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To my mother Victoria Yagling






You know something, Glenn, I fe/fit. I don’t know if I would have actually
been able to spot what you did just listening to it, but there was a link
between those variations. I could feel it in my bones.

Tim Page (after listening to Variations XVI-XVII-XVIII from
Glenn Gould’s 1981 recording of the Goldberg Variations)
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ABSTRACT

An interpreter of th&oldberg Variationss almost completely deprived of
such utterly important guidance as the composerigpb markings, which
are as rare in th@oldberg Variationsas they are in the other works of Bach.
The final goal of my study is to suggest a logfcaindation, upon which an
interpreter of theGoldberg Variationscan make his/her choice of tempi
Upon the analysis of opus’s structure, which reveal impressive panorama
of symmetries, | suggeatmultilevel system of temporal correlationsuch
as the application of a constant pulse-rate to é¢hre work and the
attainment of equality of duration between a nundfehe work’s segments.
Hence, the termtemporal is used not only with reference to the
establishment of tempi for th@oldberg Variations movements, but also
with regard to their temporal proportions in terofsduration. In order to
support the concept of symmetrical interrelatiorsMeen the Variations, |
display the motivic correlations between those Variations, which are
considered as symmetrically interdependent. Atehd of the thesis, the
suggested temporal correlations are displayeddasgaam.

The present study, which aims to highlight thexceptional
interdependence of thé&oldberg Variations constituents, is addressed to
the performers, researchers, and ultimately — \eafopmers — to the

listeners.

Keywords: Goldberg Variations Correlation, Temporal, Motivic,

Interdependence, Unity, Conception.
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INTRODUCTION

It is hard to disagree with Walter Schenkman wlaona$ that “among many
problems that confront the editor or performer o Goldberg Variations
none is more crucial than that of the establishn@ntempi within the
individual variations™ The interpreter of th&oldberg Variationss almost
completely deprived of such utterly important gmda as the composer’s
tempo markings, which are as rare “guests” in Gwddberg Variationsas
they are in the other works of Bach. The only tempdications the
composer had given in this enormous cycle aréempo di GiggVariation
VII), andanteg(Variation XV) andadagio(Variation XXV).

While preparing thésoldberg Variationsfor a concert performance a
decade ago, | experienced how intricate and asdmee time inspiring its
“temporal enigma” is. Thus, the present study hiamvg not only out of
theoretical interest, but also (if not primarilg@yt of my wish to investigate
the work’stemporal problems in order to apply the acquireovkedge in a
performance. It means thaltimately| address my research not only to the
performers and music scholars, but also — via pados — to the listeners.
My final goal is to suggesd logical foundation upon which an interpreter
of theGoldberg Variationscan make his/her choice of temipilence, in this
study | will proposea multilevel system of temporal correlatipsach as the
application of a constant pulse-rate to the entinek (the concept of Glenn
Gould? as well as Walter Schenknf@irand the attainment of equality of

duration between a number of the work’s segmentss€quently, the term

! Schenkman 1975, 3.

% This thesis is addressed to both harpsichordisispimnists, for the choice of the instrument aralissue
of performance traditions’ authenticity have neewance in my research.

% Page & Gould 2001.

* Schenkmann 1975.
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temporalis used not only with reference to the establightnod tempi for
the Goldberg Variationsmovements, but also with regard to their temporal
proportions in terms of duration.

Naturally, my system of temporal correlatioasihypothesis, for none of
us — performers/researchers — can verify Bach'girai concept of the
Goldberg Variationstemporal design. Nonetheless, | do hope that With
use of analysis we can, to a certain extent, “det8ach’s ideas.

The analytical approaches on the subject of Gloddberg Variations
structure and conception differ. As Peter Williaoisserves: “It does seem
to be the nature of th&oldbergto inspire a range of hypothesés&s a
result, a performer or a researcher, apart fronmaxag the Goldberg
Variationshim/herself and forming a personal approach, facesiltitude of
analytical papers on the topic in question. To y®&lthis large number of
analyses (pardon the tautology) is quite a labartask, but, undeniably, the
discussion of the work’semporal problems can only be based upon a
knowledge of its structure (i.e. form), which relgslaighly intricate, in many
cases hidden, interdependencies (e.g. motivic) sstnes, well-considered
recurrences of Variations’ types (suchGeons among others) etc.

My key reference with regard to ti&oldberg Variations structural
analysis is the study of Boris Kdtan which he discloses an impressive
panorama of the work’s multiple symmetriekr order to support Katz's

concept, | will demonstrate the motivic correlagdretween the Variatiofis,

® Williams 2001, 48. For instance, Werner Breig @9 Zontrary to many researchers (including thé@aut
of this study) who do not question Bach’s origipkn — Theme—XXX Variations—Theme — puts forward a
hypothesis of the composer’s initial design, whiontained only XXIV Variations.

® Katz 1985.

" Due to the complexity of Katz's approach | prafet to discuss it in the Introduction.

8 Motivic is used as an umbrella term: the ties betweeN &niations can be thematic, gestural etc.
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which Katz considers as symmetrically interdependénis important to
stress that | had no intention of analyzing theiviotorrelations in depth;
as said previously, in my research these ties avaght up in order to
defend Katz’'s approach.
With regard to the temporal issues, the abowgioreed Gould'S (as well

as Schenkman®§ concept of one pulse that goes through the ectil@ssus

of the Goldberg Variationss of key importance for me. Such a pulse — a
guarter note of the Theme — constitutes a “consthpthmic reference

point™?

and creates temporal unity of all th®oldberg Variations
movements (an “almost arithmetical correspondemterden the theme and
the subsequent variatior’d”— as Gould formulated it). This thought-
provoking approach gives us a rich and demandiedd ffor research,
important not only in a purely intellectual, abstr&ense, but helpful to
performing artists who appreciate logic and coneaithinking™*

My study is organized as follows:
Part |: Structural and temporal aspects ofGloddberg Variations
This part is divided into two sections: 1. Struetdr 2. Temporality. Section
1 is dedicated to the overview of th&oldberg Variations structural
phenomena (i.e. the “construction” of the cycledl éne analysis of Katz’'s

approach? In section 2 | address Gould’s, Schenkman’s, dsageDon O.

° | do not mention the researchers who display sofnthe motivic correlations shown in this study,
because these scholars discuss such correlatialissimilar contexts.

¥page & Gould 2001.

* schenkman 1975.

2 page & Gould 2001, 21.

13 Glenn Gould in conversation with Bruno Monsaingé®he Goldberg VariationsFrom Glenn Gould
plays Bach. A film by Bruno Monsaingeon). Transtidp by V.C.

1| recall that in the end of 1980s, at one of thesbns at the Moscow Conservatoire, Mikhail Pletnev
(with whom | studied) proposed to apply Gould'sddef a single pulse to th®infoniafrom Bach's C
minor Partita No. 2. That was the first time | bmeaacquainted with this Gouldian concept, whichreve
since | have applied to various (not only Bach'syks.

®Katz 1985.
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Franklin’s® concepts, and then explain the formula of the tmaip
correlations, which constitutes the core of my ithes

Part Il: Temporal and motivic correlations

Part Il likewise contains two sections: 1. The etations & 2. Diagram of
the temporal correlations. In section 1 | expldia temporal correlations of
the Goldberg Variations movements, made according to the formula of
such correlations, which is described in Part l.abdition, this section
contains the aforementioned motivic correlationsvieen the Variations. In
section 2 the temporal correlations, clarified e tprevious section, are

displayed as a diagram.

Since theGoldberg Variationdisclose a rare unity of all its components, |
believe it would be very naive to approach this ©@s a kaleidoscopic
sequence of “thirty very interesting but somewhadlependent-minded
pieces, going their own way”.| do hope that the system proposed in my
study can 1) convey a clear perception of the vgofarm to a performer
(which is vitally important, considering the enomwscscale of the work), and
2) highlight the abovementione@xceptional interdependence of the

Goldberg Variationsconstituents.

