each variation was felt in the Brahms. Variation 1 played 

exclusively by the orchestra is twenty-four measures in 

length, the same length as the theme. Variation 1 hints
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at the theme but doesnot actually state it. Measures one 

through four outline the harmony of the theme as shown in 

Figure 37.

R VAR. I Pecedente)
rE _

Fig. 37--Rachmaninoff, Rhapsody, Variation 
one through four.

1, measures

The second beat of measures sixteen through twenty also 

present outlines of the theme.

JF

T

p
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Fig. 8-~-Rchmannoff, ~ Varation1 esue

Fig. 38--Rachmaninoff, Rhapsodvt Variation 1, measures 
sixteen through twenty.  

Their origin .is the motivic element of Figure 1-6A.  

Theme 

The theme is now stated by the orchestra while the 

piano continues the idea of outlining the theme harmony 

presented in Variation 1. This variation is contained in 

twenty-four measures also. Measures seventeen through 

twenty-four present a variation on the section of the 

theme stated in measures nine through sixteen. The piano 

retains the function of outlining harmonically the theme 

while the orchestra states a motive of the theme.  

Measures seventeen through twenty provide an example of 

this technique.

2 ~ t Mg
ol 4 & t I -f 'ff g L=:f=- F
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Fig. 39--Rachmaninoff, 1Mapsody, Theme, measures 
seventeen through twenty.  

Variation 2 

In this variation the first literal statement of the 

theme by the solo instrument is presented, measures one 

through sixteen. Rachmaninoff develops measures seventeen 

through twenty-four freely, or rather in new figuration, 

for the piano (the harmony, however, remains) while the 

orchestra occasionally presents fragments of the theme, 

principally that of Figure 16A.
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Variation 3 

Rachmaninoff sets the piano figuration in octaves 

divided between the hands. Against this figuration, in 

quarter and eighhnotes, the orchestra is given a figura

tion of sixteenth notes throughout the variation again 

emphasizing the motivic element of Figure 16A. Outlines 

of measure four of the theme are seen in the fourth measure 

of this variation in the piano part. Until this variation 

Rachmaninoff set each variation in twenty-four measures 

which is the same number as the theme. This variation, 

however, depart& therefrom and is contained in thirty

one measures.  

Variation 4 

It is this variation which resembles Variation 3, 

Book- I, of the Brahms Variations. Throughout the varia

tion Rachmaninoff toys with the motivic element of 

Figure 16k, setting it first as it is in the theme and 

then inverting it. It is stated by the piano in almost 

every measure of the variation. The orchestra also states 

it several time and otherwise accompanies the piano with 

new free material. Again Rachmaninoff departs from the 

usual twenty-four measures and contains this variation in 

forty measures. The first four measures of the theme are 

each developed two times using slightly different figuration 

in the piano part.
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'I

IV 
Pi vivo

Fig. 40--Rachmaninoff, tapsody, Variation 4, measures 
one and nine.  

The key for the first development, measures one through 

sixteen, is A minor while the key for the second development, 

measures seventeen through forty, is A major.  

Variation 5 

For the performer this variation and others are lessons 

in the importance of counting while playing with an orches

tra. This variation is based on the rhythmic figure,7.*fl, 

which Rachmaninoff diabollically utilizes on every beat of 

the measure possible. Rachmaninoff punctuates this rhythm 

occasionally with a return to the motivic element of 

Figure 16A. The orchestral accompaniment is chordal with 

harmonic relation to the theme.

V
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Variation 6 

This variation is composed almost entirely of free 

material. The figure in measure one perhaps might be 

compared with the motivic element of Figure 16A. The 

variation is improvisatory in nature and contains ca

denzas. The pianist is mostly responsible for the 

variation. Rhythmic relations between the variation and 

the theme are evident in the rhythm, , of measure 

seven and the rhythm, , of measure fourteen.  

Variation 7 

The second main theme of the composition is intro

duced in this variation, that being the Dies Irae. The 

Dies Irae is presented by the piano throughout the varia

tion in chorale style. The orchestra sets against the 

chorale setting of the Dies Irae the motivic element of 

Figure 16Asometimes in its entirety and sometimes frag

mented. The motivic element of Figure la. is set both in 

eight notes and thirty-second notes. in the variation.  

Variation 8 

The variation returns to the statement of the motive 

element in the piano, this time set in thirds, sixths, as 

well as octaves containing the interval of a sixth. Meas

ures seventeen through twenty-four are based on the harmony 

of the second half of the theme. See Figure 1. The harmony
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in the theme is in the relation of a fifth for each measure.  