'° Eranklin 2004.
" Glenn Gould in conversation with Bruno Monsaingé®he Goldberg VariationsFrom Glenn Gould
plays Bach. A film by Bruno Monsaingeon). Transtidp by V.C.
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ART |
STRUCTURAL AND TEMPORAL ASPECTS OF THE GOLDBERG
VARIATIONS

As | have specified in the Introduction, the cortimeps of Boris Kat?’
(Goldberg Variationsstructure) and Glenn Goufti(Goldberg Variations
temporal aspects) are of key importance for bugdhre system of temporal
correlations suggested in this study. Let us folkbw pattern Structure &
Temporality and examine Katz's, Gould’s, as well asme other

researchers’ approaches in detail.

1. Structure

Before addressing Katz's approach, we have to wrcdlie Goldberg
Variations “surface” structural level, i.e. list the struchl features which

are visible to the naked eye:

» The main basis of the Variations is the Themea'ssdine and harmony.

» Thirty Variations are divided into ten groups,clkacontaining three
Variations (henceforth referred to as treups of thre®). In thegroups of
three [-IX every third Variation is a Canon. The intelned the Canons is

augmented from the unison (Variation Ill) to thathi (Variation XXVII).

'8 Katz 1985.

¥ page & Gould 2001.

% The information is limited to the aspects relevarthe purposes of the present study.
2 peter Williams'’s term (Williams 2001, 40).
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The lastgroup of thregVariations XXVIII-XXX) ends with the Quodlibet
(Variation XXX).

* Variation XVI, a French Overture, is the only &rmon, which is
comprised of two sections: tl@uverture(Bach'’s title) inalla brevemeter,
and thefughettatype section in 3/8 (it is the sole Variation tontain an
internal change of meter). Variation XVI dividest®oldberg Variations

into two halves, each containing fifteen Variations

e The Theme contains 32 bars. The Variations hateere32 or 16 bars.
(The first and second sections of Variation XVI on 16 and 32 bars

respectively’?)

» The Theme, as well as Variations I-XV and XVII-XXcomprise two
symmetrical halves (16 + 16 bars, or 8 + 8 bargided with a repeat sign.
Variation XVI is an exception: its two sections a&ymmetrical (16 + 32

bars); both sections are provided with a repeat sig

 Of the thirty Variations, only three (i.e. onentie) are in the minor mode
(G minor): XV, XXI, XXV.

* The reappearance of the Theme after the Quod(¥atiation XXX)
creates an arch and contributes to the symmetmheftwo halves of the

work:

First half: Secondfhal
Theme—Variations 1-XV Variations XVI-XXX-Them

D

22 See the footnote No. 50 for a more detailed extlan.
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Following is theGoldberg Variationsoverall scheme:

Example No. 1.

First half
Movements: THEME | Il i v v VI VIl VIl IX X Xl Xl X1 XV XV
Canons: S0NO seconda terza guarta i

Time signatures: 3/4 3/4 2/4 12/8 3/8 3/8/8 6/8 3/4 C C 12/16 3/4 3/4 314 2/4

Tempo markings: al tempo di Giga andante

G minor Variations: *

Second half
Movements: XVI XVIE XVIIE XIX XX XX XXIT XXII XXIV XXV XXVI  XXVII XXVIII XXIX XXX  THEME
Canons & Quodlibet: sesta settima ottava nona Quodlibet

Time signatures: ¢&3/8 3/4 ¢ 3/8 34 C C 3/4 9/8 3/418/16-3/4 6/8 3/4 3/4 C 3/4

Tempo markings: adagio

G minor Variations: * *

The typeof every third Variation in thgroups of threes evident:Canons
& Quodlibet (see Example No..1)

When considering the second Variations within gihneups of thred(i.e.
Var. I, V, VI, XI, XIV, XVII, XX, XXIll, XXVI, X XIX), Katz points to
their virtuoso character. Such a common featureblesahim to classify
these Variations as thiener seriesof toccatas”® The terminner series

introduced by Katz, is defined by him as follows:

B Katz 1985, 509.
16



Inner serieamplies a set of variations (adjacent and nonafjjcunited by a
common attribute, not shared by the other variatibmer series emerge in a
variation cycle as a result of the projection oear another paradigmatic
class of variations onto the general syntagmatis afthe cycle*

Thus, the abovementionédner seriesof toccatasis a paradigmatic
(vertical, so to speak) class of Variations, prtgdconto theGoldberg
Variations syntagmatic (horizontal) axis (i.e. Theme — Vadas |-XXX —
Theme).

As concerns the first Variations in tgeoups of thregKatz asserts that
despite their apparent diversity, these Variati@sal a recurrence pattern

as well:

[...] the 4" 10", 16" 22'%%° variations possess a common feature — active
polyphonic development, which enables us to combimsn into a single
inner series, which, for convenience, we can aqaihaer series of fughettas
Therefore the scheme of the sequence of variat@rte groups 4—-6, 10-12,
16-18, 22-24 will be as follows: | fughetta — lictata — Ill canon. A
recurrence pattern can also be tracked in the ¥iastations of the other
groups [of three]: due to the common dancing festuvariations 7 and 19
enter into theinner series of gigueg...]; variations 13 and 25, due to the
textural and motivic similarities, can be includedtheinner series of arias
which was commenced by the Theme. Consequenthgrtings 7-9 and 19—
21 have the following structure: | gigue — Il totxa Il canon, and the

groups 13-15 and 25-27: | aria — |l toccata —ahan?®
As can be seen from the above quotation, tisé dnd the lasgroups of

three (Variations 1, I, Il and XXVIII, XXIX, XXX respectively) are

% |bid. 152. Emphasis in the original. All the quias from Katz’s paper are translated from Russign
the author of this study.

% Though in this study | use Roman numerals wittenaice to the number of the Variations, in the
guotations from Katz's paper | have retained Katse ofArabic numerals.

% Katz 1985, 59-60. Emphasis in the original.
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temporarily not considered, for they, accordingKiatz, do not reveal the
recurrence patterns peculiar to the otip@ups of three
Many researchers seem to have overlooked therence pattern of the
first Variations in thegroups of threeFor example, Breid’, who, like Katz,
classifies most of the second Variations in treups of threeas the
128

“virtuose Variationen”; defines the majority of the first Variations irete

groups as “freie Variationeff’and claims:

The opening Variations of the groups form no serkich could be
considered from the perspective of progressfon.

Peter Williams classifies the first Variatiomsthe groups of threeas “a
dance or clear genre-piece (such as a fughétta)”.

With the exception of Variation VII, which bsaBach’s indicatioral
tempo di Gigaand Variation X, entitledrugettaby the composer, Katz's
classification of the Variations simplifies theiuttifaceted constitution, and
Is therefore relative. Katz is well aware of tH®r instance, when unifying
the second Variations of tlggoups of threento the inner series abccatas
he stresses that the tetotcatais appliedfor conveniencé” Katz also notes
that the use of the terrfughetta with regard to Variation XXII and,
especially, to Variation 1V is “extremely conditiali.** Furthermore, Katz
makes an important claim, stating that a singleiafimn can belong
simultaneously to different inner series. He defittes phenomenon as an

“intersection of the inner seried”In order to exemplify such intersections,

" Breig 1975.

*% |pid. 246.

2 |pid. 247.

30 “Dje Anfangsvariationen der Gruppen bilden keineitR, die sich unter dem Aspect der Progression
betrachten lieRe.” Ibid. 248.

I williams 2001, 40.

%2 Katz 1985, 59. Emphasis mine.

* bid. 152.

* Ibid. 61.
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Katz points to Variation Xl, which, according tonhi represents the
intersection oftoccataseries andjigueseries, and Variation XXIV, which
combinesCanonseries angjigueseries’”’

| would like to add that in my view it seemsegtionable whether
Variation XIX can be considered agjigue(Katz's definitiori®). Williams is
hesitant with regard to the genre of this Variafibhe designates it as a
minuetand leaves this definition with a question m&ridndreas Jacob
regards Variation XIX as passepied® Whatever the right description of
this Variation’'s genre, for the purposes of thesprg study (as will be
revealed at a later stage) it is important to sties interdependence with
Variation VII. As | have pointed out in the Intraztion, in the second part
of this paper we will discover the motivic corrétais between the
Variations; such motivic ties between Variationd ®hd XIX are so close
(see Example No. 21) that their interconnectionncanbe questioned.
Hence, | agree with Katz’s attribution of both \&ions to onenner series

Katz's classification of Variation Il astaccataalso seems problematic.
This Variation, remarkable due to gsiasi-canonimature (which functions
as a kind of preparation for the ensuing fiesal Canon: Variation l1ll) is
more complex than most of the other Variationsssifeed by Katz as
toccatas

A similar comment applies to Variation XXVI, wh projects the

saraband rhythm (in 3/4) onto theccatatype texture (written in 18/16).

35 1bid.

% |bid. 59.

37 williams 2001, 75.
%8 |bid. 41.

39 Jacob 1997, 265.
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Katz is aware of this Variation’s divergence frdme bthettoccatas™ but he
does not provide the reader with his point of vigyon this topic.

The aforesaid notwithstanding, | believe thattZs classification of the
Variations, relative as it is, helps to grasp themmmon features, and
consequently reveals the overall structure of tbhekwior this reason, in the
present study | have chosen to adhere to Katz&goatks, such a®mccatg
fughetta gigueandaria.

Subsequent to the attribution of the Variatiotmgheinner series Katz
shows his view of theGoldberg Variations overall structure in the
following graph, in which he delimits tlgroups of thredoy a colon, and the
abbreviations imply: C €anon T —toccatg F —fughetta A — aria; G —
gigue™

Example No. 52

Theme
Introductory group 1, 2, 3:
1 Sub-cycle 4, 5, 6:; 8, 9: 10, 11,12: 13, 14,15
F T GT C F T C A T C
F T GT C F T C A TZC
2 Sub-cycle 16,17, 18: 20,21: 22, 23,24. 25, 26,27
Concluding group 28, 29, 30:
Theme

O Katz 1985, 59.

*LIn the graph (Example No. 2) Katz does not dispiteyabove-mentioned intersections ofitireer
series

*?Katz 1985, 60.
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As can be seen in the above graph (Example2Nan connection with
the fourgroups of thregVariations IV-XV), and another fougroups of
three (Variations XVI-XXVII), Katz introduces the concepf the sub-
cycle®™ which | consider to be the core of his conceptikatz’s graph
(Example No. 2) displays the striking fact that Swb-cycles 1 & 2 disclose
thesymmetrical sequence of Variations’ tyifés
Katz writes:

[...] thefirst variations [of thegroups of threen the Sub-cycles] appear in the
same order — fughetta, gigue, fughetta, aria. Exptains the conundrum of
the structure of variation 16: its first part — @verture — is needed to signal
the commencement of a new sub-cycle, the second—par fughetta — is
needed for the second sub-cycle to begin in theesaay as the first one.

[...] groups [of three] 1-3 and 28-30 are revealedirasoductory and
concluding group&® The appearance of the Theme at the beginning tathe a
end of the cycle contributes to its completeness iategrity based on the
principle of the periodic distribution of variatisftoelonging to different inner
series!®

At the same time, Katz emphasizes that hislg(&xample No. 2) is no
more than “the skeleton of the compositi6h”.

In the present context it is important to mentithat the concept of
parallels between Variations IV-XV and XVI-XXVIl b-cycles -

according to Katz) appears also in chapter XllIPgfallelen in

43 Katz does not define the tesub-cycle but, | believe, its meaning in the present casguite clear: it is
a smaller cycle within the main cycle.

*4 Though, as | have pointed out, | have a few res@ms with regard to Katz's classification of the
Variations, further analysis will display that bdsithe symmetrical sequence of Variations’ typesettare
also other phenomena, which support the symmetaaklation of the Variations of Sub-cycles 1 & 2.

5 The first and the lagiroups of threare defined by Williams as a “symmetrically irrégyuframework”
(Williams 2001, 42). - V.C.

“®Katz 1985, 60. Emphasis in the original.

" Ibid. 61.
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Gesamtaufbau der Variation®A® of Ingrid and Helmut KauRlers’ bodhie
Goldberg-Variationen von J.S. Bacissued in the same year — 1985, the
year of Bach’s 300anniversary — as Katz's article.

In addition, | must elucidate my approach te finst section of Variation
XVI. In contrast to Katz, | do not attribute thiscsion to the second Sub-
cycle, which, I believe, commences with the secegxtion of this Variation
(fughettd.*® Moreover, is the attribution of the first sectiohVariation XVI
to the second half of th&oldberg Variationsso straightforward? Let us

analyze the pro & contra.

Pro:

1. The bass line of the entire Variation XVI follswthat of the Theme. This
fact suggests the integrity, the “indivisibility”f othis Variation, and
consequently its attribution to the second hathefwork.

2. Due to the majestic character of this Variatofi'st section Quverturg

it is quite natural to perceive it as a grand opgrof the second half of the
Goldberg Variations

Contra:

When studying the above-specified symmetries, weeadier the highly
remarkable fact that the quantity of bars in theidteons in Sub-cycles 1 &
2, as well as in the Introductory & Concludiggoups of threds always
symmetrical; the only seemingly “asymmetrical” etamis the first section
of Variation XVI (16 bar®):

*® KauRler & KauRler 1985, 229-230.

9| am aware that the affinity of Variation IV (wihicopens Sub-cycle 1) and the second section of
Variation XVI (which, to my mind, commences Sub-ey®) is incomplete, because the second section of
Variation XVI starts in the dominant.

%01t is worth mentioning that the metrical functiohbar 18 (or 16" is quite complex. As Lauri Suurpaa
has pointed out in a conversation, in bal ttere is a “metrical reinterpretation”: on one hatids bar

22



Example No. 3.

»
>

A

Movement Bars Bars Movement
(the (the
repeats | repeats
are not are not
counted) | counte
16 XVI
< 1% section
\
First Second
Sub-cycle Sub-cycle
v 32 32 XVI
2"section
\% 32 32 XVII
Vi 32 32 XVIII
Vi 32 32 XIX
VI 32 32 XX
IX 16 16 XXI
X 32 32 XXII
Xl 32 32 XXII
Xl 32 32 XXIV
XIlI 32 32 XXV
XV 32 32 XXVI
XV 32 32 XXVII
Introductory Concluding
group of three group of three
I 32 32 XXVIII
[l 32 32 XXIX
[l 16 16 XXX
Theme 32 32 Theme at the end

closes a preceding four-bar group (hence functprEia a weak bar in the hypermetrical level), on the
other, it begins a new hypermetrical unit, thuscfioning as a strong bar. In other words, in the3Bbar
scheme of Variation XVI the actual sum is not thihanetical 48 but rather 47 since bar't&s a dual
function.

23



In light of the above graph (Example No. 3), nvast admit that in terms
of the Goldberg Variationssymmetries, both the second Sub-cycle and the
second half of the work begin with the second sectf Variation XVI
(fughettg! But, as we know, the bass line of Variation Xwbisputably
“attaches” its first sectionQuverturg to the second half of the work. As we
can see, this issue is dualistic and unique iGbklberg VariationsBeing
well aware of the bass line of the Variation in sfien, | interpret this
movement’s dilemma as follows: in view of the abgpecified symmetrical
correlations between the movements of tharid 2 halves of the work, the
first section Quverturg of Variation XVI occupies a special place in the
architecture of th&oldberg Variations- as a monumental bridge, it stays in
the middle of the workbetweenits two halves, and consequently does not
enter into the system of their symmetriesConsequently, as the
symmetrical relationships in t@oldberg Variationglay a key role in this
study, when discussing the second half of the Wwoevitl henceforth refer to
Variations XVI (second section) — XXX — Theme.