Instead of carrying out the relationship of a fifth in each 

measure Rachmaninoff in this variation changes that relation

ship to a third. easures seventeen and eighteen consist of 

a Bb minor chord progressing in measures nineteen and twenty.  

to a D minor chord)while measures twenty-one and twenty-two 

are an Ab minor chord progressing in measures twenty-three 

and twenty-four to a 0 major chord.

"o", 4. W I . .# w p
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Fig. 41--Rachmaninoff, Rhapsody, Variation 8, measures 
eighteen, nineteen, twenty-two and twenty-three.  

Thus, the relationship of a third between the Bb minor 

and D minor, Ab minor and 0 major replaces what normally in 

other variations is a relationship of a fifth. Measures 

thirty-one through thirty-eight repeat the idea of measures 

seventeen through twenty-four in a new figuration, this time 

huge chords set for each hand in the typical florid style of 

Rachmaninoff. The style of the Rhapsody is of, course florid 

but not to the extent of that style in the second and third 

concert. An undertone of irony pervades the Rhapsody while 

not so with the two concerti mentioned. Rachmaninoff in the 

Rhapsody saves his notes and does not spend them as freely 

as in earlier compositions.

-M..""Now
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Variation 9 

Variation 9 is perhaps the most rhythmically treacher

ous of the entire work. The time signature is 4. The piano 

plays on the off beat while the orchestra accompanies with 

a triplet figure (the third section of each triplet is a 

rest).

VAR. IX 
L'ist sso tempo

J J, 

p -~, p wr~~ 

_Ar. ,*

f'ig. 42--Rachmaninoff, R&asy Variation 9, measures 
one through four.  

This rhythnmic arrangement would naturally make the 

ensemble of this variation difficult. Rachmaninoff de

velops basically one idea throughout the variation. This 

idea is seen in the first four measures of the variation.  

(Refer to Figure 42 above.) The piano part outlines a i

k r--3' . P%
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chord with a D# included. In measure four there is a 

sudden cadence on the V chord. This pattern is repeated 

throughout the variation in different harmonies and pro

gressively with more notes in each chord for the piano 

part.  

Variation 10 

Variation 10 illustrates a fusion of the two themes 

upon which the work is based. The pattern of the theme is 

seen in measures one through fifteen. The second section 

of the theme begins at measure nine. Intertwined with the 

first half of the theme, measures one through eight, is an 

almost continuous statement of the Dies Irae by the solo 

instrument set in octaves. At measure sixteen the plan of 

the theme dissolves. The Dies Irae continues to the end 

of the variation. It is set on the beat for the orchestra 

and on th6 off beat for the piano. The figuration for the 

right hand of the piano part is based upon the motivic 

element of Figure 16A. At measure twenty-four the piano 

supplies free figuration accompanying the Dies Irae played 

by the orchestra to the end of the variation.  

Variation 11 

Little more can be said of this variation than the 

fact that it is a cadenza in the style of Liszt containing 

references to Figure 16A chromatic runs set in thirds and
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sixths, arpeggios, and the intricate material for which 

Liszt cadenzas are famous.  

Variation 12 

For the first time in the set of variations Rach

maninoff presents a variation in a key other than A minor, 

that key being D minor. The variation is set in time 

with a tempo indication of Tempo Q Minuetto. A conjec

ture may be made as to the derivation of the opening of 

this minuet .

Teiipo di Minuetto

9)

Fig. 43w--Rachmaninoff, &,asod;, Variation 12, measures 
one and two and thematic element.  

The variation is based on the rhythmic figure, ,or 

derivations therefrom. The harmony of the theme is apparent 

in this variation in measures one through sixteen. The 

I-iv-VII-III progression is discernable on the first beat 

of each measure of measures seventeen through twenty.
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Measures twenty-one through twenty-four work toward a ca

dence only to start a repetition of measures seventeen 

through twenty at measure twenty-five. The orchestra 

repeats the idea established in measures one and two as 

a countermelody. Reference is made to the motivic element 

of Figure 16Ain the orchestral part in measures twenty-four 

and twenty-six.  

Variation 13 

In this variation the orchestra takes the responsi

bility of stating the theme. The theme is varied 

rhythmically in this variation and occasionally uses 

syncopation; the theme is stated in quarter and eighth 

notes set sImply in octaves with no decoration save its 

rhythm. The piano serves a decorative function in this 

variation, the piano part containing only chords on the 

second and third beat of each measure. This variation 

returns to the use of twenty-four measures, and the sec

tions of the theme are discernible at measures one, five, 

nine, and seventeen. The variation is set in D minor as 

was the previous variation.  