To sum up the most obvious symmetries in @wdberg Variations

structure:

* Theme — Theme at the end (the “frame” of the winaek)

» Two halves of th&oldberg Variationseach containing fifteen Variations

Katz’'s approach — with the exception of thesghina of Variation XVI,

which | interpret differently -enables us to discuss several additional levels

L Although, the ‘“independent” position of the firsection of Variation XVI at the midpoint of the
Goldberg Variationgeveals a new symmetry: Theme — Variation XVlsffsection) — Theme.
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of symmetries (displayed together with the aforetmoaed “obvious”

symmetries in the ensuing Example No. 4, and desdrihereafter):

Example No. 4.

Theme
Introductory group 1, 2, 3
I
half
4, 5, 6: 7, 8, 9 10, 11, 12:| | 13, 14, 15
1Sub-cycle ¢ 1 ¢ G TC FTC||lATC
A A A A
K A A A A A A A A A A A A
Variation XVI:
first section
[ v vV Vv v vV V vV VvV Yy v v Vv
A\ 4 A\ 4 A\ 4
2 Sub-cycld F T C G TC FTC ATC

16, 17, 18: 19, 20, 21: 22,23, 24: || 25, 26, 27:

I 2" sect

half

Concluding group 28, 29, 30:

L Theme

25



* Two Sub-cycles: Variations IV-XV & Variations XVkécond section) —
XXVII.

» The fourgroups of threen the first Sub-cycle and the fogroups of three
in the second Sub-cycle, revealing the symmetsegluence of Variations’

types.

» The pairs of Variations(henceforth referred to gsirs), revealed by the
superposition of the first Sub-cycle onto the secdBub-cycle; i.e.
Fughettas IV & XVI (second section)ToccatasV & XVII, Canons VI &
XVIII etc.

* Introductory and Concludingroups of three

In addition to the above symmetries, let me eoragain recall the
symmetrical quantity of bars in the Variations mb&ycles 1 & 2, as well
as in the Introductory & Concludirgroups of thre€Example No. 3).

As | have mentioned in the Introduction, Katzgpproach can be
substantiated by quite striking motivic interdepemcks within several
pairs, which, | believe, cannot be coincidental. KatZere to such
interdependences in the case ofga@ XIIl & XXV ( Arias),>* which, to my
mind, demonstrates a lesser intensity of motives than, for example, the
pairs VII & XIX, VIII & XX, XI & XXIII, XIl & XXIV. The fact that not
all thepairs reveal intensive motivic interdependences doe®hlierate, in

my view, the existence of Bach’s plan regardinghsomotivic ties. | believe

2 Katz 1985, 60.
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the articulated regularity of motivic interdependes withinall the pairs
would be too simple andpparentin such a complex entity as tkoldberg
Variations The motivic ties within theairs will be addressed in the second
part of this study.

2. Temporality

Let us commence the discussion of the multifacetetpboral phenomena of
the Goldberg Variationswith the explanation of Glenn Gould’'s approach,

which he has clarified when in conversation witimTRage:

[...] 've come to feel, over the years, that a makiwork, however long it may
be, ought to have basically ... | was going to sagtempq but that's the wrong
word ... one pulse-rate, one constant rhythmic refegeoint>?

If considered with reference &l musical works, Gould’s affirmation is
guite an exaggeration (which is by no means atyjpocasould). However, |
believe that in the case of tldberg Variationsthe concept of a constant
rhythmic reference point is highly appropriate Gaauld claimed: “[...] with
really complex contrapuntal textures, one does @eeelrtain deliberation, a
certain deliberateess’>*

In the following quote Gould elucidates the leus of his concept:

[...] I would never argue in favour of the inflexible musical pulséat just
destroys any music. But you can take a basic pals@ divide it or multiply it —
not necessarily on a scale of two, four, eightie®R, thirty-two, but often with far
less obvious divisions, | think — and make the ltesti those divisions or
multiplications act as a subsidiary pulse for dipalar movement, or section of a
movement, or whatever. [...] So, in case of the Getdbthere is, in fact, one

pulse which, with a few very minor modificationsniestly modifications which |

3 Gould to Tim Page; Page & Gould 2001, 21. Emphiasise original.
¥ |bid. 19. Emphasis in the original.
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think take their cue from retards at the end ofpheceding variation, something

like that — one pulse that runs all the way thl’Gll.QﬁS

The phenomenon of a single pulse which goesutir the entire cycle
opens up yet another dimension of great importanrcéhat of the
relationships between the adjacent Variations @gsntly we will analyze
the example of Gould’s temporal correlation of aons XVI-XVII-
XVIII).

Evidently, the single pulse is establishechatdutset of the work, i.e. it is
the pulse — one quarter note — of the Theme. Thelation to the Theme’s
pulse automatically signifiethe temporal correlation of each individual
Variation to all the other VariationsAs will be exemplified, such a single
pulse does not obliterate the choice of tempi lier Variations, and such a
choice — combined with the choice of dynamics,calétion and agogics —
affects most significantly the character of eachiateon, its relationships to
the adjacent Variations, and consequently — theativearrative of the work
(i.e. thedramatic archbuilt by the movements of thi&oldberg Variationsas
they succeed each other). | believe it is appropria define this overall
dramatic arch as syntagmatic(i.e. linear, or horizontaljlimensionof the
Goldberg Variations

The “construction” of the dramatic arch frone theginning to the end of
the work is a highly subjective matter, for, as tm@red above, in addition
to the temporal problems, so much depends on tegieter: on one hand —
agogics, dynamics, articulation in each individvariation, on the other —
relationships between the adjacent Variations, WwhHarm the groups not

aligned with thegroups of threeSuch groups of adjacent Variations lead to

% |bid. 21. Emphasis in the original.
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the intermediate climaxesThe determination of the intermediate climaxes
and the formation of the groups of adjacent Vasisiwhich lead to them

are in many ways matters of the interpreter’s ahditere are two examples:

1. According to my perception (I repeat — it is fpetly subjective),
Variations |-V form a group (not aligned with tgeoups of thred-Ill and
IV=VI), in which the accumulation of tension andeegy leads to the
intermediate climax — the first in the work — in A&ion V. Hence, this
group of five Variations has its owdramatic line which is a constituent of
the overall dramatic arch of tl@&oldberg Variations

2. The same can be said about Variations XXVI-XXXseems to me that
this group (not aligned with thgroups of threeXXV-XXVII and XXVIII-
XXX) possesses a dramatic line, which reachesatkpn the final climax
of theGoldberg Variations- Variation XXX Quodlibe}.

Consequently, exemplifying the nonalignmenttio¢ above groups of
Variations with thegroups of thregwe are speaking about the contradiction
between the two dimensions of ti@oldberg Variations— paradigmatic
(symmetries displayed in Example No. 4) aymtagmatic Williams refers
to the “two shapes for th&oldberg a perceptualand a conceptuaf®
Nevertheless, it is obvious that both dimensions atertwined: the
knowledge of th&soldberg Variationsparadigmatic phenomena affects the
construction of the relationships between the afjavariations.

In addition to the above-said, it seems appatprto name the main
pillars of theGoldberg Variations syntagmatic architecture, as | perceive

them:

¢ williams 2001, 40.
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* Theme

* Variation XIII

* Variation XV

* Variation XVI: the first section.

* Variation XXV (the most significant of the thirtyariations)
* Variation XXX

e Theme

Since the&soldberg Variationssyntagmatic dimension could be a subject
of an autonomous dissertation, | limit the inforroatabout it to the above
paragraphs, which suffice for the purposes of thesgnt study. Let me
repeat the important formula:

a) The single pulse correlates the Theme to all theatians and vice
versa, as well as correlating each individual Marato every other
Variation.

b) Within the single pulse, the tempi of the Variasaran be “adjusted”
according to the individual perception of tkeoldberg Variations

syntagmatic dimension (as will be exemplified &dtar stage).

Now we can tackle the aforementioned Gouldisetation of Variations
XVI=XVII=XVIII: 7

> See Page & Gould 2001, 22-23. The Example No. Boispiled by the author of this study in
accordance with Gould’s explications given to Page.
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Example No. 58

Variatio 16. Quverture. a1 Claw.
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As we can see from the above example, Goulctlabes one quarter note
of the first section of Variation XVI to three ethnotes (= one bar) of its
second section. With regard to the further conmhato Variation XVII,
Gould explains that initially he wanted to correlaine bar of the second
section of Variation XVI to one quarter note of Vaion XVII. Since for

Variation XVII such a correlation implied a tempehich Gould considered

8 The excerpts from the score of tB®ldberg Variationsare taken from th&rtext der Neuen Bach-

AusgabgBarenreiter 2000); the exceptions will be specifi
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too slow, he opted for a more sophisticated caicelatwo eighth notes of
the second section of Variation XVI are equal tce ajuarter note of
Variation XVII. Such a correlation renders the setsection of Variation
XVI and the ensuing Variation XVII more homogeneoiss the pace (viz.
the velocity) of the eighth/sixteenth notes is $hene in both of thertt.

Subsequently Gould correlates one quarter ootériation XVII to one
half note of Variation XVIII.

Tim Page’s reaction, having listened to Vaoasi XVI-XVII-XVIII from
Gould’s 1981 recording of the&soldberg Variations seems of great

significance to me:
You know something, Glenn,félt it. | don’t know if | would have actually
been able to spot what you did just listening toutt therevasa link between

those variations. | could feel it in my borf8s.

Thus, theconceptualbecomesperceptual(recalling the terms used by
Williams),** even if it is felt “in the bones”, i.e. non-verkzd.

Gould adds:
| think it's a technique — the idea of rhythmic @onity — that’s really only
useful if everybody does feel it in their bones (tee your [Tim Page’s]
words) — experiences it subliminally, in other werd and absolutely nobody
actually notices what's really going 6h.

As Gould’s correlation of Variations XVI-XVII-XIII demonstrates, we

have discussed a type of correlation, which | watadl syntagmatic: viz.

%91t is worth remarking that Gould’s correlationtbe second section of Variation XVI to Variation XV
contains one mistake: Gould ignores the fact thalbeé last bar of Variation XVI Bach brings back #ila
brevemeter of its first section. Consequently, sinceéhi@ entire work the single pulse is omnipresdm, t
correct correlation should have been made via #is¢ bar of Variation XVI: 3/8 (second section of
Variation XVI) —alla breve(last bar of Variation XVI) — 3/4 (Variation XVII)

9 page & Gould 2001, 23. Emphasis in the original.

® williams 2001, 40.

2 page & Gould 2001, 2Fhe Gouldian idea of the technique’s “invisibilitgeems significant to me at a
more general level, for it can be applied to theeotart forms. For instance, when | look at Leoonadd
Vinci's Portrait of a Young Women with an Ermines, @ non-professional admirer of painting | adoee th
beauty of this portrait without analyzing its stnathematical proportions.
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one correlates Goldberg Variations adjacent movements (Theme—

Variations—Theme) as they succeed each other.

In addition to Gould’s ideas, | should mentDan O. Franklin’s papet
an important constituent of which is the researshexplanation of his view
on the phenomenon of existence or nonexistencderfi@ata sign at the end
of theGoldberg Variationsmovements?

Franklin:

[...] the presence or absence of a fermata at thetyum between successive
movements transmits essential information aboutehgoral relationship of
two successive movements. Its presence signalshi&giulse or beat stops at
the double bar, where it is replaced in the sudogethovement by a new
beat, and, subsequently, a new tempo. Its abseaoeersely, signals that the
beat carries over to the next section, either endbntext of a new metrical
grouping or in a new note value that is proportiongh the beat of the
succeeding movemefit.

Undoubtedly, Franklin’s hypothesis aproposférenatas’ function is very
interesting. However, many fermatas create niamporal unitgFranklin’s
term with regard to the groups of adjacent movemdémat share a single
pulse, or single movements that have their indepenpuls&®), this works
as a disruptive factor, since no temporal unitytred whole work can be
achieved. Hence, | favor Gould’s idea of “one pulsat runs all the way
throughout™’

Nevertheless, Franklin proposes very subtle pteal correlations

between the Variations. Let us take Variations XXNH (Gould's

% Franklin 2004.

% See the first edition of th@oldberg VariationgSchmid 1741).

® Franklin 2004, 113.

% See Figure 6.2 Temporal Units of the Goldberg atans in Franklin's paper (Franklin 2004, 109).
" Page & Gould 2001, 21.

33



correlation of which has been displayed previoustg Example No. 5), and
study Franklin’s approach to them:

Example No. 6"
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[...] the quaver pulse in th& section [the first section of Variation XVI]
carries over into theg section, with no chaimgeotational value, where it is
grouped in threes rather than twos — in essenegga-scale hemiola in the
form of a group of three crochets every two bamnéd where the harmonic
motion is more often per quaver than per dottedlezt [...] In Var. 17, the

beat is given yet another grouping, this time asdlcrochets per bar. The
progression can be summarized as follc< sn ¢ = J in g whosed = din

3 6
4 .

As can be seen in Example No. 6, the singletguaote pulse contradicts

the local

3/8 meter of the second section of VemaiXVI. At first sight

% Franklin 2004, 123, Example 6.4. Emphasis in tigiral.
% |bid. 123-124.
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such a “conflict” may appear artificial, but, paoaetally, this temporal
correlation makes both sections of Variation XVhiegeneous, because the
velocity of the eighth/sixteenth notes remains #a@mé’ (as | have
previously pointed out, Gould’'s correlation of tiecond section of
Variation XVI to Variation XVII produces a similaffect, see Example No.
5). Whereas according to Gould’s suggestion thersksection of Variation
XVI “runs” faster than the first, for Gould corréds one quarter note of the
first section to three eighth notes (=one bar)haf $econd section. Hence,
we see that within the correlation to the singlds@un Variation XVI,
Gould opts to emphasize the contrast between its sections, while
Franklin makes them more homogeneous. Both sokioa logical.
Following is another thought-provoking exampté the temporal

correlations, suggested by Franklin:

" Considering the temporal correlation shown in EgknNo. 6, it seems more logical to me to speak of
quarter note pulse, instead of an eighth note pas&ranklin does (though, he summarizes the pssgin
in question using the quarter notes). Obviously discussed the eighth note pulse, in the presamtext it
would make irrelevant the issue of the “conflicEttveen the single quarter note pulse and the 3t8rroé
the second section of Variation XVI.
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Example No. 71

Varnatio 2. a 1 Clav.

‘ Variatio 3. Canone all’ Unisuono. a 1 Clav.
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Having presented the above correlations ohthacent Variations, let me

return to the correlation of the Variations to fhédse of the Theme. In this

context | should mention that the perception of tafalSchenkmaf

coincides with the Gouldian concept of “one pulagr one constant

rhythmic reference point® Schenkman claims:

[...] an initial commitment must be made in tAeia, and thetempi of the

Variations that follow would be determined by reference t@ thulse

established at the outset. If the various metniekdtionships can be worked

out satisfactorily, an inexorable rightness wikuk as one variation succeeds

" Franklin 2004, 126, Example 6.6. Emphasis in thigireal.

2 Schenkman 1975.
3 Page & Gould 2001, 21.
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another; and a more logical sense of continuity kndlve been achieved in the
work as a wholé?