Variation 14 

Variation 14 presents a key change to F major. The 

motive upon which this variation is based can be derived 

from that motivic element of Figure 16A.
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flZarca to 

two. Fig. 44--Rachmaninoff, pd, Variation 14, measure 

The triplet figure on the third beat of the above 

illustration Is in essence an inversion of Figure l6L, and 

it is upon this figure illustrated above that the entirety 

of the variation is based. The orchestra is given the 

greater amount of responsibility in the variation while 

again the piano serves in a decorative function. The piano 

part from the last beat of measure sixteen to measure twenty

eight is opti nal. Measures thirty-two through thirty-eight 

in the piano part bring- a gradual dissolution to the vari

ation and the succeeding variation is begun in measure forty 

of this variation in the piano part.  

Variation 15 

Variation 15 is a scherzo for the piano; the orchestra 

plays a minor role in the variations. The scherzo is based
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on the section of the theme illustrated in Figure 16A.  

Throughout the variation this figure is seen in inversion 

and the idea of a V-I progression is felt.

_ ___r_

9v) __ __

Fig. 45--wRachmaninoff, Rhpso, Variation 15, measures 
two and three, and ten and eleven.  

It is this inversion that is responsible for most of 

the melodic invention in the variation. The variation can 

be divided into four sections, measures one -through fifteen, 

sixteen through twenty-seven, twenty-eight through forty

three, and forty-four through fifty-seven. The first two 

sections show similarity in their ma1ke-up while the third 

section contrasts harmonically with the preceding, although
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this section still utilizes the inversion of Figure 45 

The fourth section gives the impression of a codetta to 

the variation building to a climax in measure fifty-six.  

In keeping with the ironic flavor of the work Rachmaninoff 

ends the variation on an F major chord marked g .  

Variation 16 

Another key change presents itself in this variation 

now in Bb minor. This variation like Variation 15 is 

based on the idea of Figure 45 above. The piano states 

rhythmically the idea first on the second beat of the fifth 

measure. The orchestra literally states the figure in 

measure seven at the same time the piano states it rhyth

fiidally, The variation follows the plan of the theme.  

Measures one through ten may be termed a prelude. At 

measure eleven the variation corresponds with the first 

section of the theme. The second section of the theme 

begins at measure twenty-five with the inversion of mo

tivic element of Figure 16in the orchestra part. At 

measure forty-four the material of the prelude returns 

flowing at measure fifty into the next variation without 

a key change.  

Variation 17 

Variation 17, stragetically placed before the well

known eighteenth variation, is a masterpiece of tone color 

for both the orchestra and solo instrument. The sole
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connection of this variation with the theme is seen in the 

orchestra, measures three, four, and five, with the idea 

of a V-I progression on the last half of the fourth measure 

and the fifth measure.

(I
I I 'V- V iII L

/ 
nw___-_I 

)

JF LKZ

4 n-

Fig. 4 6 -- Rachmaninoff, Rhasd, Variation 17, measures 
three, four, and five.
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This idea is repeated several times in the variation.  

Throughout the variation the piano continues the figuration 

in the illustration above. The piano part continues in the 

same figuration illustrated throughout the variation with 

an indication to bring out the quarter notes in each measure 

thus giving color to first the right hand and then the left.  

At measure twenty-five the variation flows into the next 

with no break at all.  

Variation 18 

It seems that it is to this variation that the entire 

work builds and from which the work departs. Rachmaninoff 

takes the motivic element of Figure 15, puts it in an exact 

inversion and in a major key, Db major, and develops with 

it a lyrical melody.

Ikmfa
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I* 

Fig. 47--RZaohmaninoff, Rhpoy Variation 18, measures 
two, three, and four.  

A countermelody is seen in measures seven through nine.  

The so:Lo instrument handles the variation alone until 

the thirteenth measure at which the orchestra takes the 

melody and the piano accompanies with big chords in a trip

let figure.
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48--.Ractmaninoff, RhUS , variation 18, measures 
fifteen, and sixteen.
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A new countermelody makes an appearance at measure 

twenty-nine going through measure thirty-two. The counter

melody in this case is a descending scale line largely 

diatonic.

ay 
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- umanamnw- +.* -uT Nn 
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Fig. 49--Rachmaninoff, .Rhasody, Variation 18, 
twenty-nine through thirty-two.
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The variation ends as softly as it was begun after 

forty-two measures.  

Variation 19 

Between Variation 18 and Variation 19 are six measures 

of music played by the orchestra which might be termed an 

interlude. The material of these six measures hints at the 

composition of Variation 19; however, the score does not 

designate that these measures are a part of any variation.  

The piano part of Variation 19 is monolinear in con

struction throughout, and it may' be conjectured that 

Rachmaninoff had the idea of violin pizzicato in mind when 

he composed the variation. The variation being in ,the 

piano plays in staccato triplets throughout the variation.  

The structure of the variation adheres rather closely to 

that of the theme. Measures one through four correspond 

to measures one through four of the theme. The orchestra 

accompanies on the first and last beat of each measure 

with chords. The chords on the last beat of a measure 

and the first beat of the next imply the V-i progression 

of the theme, although the harmony actually is not V-i.
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Fig. 50--Rachmaninoff, hapsod Variation 19, measures 
one through four.
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Measures five through eight are essentially the same 

as measures one through four. The harmony of measures five 

through eight is changed slightly but the same skeletal 

structure is present as that of measures one through four.  

Measures nine through fourteen of the variation present the 

second half of the theme. Part of the I-iv-VII-III pro

gression is discernible in these measures. Measures nine 

and ten present a I-iv progression. At measure ten, how

ever, the progression dissolves. Measures fifteen through 

twenty are in essence a repetition of measures nine through 

fourteen, formally corresponding to the theme. Harmonically 

these measures are altered slightly, but as in the previous 

repetition, the same skeletal structure is present.  

Variation 20 

The composition of this variation is based on two 

thematic elements, one exhibited in the piano part while 

the orchestra presents the other.
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Un poco piu vivo 

mf 

Fig. 51--Rachmaninoff, Rhapsgdy, Variation 20, measures 
one and two.  

The orchestra presents the motivic element of 

Figure 16 while the piano part throughout uses the rhythm, 

*F-,sseen at the beginning of the theme. These two 

thematic elements are imposed upon each other, and pre

sent one of the many examples of Rachmaninoff's inventive 

mind. The divisions of the theme are present in the varia

tion. Measures one through five correspond to measures one 

through four of the theme. The idea of a i-V progression 

is evident on the first and second beats of measure two of 

the above illustration. Measures six through ten essen

tially repeat measures one through five, though the harmonies 

of the cadences differ. The second half of the theme begins 

at measure eleven and continues until measure twenty. The 

I-iv-VII-III progression is seen more clearly in the
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repetition of this section, measures twenty-one through 

twenty-nine. At measure twenty-one the I chord is pre

sented and at measure twenty-two the IV chord, measure 

twenty-four the VII chord (this time built on G#), and 

measures twenty-five through twenty-six the III chord.  

At measure twenty-seven the bII chord is presented, the 

measure continuing toward a cadence in measure twenty

nine.  

Variation 21 

This variation is reminiscent of Variation 19 in its 

figuration of staccato triplet eighthnotes, and in the left 

hand doubling the right almost continually through the vari

ation producing for the most part one line of music. The 

variation may be divided into sections like the theme.  

Measures one through four might be considered in their en

tirety as essentially a i chord, while measures five through 

eight are considered essentially as V, thereby giving the 

i-V progression of the'theme. Measure one presents a quasi 

chromatic figuration on the i chord while measure five does 

the same thing on a v chord.
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*1

Fig. 52--Rachmaninoff, a-Psody, Variation 21, measures 
one and five.  

With measure nine the second half of the theme is 

presented and continues until measure fourteen. Measures 

nine through twelve present the I-IV-vii-III progression 

while measure thirteen presents the bII chord and continues 

to a cadence in measure fourteen. An immediate repetition 

at measures fifteen through twenty essentially is the same 

material harmonically as that presented in measures nine 

through fourteen. Figurally they are the same.  

Variation 22 

Variation 22 may be divided into four sections and a 

cadenza. Harmonically and structurally sections of this 

variation are remotely related to the theme if at all. The 

preceding variation flows into this variation set at first

'to staccato 
p staccato 

dr w 

qw, Ip 
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like a march. The first section, measures one through 

twenty-two, shows a rhythmic and a thematic relationship 

to the theme in the orchestra part. The first measure of 

the orchestra part utilizes the same rhythmic figure on 

the last beat of the measure and the first beat of the 

succeeding measure as the theme.

__I, 

L. -IL 46

Fig. 53--Rachmaninoff, hVaPsodvariation 22, measures 
one and two.  

The motivic element of Figure 16 is present throughout 

this section in the orchestra. The piano accompanies the 

orchestra with eighth note chords on each beat emphasizing 

the march character of this section of the variation. The 

second section of the variation begins with the last beat 

of measure twenty-two and continues to measure thirty-three.  