As an appendix to his article, Schenkman prssantable of “possible
tempo relationships between tAgia and Variations in Bach’s Goldberg
Variations.” The termpossiblestresses once again the freedom to choose
the tempi of the Variations within the correlatitwnthe pulse of the Theme.

Obviously, the single pulse increases the sesfseontinuity (using
Schenkman’s expression) in tlmldberg Variationammensely. However,
upon which logical basis shall we establish theeatation of the Variations’
tempi to the pulse of the Theme? For instance,| simed quarter note of

Variation | be equal to one quarter note of thenié® (See Example No. 8.)

Example No. 8.
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Or, shall two quarter notes of Variation | be equabne quarter note of the

Theme? (See Example No. 9.)

" Schenkman 1975, 8.
> 1bid. 9-10.
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Example No. 9.
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Or, to demonstrate to the reader the third, “ex&’epossibility, which |
personally do not support: shall three quarter s\atieVariation | (i.e. one
bar) be equal to one quarter note of the Theme® ESample No. 10.)

Example No. 10.
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The third correlation (three quarter notes afigtion | = one quarter note
of the Theme) is realistic only in the case of Higently slow pulse of the
Theme, for, NB:the key issue with regard to the correlation of the
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Variations’ tempi to the pulse of the Theme ischeice of the tempo (i.e.
pulse-rate) for the Theme itself.

All three correlations shown above (Examples Blo9, 10) are based
upon the Theme’s pulse-rate, and therefore areomptance with the
principle of “one pulse-rate, one constant rhythmiference point®®
Hence, the question is: how should we choose antbage solutions?
Should we be guided solely by our perception of ¢haracter of each
individual Variation and its “role” in the constimn of the Goldberg
Variations overall dramatic arch (syntagmatic dimension)aflis Gould’'s
principle, as | perceive it. Or, is there still &mer level of correlation, viz. a
principle, which would render the choice of temporm deliberate and
logical? In my opinion the answer to this questisnpositive, and the
introduction of such a principle constitutes thm af my study. Prior to the
explanation of this new level of temporal corraatil would like to make
yet another short observation: alongside the malsymmetries of the two
halves of theGoldberg Variations(which have been addressed in the
previous section) even the pagination of tAeldberg Variations first
edition”” is symmetrical — Variation XV| appears on the pageof the 32

pages (see Example No. 11).

®Page & Gould 2001, 21.
" Balthasar Schmid 1741.
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Example No. 178
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Williams, who supposes that Bach controlled the igetgpn of his

Claviertibungvolumes, comments on this curious fact:

"8 Ibid. 16. Emphasis mine.
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In considering the fou€lavieribungvolumes as a group, there emerges a (so
to speak) worrying question. In the middle of esolume, and nowhere else
but here, is a piece in the French style —dfiile franceses the editors of the
posthumousirt of Fuguecalled it — complete with the characteristic rimgth

and retorical gestures of a French overture:

the 4th of 6 partitas in Part | p. 33 out & Fages
the 2nd of 2 pieces in Part Il p. 14 out of 29
the 14th of 27 organ pieces irt Rk p. 39 out of 77

the 16th of 30 variations'iart IV’ p. 16 out of 32

[...] The symmetry is there to be seen on paper i@ngrobably more
theoretical than practical: it need not mean thane timed a performance of

all the music, those pieces would hit halfway pdint

With regard to theGoldberg Variations | would like to question
Williams’s above assertion that the “symmetry is][more theoretical than
practical”®® Having analyzed the multiple symmetries betweea tivo
halves of theGoldberg Variationsaccording to Katz's approach, | suggest
rendering these symmetries into practice by equalithe duration of the
two halves of the work, as well as the smaller sags within these two
halves (the explanation follows). Thus, tls&uctural symmetries will
becometemporal(in terms of equality of duration).

Naturally, the pagination, or even the equahber of movements in the
two halves of the work, are insufficient argumeiotsthe justification of the
temporal parity(i.e. equality of duration) of th&oldberg Variationstwo
halves. However, | believe that the examinatiorthef smaller segments of
the work, such as Sub-cycles 1 & 2, tfreups of thregand above all the

pairs, reveals that such temporal symmetry is by no seam artificial

¥ Wwilliams 2001, 30-31. Emphasis in the original.
80 1bid.
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invention! Ad exemplumthe Variations within thgair of Toccatas V &
XVII share 1) an identical quantity of bars 2) itleal meter and 3) a similar
density of texturd strongly believe that this example suggeststtiatempi
(i.e. pulse-rate) of Variations V & XVII should egual, which will result in
equality of duration of both Variations. (Consedigras all the Variations’
tempi are correlated to the pulse of the Theme, idleatical tempi and
duration of Variations V & XVII imply the identicaemporal correlation of
both Variations to the pulse of the Theme — sealihgram on p. 84.)

Not all the temporal correlations are as unj@wiatic as in the above-
specified case. Nevertheless, | am convincedathauch correlations can be
worked out in accordance with the inner logic of @oldberg Variations
revealed by Katz’'s approach.

Hence, | suggest the following:

a) The temporal parity of the two halves of ttldberg Variations

[Theme—Variations 1-XV|

\ 4
Variations XVI (second section) — XXX-Theme

b) The temporal parity of the two Sub-cycles:
[Sub-cycle 1: Variations IV=XV|
A

[ Sub-cycle 2: Variations XVI (second sectiot{XVIl |
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c) The temporal parity of the symmetrically correlaggdups of threen

Sub-cycles 1 & 2:

Sub-cycle 1: Variations | v

V

vill viovin x| x  xi x|
A

X XIV XV
7\

A

A 4

A

A

A 4

Sub-cycle 2: Variations

X\2nd section) XVII

XVIII

XIX XX XXI

XKXIF XXX XIV

XXV XXVI XXVII

d) The temporal parity within theajority of the pairs in the groups of
three i.e. Fughettas IV & XVI (second section),Toccatas V & XVII,

Canons VI & XVIII etc.

Nota bene: the attainment of equality of duratiathiv severalpairs is

problematic. The explanation is given below.

e) Temporal parity of the Introductory and Concludgrgups of three

Variations |

A

Variations| XXVIII

XXIX XXX

According to my perception, the majority, budt rall the pairs can be

correlated temporally in such a way that the daratf both Variations

constituting thepair would be equal (as in the above-discussed casigeof

pair V & XVII). The most eloquent example is tipair XV (Canone alla
Quinta) & XXVII (Canone alla Nona Nevertheless, with regard to this

problem | must repeat the same argument | used wdferring to the fact

that not all thepairs reveal the motivic interdependences: the artiedlat

regularity of motivic and temporal interdependengathin all the pairs

would be justtoo simple if not to say trivial, for such a complex entdag

the Goldberg VariationsMy point is that the existing motivic and tempgora
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interdependences within thpairs, which will be tackled in the second part
of this study, strongly suggest the presence ohBaariginal plan regarding
these phenomena.

If equality of duration could be attained withall the pairs, that would
automatically result in the desired temporal padfythe two Sub-cycles.
While the temporal parity within severpirs is problematic, | claim that
the temporal parity cdll the symmetrically correlategtoups of threen the
two Sub-cycles is perfectly attainable. | suggkat the temporal disparities
of the “problematic’pairs can be “equilibrated” within the symmetrically
correlatedgroups of thregwhich contain suclpairs. The method of such
temporal equilibration will be clarified. The temporal parity of the
symmetrically correlatedroups of threen the two Sub-cycles results in the
temporal parity of the Sub-cycles. The Introductang Concludinggroups
of threecan be temporally correlated as welgnd the temporal correlation
of the Theme & Theme at the end is evident. Cormettyy the above
temporal correlations imply the temporal parity tbé two halves of the
Goldberg Variations

Thus, bearing in mind the fact that within sav@airs the attainment of
equality of duration is problematic, Example Nocah be considered as a

graph of both structural and temporal symmetries.

81 As we have discussed, the quantity of bars invidwgations in the Introductory and Concludiggpups

of threeis symmetrical (see Example No. 3), which is bynmeans a coincidence. At the same time these
groups of threedo not reveal the symmetry of the Variations’ tyffeee Example No. 2), peculiar to the
groups of threeof Sub-cycles 1 & 2. However, it seems to me tHatiations | & XXVIII can be
considered as pair of Toccatas As concerns Variations Il & XXIX and Il & XXX, propose to consider
them aspairs for convenience, as this will facilitate the attaient of the temporal parity of the
Introductory and Concluding groups.
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In summary, we can conclude that the formula toé temporal
correlations suggested in this study constitutésugperposition” of two
principles:

I. The correlation of the tempi of all the Variat®to the pulse-rate of the
Theme. (Since one quarter note of the Theme imtregiable reference unit,
I will call it QT.)

II. The attainment of the temporal parity (equaldy duration) of the
Goldberg Variationssegments, listed on pp. 42-43: a, b, c, d (witlewa

exceptions), e.

| believe that such temporal interdependencehef aboveGoldberg
Variations segments (ll.) constitutes a new correlation lewdich renders
the choice of tempi for th&oldberg Variationsmovements more coherent
and logical than it would be in the case of thetagmatic correlation solely.
For instance, within the correlation to the QT, ttl®ice of tempo for
Variation IV implies a tempo adjustment for the et section fughettg
of Variation XVI and vice versa, the same principlgplies to Variations V
and XVII, VI and XVIII etc.

In order to create a system of temporal caticgla based upon the above
formula, it is crucial to remember that since theh@aecture of the Theme—
Variations correlations is established by the polsthe Themeas soon as
one changes the Theme’'s tempo, the entire designtsoftemporal
correlations with the Variations changes as wdhe establishment of
tempo, as has been discussed previously, is a maittehoice. When
analyzing different interpretations of tldberg Variationswe encounter
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an impressive diversity of approaches. Here arewadxamples of tempo,
chosen for the Thenfé:

Glenn Gould:
Recording 1955: QT = approx. 63 M.M.

Recording 1981: QT = approx. 30-35 M.M.
Wilhelm Kempff: QT = approx. 80—-84 M.M.
Wanda Landowska: QT = approx. 46-50 M.M.
Maria Yudina: QT = approx. 50-52 M.M.
Ralph Kirkpatrick: QT = approx. 50-54 M.M.
Schenkman suggests QT = 60 M.

Regarding the personal perception of the aubhdhis study, the option
of a slow tempo for the Theme (close to that of theuldian 1981
recording) seems preferable. Obviously, it is gestttve decision.

Hence, let me establish the following pulséhef Theme, which will pass
through the entire worlQT = 40-44 M.M. Naturally, a faster pulse-rate of
the Theme (e.g. QT = 60 M.M.) would imply that tberrelations of the
Variations’ tempi to the QT would be very differdmdm those | propose in
the ensuindart Il of this study. Nevertheless, the choicehs Theme’s
pulse-rate does not change the correlatidoshula (see p. 45: I. & 1),

which remains invariable!

8 For detailed information about the recordingselison this page, please see the Reference listoAund
video recordings of th&oldberg Variations
% Schenkman 1975, 9.
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PART Il
TEMPORAL AND MOTIVIC CORRELATIONS

1. The correlations

Following Example No. 4, let us compare the two -Sytles, drawing

parallels between the Variations within egmdir, and investigating 1) the

temporal correlations of the Variations to the pulsf the Theme: QT

(quarter note of the Theme), and 2) the temporaletation between the

Variations within eaclhpair (to be shown with a dashed line); the aim is to

reach equality of duration of the Variations withihhe pairs. The

Introductory and Concludingroups of threavill be examined subsequently.
The following pattern will be used for the caanigon of the Variations

within thepairs:

* Meter

* Quantity of bars (the repeats are not counted)

» Temporal correlation

* Motivic correlation

In case the Variations within@air do not reveal motivic ties, the category

Motivic correlationwill be skipped.

Since the comparison of the Variations witlna pairs of Sub-cycles 1 &
2 commences with theair of FughettadV & XVI (second section), prior to
addressing thipair, | must tackle the first section of Variation XMthich
would otherwise be left out.
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Variation XVI: first section ( Ouverture

Meter:alla breve

Bars: 18*

Temporal correlation:

Previously | have pointed out that — according o perception — the first
section of Variation XVI Quverturg does not participate in the symmetries
of the Goldberg Variationstwo halves (see pp. 22-24, as well as Example
No. 4). Nevertheless, as the pulse of the Theme @@€s throughout the
whole work, this section should be temporally clatexl to the QT. |

propose the following correlation: one half not®%F.
Example No. 12.

Variatio 16. Quverture. a1 Claw.
() . @ *:k
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o | QT %L = —— f
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e
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e

|
|

:

The correlation — one quarter note = QT — can Insidered as well, but as |
have chosen a pulse-rate for the Theme that i® @dw (QT = 40-44
M.M.), such a correlation does not seem suitablmég because it deprives
the first section of Variation XVI of the cruciallymportantalla breve
feeling. Consequently, the correlation — one quantte = QT — can be

considered should the Theme have a faster pulse.

Variations IV & XVI: second section
Fughettas
Meter: 3/8 & 3/8

84 See the footnote No. 50.
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Bars: 32 & 32°
Temporal correlation:
The Variations of thigpair share a common meter and an identical quantity
of bars. Though the density of texture in Variatidhand in the second
section of Variation XVI differs, | believe theseomements can share an
iIdentical correlation to the QT: four eighth note®T.
Example No. 13.

Variatio 4. a 1 Claw.
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Variation X:VI: second section.
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=
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i T s 5 = = — ey
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(& ] 1 3
i_ wr

Such a correlation equalizes the duration of tiresgettas’®

As we can see, the QT pulse contradicts then88r in both cases.
Obviously, | propose this correlation because, yomind, it provides the
tempi, which — referred to the QT = 40-44 M.M. +respond well to the
characters of both Variations (for instance, theratation — three eighth
notes = QT — seems too slow for me). Yet it is anlyart of the justification
of this correlation. When discussing t@®ldberg Variations syntagmatic
dimention(pp. 28-30), | have specified that — according foparception —

% See the footnote No. 50.
8 For theveryaccurate readers | have to point out that dueetdatt bar4lla breve of the second section

of Variation XVI (Fughettd there will be 1.25 QT more in tleughettain question than in Variation 1V.
Consequently, the duration of thdseghettaswill differ slightly; but let us beware of suchhézophrenic

pedantry!
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Variations I-ll-llI-IV=V form a group, in which thaccretion of tension

leads to theintermediate climaxin Variation V.

In order to make this

accumulation of energy gradual, | would like to iagle homogeneity of

movementithin these five Variations. Such homogeneity barattained by

rendering equal the pace of the eighth/sixteentesnio all five Variations:

Example No. 14.

Variatio 1. a1 Claw.

T 1 1 E
| [
: e I |
3 e e =
e = - o
- L
Variatio 2. p 1 Claw.
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s S -
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| £ anY A !l 1 T T L
D = o { T 1 _’ 1 P i [
x ) R | T % T { l;
e ——
Variatio 3 Canone all’ Unisuono. a 1 Claw. ﬁ
=== == r
P - : =
'\% (‘% = = e 1 T T T 1 T
e B T = E————
QT
AT et e =— e
et e == opE o
=. = === i_tt::
Variatio 4. a 1 Claw.
e e
fr— J DJ__
e e
b = - e
. oT |=|_II
- o - 5
o = === —
T H
v
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Variatio 5. a1 36 vero 2 Claw.

T

The correlation of Variations I, Il, Ill and % the QT will be addressed
subsequently. Nevertheless, when discussing thg@aexh correlation of
Variation IV, | needed to display the whole progies of Variations |-V, in
order to show that the correlation — four eightbeso= QT — helps to retain
the above-mentioned homogeneity of movement withirese five
Variations.