This section consists of huge diminished chords for the
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piano and orchestra and serves as a bridge between the 

first and third sections of the variation.

II 

le' t

Ar:

Fig. 54--Rachmaninoff, RhVody Variation 22, measures 
twenty -three and twenty-four.  

Section three of the variation begins at measure 

thirty-three and proceeds to measure forty-six. The piano 

has scale passages against a chordal orchestral accompan.i

ment. At no time in this section is a definite key center 

established.

I

I
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Fi.55--Rachmanino'f, R Variation 22, measures 

11hAddy-th eMan t ir ~olT y-fAdr 

F section of variation, 

The arpeggios of the piano part serve a 

Adefunction to the repetition of the motivic eli

ment of Figure 16Athroughout the section.
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Fig. 56--Rachmaninoff, Rhapmdv, 
forty-six and forty-seven.

Variation 22, measures
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Measures fifty-eight through sixty-five bridge into a 

cadenza built upon the motivic element of Figure 16kfor the 

piano at measure sixty-six.  

Variation 23 

This variation again conforms to the plan of the theme.  

The piano at measures five through eight states the theme 

and repeats it at measures nine through twelve in Ab minor.  

The orchestra suddenly. modulates to A minor by the use of 

the V chord of A minor and repeats the statement and repe

tition of the theme just presented by the piano, this time 

in A minor. The second half of the variation begins at 

measure twenty-one and continues to measure twenty-nine.  

The I-iv-VII-iii progression is discern ble in the orches

tra part in measures twenty-one through twenty-four.
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Fig. 57--Rachmaninoff, Rhap sd, Variation 23, 
twenty-one through twenty-four.

measures

The piano accompanies with descending octave movement 

for each hand. A quasi cadence is reached at measure twenty

eight and the repetition of this section is begun at measure 

twenty-nine. The variation ends with a cadenza beginning, 

perhaps arbitrarily, at measure forty-five with an octave 

figure.  

Variation 24 

Variation twenty-four, set in i time, brings back the 

eighth note triplet figure of Variations 19 and 21.
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Fig. 58--Racbmaninoff, Rhapsodxy, Variation 24, measures 
one and two.
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The figure set for the piano in measures one and two 

is reminiscent of Liszt's Ia Campanella from the Laganini 

Etudes. The figure for the orchestra on the third and 

fourth beats of the first measure and the first beat of 

the second measure is again the motivic element of Figure 

16 in rhythmic disguise. Measures one through four of 

this variation may be compared to measures one through 

four of the theme. A repetition of these measures in 

D minor occurs in measures five through eight. These 

measures are figurally the same. The second section of 

the theme begins at measure nine. The I-Iv-VII-III pro

gression is present in measures nine and ten on the first 

and third beats of each measure.  

....................................... ...............
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Fig. 59--tRachmaninoff, hap s Variation 24, measures 
nine and ten.  

See the figure above. This section closes at measure 

twenty-two, and measures twenty-three through twenty-six 

present a bridge using the same figuration as the preceding.  

Aurally these triplet figures seem to be in a dominant re

lationship. A coda begins at measure twenty-seven. The 

orchestra continues the statement of the thematic element 

of Figure 16 while the piano accompanies in sixteenth note 

chordal figuration. At measure thirty-nine there is again 

a statement of the Dies Irae. The orchestra states it on 

the first beat while the piano figuration presents it on 

the second beat of the measure.
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Fig. 60--Rachmaninoff, Rhalsody Variation 24, measures 
thirty-nine through forty-four.
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The coda builds to a climax* at measure sixty-seven.  

Then so characteristic of the ironic flavor of the work, 

Rachmaninoff ends the variation softly with a V-i pro

gression and again a statement of the thematic element of 

Figure 164.  

Fig. 61--Rachmaninoff, Rhapsody, Variation 24, measures 
sixty-eight and sixty-nine.



CHAPTER V

INCLUSION 

The purpose of this thesis was primarily to analyze 

two works written in the same general form, variation form.  

Is there now any relationship between the two other than 

the fact that they are written in the same form and that 

the variations of each work are written on the same theme? 

This question may be answered by considering the elements 

of each work, form, harmony, rhythm, and structure.  

It is true that both works are written in variation 

form, but in that statement lies a vast difference between 

them. The Brahms Variations are an example of the nineteenth

century character variation, while the Rachmaninoff Rhapso 

is written in the style of the twentieth-century free varia

tion. The difference between the two types is, of course, 

in the manner in which the theme is handled. The Brahms 

Jariatignj preserve the general structural and harmonic 

outlines of the theme. The basic principle of the Brahms 

is that each variation contains a recurring series of chords, 

which, after appearing first in the theme, underlines each 

following variation. The Rachmaninoff Rhamsody, however, 

does not lie upon this principle. Rachmaninoff, instead 

of developing each variation patterned after the entire

109
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structure of the theme, will utilize only a small section 

of the theme and upon this small section will build his 

entire variation. This small section of the theme may 

be part of the first measure of the theme, perhaps two 

or three notes of the theme, or sometimes only a rhythmic 

idea presented in the theme. The majority of the Rach

maninoff variations will follow the basic structure of 

the theme -- that is, it will contain a section utilizing 

a i-V progression and a section utilizing a I-iv-VII-III 

progression in one manner or another. Rachmaninoff is 

much farther away from following the basic structure of 

the theme for each variation than is Brahms.  

Brahms almost always displays a close relationship 

with the theme harmonically. The Brahms lar ons may 

be divided into three classifications illustrating how 

closely they adhere to the harmony of the theme.  

I. Those exactly like the theme except for the 
cadential pattern. (See Table VI.) 

Book I: Variations 1, 2, 6, 7, 8, 13 

Book II: Variations 4, 6, 7, 8, 9, 10 

II. Those whose harmonies differ from the theme 
but use the same skeletal structure as the 
theme. (See Table VII.) 

Book I: Variations 3, 10, 12, 4, 1, 14 

Book II: Variationsl,3, 5, 1U, 12, 13, 14, 

III. Those variations whose harmony is unlike the 
theme. (See Table VIII.)
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Book I: Variations 5, 9 

Book II: Variation 2 

A table for each classification is presented to show 

relationships between the harmony of each variation and 

the theme.  

TABIE VI 

CLASSIFICATION I OF THE 
BRAIMS VARIAT IONS 

Measure 1 2 45 10 11 

Thene I V il: I7vVIIIlIi V 7 

ar Book Key 

1 1 Amini V i V::I iv VII III bII i iiV i 

2 I " " i V i V::I ivVII III bII iii 0 V i 
___ ____ mmfm **m - ' Wm NNOW

6 I " " i V i V::I iv VII III bII i 110 1 Vi 

7 I " " i V i V::I iv VII III VIbII ViiV i 
- rriE--- . - --- i i~.eG- 01 l(----',h-i. - II -- ] - N - --N - m -N N 

8 1 V i V::I iv VII III bII iiU V' 

3 I V i V::I iv VII III ii i i iov i 

4 II A maj I V I V::I 0 Vii iii vi ii1iiii V I 

6 II A mim i V i V::I iv VII III vi bII V i v V i 
| | N j - N - -- N - ' N - - -||- J- N ---- -|

7 II " " i V i V::I ivVII III bII i ivV i 

N 

.|-.| ||||| -. J -- i'- --" --

-N N --M -N ~ m N 

9 II " " i V I V::i iv VII III bII i ivV i 

10 II " id7 Vid7 V::I IV VII III i bII ViV i 
N- Nm0N1N1N-1N-1N-1N-1 -0-1N
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TALE VII 

CLASSIFICATION II OF THE 
BRAMS VARIATIONS

measure 112 3 4 5 6 7 8 9 10 11 12 

Var Bool Key i V and i 
and then I III V iv 
dz- croma over over and and 

Anmt progre VII i V 3 I a pro ion V I IVVII bII 
to to

4 I A i i VI7  J I 7II V17 id7  d7 d7 
min and and and and: oand and and and and and and i 

V V V iv -III III bII i 

couldbe B A 
analyze d min, maj.  
as modu
laton to 
.#Lmin.  

A .v v y 
SI IV I V I IV vii iiand and and I 

i i V 
A VI V li 

12 Ilmaj I iV 7  i *1 IV ]Iliiiand and and I 
V Miid V 

A ii i 7 Yyivwv dTi 
3 II n i arr iv V:I iv V119 III ana and and and 

kv I 1 II
A 

5 II mta i V i I0I1:i IV VII III ii vI v1i 
and 

viI v A v i V b1I 
11 n 1 i V i VI and and&andbI i7- and 

IV IV III 

D minar Ma or ---------" ---M ---- - "4- 

F V-I3 V- vi VII IV iii V 2 11 maj I V i #iv-IT  IV VII iii an an i and 
__MNyLI W- -j X9
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TABLE VII (Continued) 

CLASSIFICATION II OF THE 
BRAHMS VARIATIONS

measure 1 2 3 4 5 6 7 8 9 10 11 12 

ar b ok Key 

A and 
0 Ilmin i i V V i I V v I I I IVon 

last 
half 
of 

2nd 
beat 

A I V7 

13 11 min i V i V:V I IV VII III II and and 
and i I 

V and 
ii 
and 
bII 

~~~~N IM Fil-NmsW n 

Measure 13 14 15 16 17 18 19 20 21 22 23 24 

Var ibok ey 

VII 
A and i Iii iv 

10 I min VIIVIITVII III bII II 1. vi and and and and 
on v i V I 
last 
balf 
of 
2nd 
best 

A Aug I II and 
13 II min 6tb and IV VII III7 and ai 

hol aug v7  and and 
6th bII 

and
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Because of their irregular length the last variations 

of each Book were not included in the table. Also see the 

discussion of Variation 1, Book II, for harmonic analysis.  

Also see the discussion of Variations 5 and 9 of Book I for 

harmonic analysis (these variations are of Classification 

III).  

TABLE VIII 

CLASSIFICATION III OF THE 
BRAHMS VARIATIONS 

measure 1 2 3 4 5 6 7 8 9 10 11 12 

Var Bool Key 

A III VI vd 
2 II min i and and and d7 idd 

III+VI+ #iv v ii III and viid7 iid7 i 
I+1 and and 

#Jid7i V 

Brahms exhibits an affinity for one particular caden

tial pattern throughout the variations, the bII-i-mi.V-i 

This cadential pattern was used in Book I, Variations 1, 

2, 6, 8 and in Book II, Variations 8, 11, and 14. The 

second most prominent cadential pattern, bII-i-iv-V-i, 

contains only one difference from the previous cadential 

pattern, the substitution of the iv chord for the ii0.  

This pattern was found in Book I, Variations 3 and 7, and 

Book II, Variations 6, 7, and 10. Only one plagal cadence 

was found throughout the variations in Variation 10 of
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Book I. All other cadences in the variations of both books 

are authentic. Other cadential patterns used are not far 

from the bII-i-(it or iv)-V-i.  

Harmonically the two works are almost a century apart.  

Rachmaninoff essentially does not base each variation upon 

the harmony presented by the theme; however, traces can be 

found of the theme harmony. As stated previously, the 

Rachmaninoff variations will follow the basic structure 

of the theme, usually having sections of i-V and I-iv-VII

III. A table is presented to show the location of these 

sections in each of the variations. T he assumption should 

not be made that the separate progressions will be found in 

their entirety. The table purports to illustrate that these 

particular measures are based on the first or second sections 

of the theme.  

Like the Brahms Variations the Rachmaninoff Variations 

may be divided into harmonic classifications: 

I. Those variations using the skeletal harmonic 
structure of the theme. See Table IX of 
Classification I of Rachmaninoff Variations.  

Variations 1, Tema, 2, 3, 4, 5, 6, 8, lo 
12, 13, 19, 20, 21, 23, and 24.  

II. Those variations which deviate from the har
monic structure of the theme.  

A. Those variations containing Des 

Variations 7, 10, 24.
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SThose variations wnich do not contain 
the lies lrae but still deviate from 
the harmonic structure of the theme.  

Variations 9, 11 (cadenza), 15, 16, 
17, 18, 22, and 14.  

TABLE IX

CLASSIFICATION I OF 

location Iocana of' 
of i-v I-iv-VII-III

nr, m-

RAOHMANINOFF VARIATIONS 

Location free mater
of ial related 

OndPnCas tothe them e

Free Un
related 

M aterialnr TnrFh f-V fcpr. ..V ~ l AV Q -oO 

,Z 9-12,k20 3

ema 24 1-8 2, 17i20 i3-i6A2-2 4 

2 24 - 9-2, 17-20 13-6,2&24 

t LQL 13-16, 22-25 1f7216-1 

4 40 1-6 17-20 91621-40 
S1-8 -30 17-22, Y"-36 

5-a n---o -_ __"021

6 54 1-13 14-42 50-94 3-49 

8 44 1-16--- '1-24 3-38 21-3,O394lwmxmmo 

10 31J 1L- -12 3-1516-aa 

12 32 1-8 16-125-2 - 28-159-15 1 7 .2L -8 *-OS-_ a,_4_I - _ 

S 24 j- j-12,27-20 Q-2 

9 20 18 94-10, 516 11-14, 17-20 

1 9 -10 -2-28, _ow2 -29 

21" 20 1-8 9-42, 51 13-142, 9-~20 

231 Jim120 21,-24 29-3g2..25-28 -3 

24 69 1-8 j;% 90-10 11-3,02g-::4-2

- --- I OWNROMMOOME
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Variation 7 is not included in the table because it is 

based essentially on the Dies Irae. Variations 9, 11, 15, 16, 

17, 18, 14, and 22 are not included in the table because their 

construction does not lend itself to a sectional analysis and 

comparison to the theme as did the variations in the table.  

These variations rather are constructed on rhythmic ideas 

from the theme, small sections of the theme, or rhythmic 

patterns unrelated to the theme.  

It is interesting now to consider the source of the 

rhythm for each variation of the Brahms and Rachmaninoff.  

A table is presented for this purpose. An examination of 

the previous harmonic and rhythmic tables will reveal that 

the primary connection of the Brahms variations and the 

theme is a harmonic one while the Rachmaninoff variations 

show a rhythmic one rather than a harmonic one. Rachmani

noff exhausts the theme rhythmically. He uses it in almost 

every rhythmic possibility and combination.  

Structurally, Brahms is consistently true to the theme.  

Each variation or setting of the theme presents the fist 

four measures of the theme and repeats them then presenting 

the remainder of the theme with a repetition. Almost all 

the Brahms variations are contained in twenty-four measures.  

With the Rhapsody this is not true.
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TABLE JC 

DERIVATION OF THE RHYTHMIC FIGURE 
UPON WHICH EACH VARIATION OF THE 
RACHMANINOFF RHAPSODY IS BASED

Variations 1, 2, Tema, 3, 4, 5, 7, 8, 10, 11, 13, 
14, 15, 16, 18, 20, 22, 23, 24, 21, 22 

Variations 6, 12, 17, 20 

variations 5, 20 

Patterns 
related Variations 9, 19, 21, 22, 23,124 

to theme

TABLE XI 

DERIVATION OF THE RHYTHMIC FIGURE 
UPON HIGH EACH VARIATION OF THE 

BRAHMS VAR.IATIONS IS BASED

1(I)l 2(I)1 ( (), 10(I), 13z(I), 14(I), 
3(II), 7(II), 9(II), 11(II), 14(II) 

11(I), 5(II), 3(11) 

Patterns 4(I), 5(I), 7(I), 8(I), 9(I), 12(I), 1(II),q 2(II), 
unrelated 4(II), 6(II), 8(11), 10(11), 12(II), 13(II), 14(11) 
o theme 

Roman numerals indicate the Book of Variations. Arabic 
numerals indicate the variation.

---------- -11- vwwlwtw
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The majority of the Rachmaninoff variations vary in 

length from the regular twenty-four measures of the theme 

to sixty-odd measures. Rachmaninoff puts in his Rhapso 

free material unrelated to the theme, while almost every 

note of the Brahms variations may be sai to have come 

from this or that measure of the theme.  

Both the Brahms Yariations and Rachmaninoff Rhapsody 

occupy their respective place in piano literature. In 

common with the Paganini Carice for violin is the fact 

that both the Brahms and Rachmaninoff are material for 

virtuosi. Each presents enough technical material to 

provide a challenge to anyone attempting to execute them.  

Brahms combines the classical with the acrobatic while 

Rachmaninoff submits a mixture of the romantic, diabolic, 

and acrobatic in the tradition of Liszt. In recognizing 

the tradition of the Rachmaninoff Rhpsody, a work such as 

the Liszt Totentanz should certainly be mentioned. Liszt, 

like Rachmaninoff, proffers the same qualities in his 

Totentanz as Rachmaninoff in the RhapsodA the romantic, 

diabolic, and acrobatic. The idea of theme transformation 

used in the Rhapsody was also utilized in the Liszt B minor 

enata and the Concerto in A major.  

As for the heritage of the Brahms works such as the 

Bach Goldbe Variations and the Beethoven Variations in 

Q minor and the Reger Variations on a theme of Telemann
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should be mentioned. These works, however, perhaps do not 

surpass the Brahms Variations in the matter of technical 

difficulty of performance. The Brahms Variations are a 

product of the nineteenth century era of big piano playing 

seasoned strongly with the classical. The Rachmaninoff, 

too, is big piano playing gazing back to the romantic, 

showing strong Lisztian influence.  

Looking now at the two works as separate wholes, is 

there a comparison that can be made between the two? Yes, 

both works are tempered to virtuosic piano playing; they 

use the same theme; and they are constructed in the same 

general form. Here the comparison should end. They re

main two works constructed on separate principles by two 

creative geniuses whose minds did not bask in the same 

sunlight of creativity.
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