A similar argument is valid for the correlatitm the QT of the second
section of Variation XVI. The identical correlatiasf both the first and

second sections of this Variation to the QT funwdias a unifying factor:
Example No. 15.

Variatio 16. Ouverture. a1 Clawv.
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Variation XVI: second section.
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| realize that the temporal correlations in evhthe QT pulse contradicts
the local meters of the Variations may appear sdmaéwricky to execute.
Let us take theoair IV & XVI (second section) as an example. In ortt@r
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render the correlation — four eighth notes = QT impge, | advise
disregarding the bar-lines for a moment, and ima@nly the tempo of the
eighth notes in botRughettas and then correlate the eighth notes to the QT.
This method can be applied to all such “problemiagmporal correlations.

Motivic correlation:

Both Fughettasare built upon a similar broken chord motiVe:
Example No. 16.

Variatio 4. a 1 Claw

—_— T J: 2 Jv

L> ] .y )| o
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| & ‘ P =]
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¥ =) 1 = - > 1
& ] T 1§ | z i 1
T j—

Variations V & XVII
Toccatas

Meter: 3/4 & 3/4
Bars: 32 & 32
Temporal correlation:

Two quarter notes = QT — in both Variations.

87| am aware that when the bass line is considéreauld be logical to draw parallels between seeond
half of Variation 1V and the second section of VariatXVI. Nevertheless, | deliberately permit mysélét
alogism of aligning the first half of Variation N&dnd the second section of Variation XVI, as this
comparison displays in a clearer way the gestuifiaity of these movements.

52



Example No. 17.

Variatio 5. a1 6 vero 2 Clavw.

QT

- b
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Variatio 17. a :2 Claw.

Nota bene: the correlation — two quarter notes =-Qdpplies to all the
toccatatype Variations. Hence, the duration of all reccatass identical.

Variations VI & XVIII

Canone alla Seconda & Canone alla Sesta

Meter: 3/8 &alla breve

Bars: 32 & 32

Temporal correlation:

Canone alla SecondandCanone alla Sesthear different time signatures:
3/8 andalla breve However, the quantity of bars in bothanonsis
identical, and it seems logical to achieve thetpaof their duration by
equaling one bar of ea€anonto the QT.

Example No. 18.

Variatio 6. Canone alla Seconda. a1 Claw.
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Variatio 18. Canone alla Sexta. a1 Clav.

1
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Motivic correlat

Example No. 19a.

Variatio 6. Canone alla Seconda.
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Variatio 18. Callnone alla Sexta.
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Example No. 19b.

Variation VI: bars 17-18.
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Variation XVIII: bars 17-18.
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Variations VIl & XIX

Gigue$®

Meter: 6/8 & 3/8

Bars: 32 & 32

Temporal correlation:

Variation VII:

Four eighth notes = QT

Example No. 20a.

Variatio 7 a1 vero 2 Clar

A
= e = -
(=S (> D - = & tﬁ:ﬁ I
<o QT |
L~ > iy Ay —m— 1 ANy
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oJ I IS T I TITTI

Variation XIX:

Two eighth notes = QT (NB: the tempi of the Themd &ariation XIX are

identical.)

Example No. 20b.

Variatio 19. a 1 Clavw.
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. e |

I
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-1 ot

The above correlations to the QT equalize the curatf these Variations.

88 Previously | have pointed out that Katz's classifion of Variation XIX as &iguedoes not seem quite

persuasive to me (see p. 19).
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Motivic correlation:

Example No. 7hing

Variatio 7. 216 vero 2 Clav.

al tempo di Giga

contf o
==

P
T

ot q
il
ol alll
[ 18818 A
Mﬁum all]
._ﬁ |
|
[ an

AN
>

T

el s o5

)
PN . |
pe=—

e ol
o]
L e e
I ¢
.p}\.“
13 Y
H- i
Hh

. @@ f"g}"-n - £

f" £e
LJL 1

=L
AP

|- Y
&

-
o
1

S anP

o
T
I

h}
Wl
..L
ol il
q .W
Y .v.ms
4 3
[ [ 1%
4
1l
el o
"l
ol ||
ﬂ“ny E v
<N ﬁ)

22

—
=

all
i
ol
dn
i ol
-# .u.l
o] umm
i} [
i
|| $eL
ne q
- t.ﬂ
i)
Y

1 e
1 i 1

=

s
L
Y

-'ﬂ‘fl¥!:q4!:?!*#ﬁl

1

D

~

ez
s~

i

TP

e

e S

1 = 1 Il

»
T

o 0% fl'1'q- ?25 1"!’
_LJH;+—I:E;J

—®

gop2l e

o | Ry
——

]

F-

o/

g pfelse,
I T i

1

#:FL tﬂ:: oo

8 Since due to technical reasons it was impossiblalign Variations VII and XIX, Variation XIX is

placed on p. 57.
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Variatio 19. a1 Clav.
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In this context | would like to permit myselfety another subjective
57

comment from the performer’'s perspective. Considerihe remarkable



motivic interrelations within thispair, if a performer observes the
aforementioned correlations to the QT adys Variation XIX piang an
interesting effect can be created: after a longrfey” from Variation VI,

Variation XIX sounds like its remote, nostalgic iarmscence.

Variations VIII & XX

Toccatas

Meter: 3/4 & 3/4

Bars: 32 & 32

Temporal correlation:

Two quarter notes = QT — in both Variations (aallrihe othetoccatatype
Variations).

Example No. 22.

Variatio 8. a 2 Claw.
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Motivic correlation:

The motivic ties are as apparent as they are ipraouspair of Gigues
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Example No. 23°

Variatio 8.a 2 Clav.
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% As in the previous case of tipair VIl & XIX, due to technical reasons it was impdssi to align
Variations VIII & XX; Variation XX is placed on pgp0-61.
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Variatio 20. a 2 Clav.
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Variations IX & XXI

Canone alla Terza& Canone alla Settima
Meter: 4/4 & 4/4

Bars: 16 & 16

Temporal correlation:

One quarter note = QT — in both Variations.
Example No. 24.

Variatio 9. Canone alla Terza.a 1 ClI
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Variatio!21. Canone alla Settima. a 1 Clav.

9-b - _— = e
= : & ' E = RN
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Such correlation equalizes the duration of thesgatians.
Motivic correlation:
Example No. 25a.
Variatio 9. Canone alla Terza. a 1 ClI
s = d—JJd)
) = - =] E=f— ==}
Varjatio 21. Cangne alla Settima. 4 7 Clav.
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Example No. 25b.
Variation IX: bar 9.
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Variations X & XXI|

Fughettas

Meter:alla breve& alla breve

Bars: 32 & 32

Temporal correlation:

One bar = QT — in both Variations.
Example No. 26.

- Variatio 10. Fugetta. a1 Claw.
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Variatio 22.2 1 Clav.
N oa alla breve:
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Such a correlation equalizes the duration of thés@tions.

Motivic correlation:

Variations X & XXII are unified by such features e stile anticoand the
feeling of alla breve Jacob refers to these movements’ common
“charakteristische Wendungen & stilistische Zugattikeit” (characteristic

turns & stylistic affinity)?*

%1 Jacob 1997, 264—265.
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Example No. 27.

" Variatio 10. Fugetta. a1 Claw.
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Variatio 22.a 1 Claw.
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Variations XI & XXIII

Toccatas

Meter: 12/16 & 3/4

Bars: 32 & 32

Temporal correlation:

The metric structure of these two Variations is tieg same. In order to
equalize their duration, it suffices to remembez gimple fact that three
guarter notes contain twelve sixteenth notes, diwgh in Variation Xl
the sixteenth notes are written in triplets, thempo can equal the tempo of
the sixteenth notes of Variation XXIII, written quadruplets. Thus:

Variation XI:
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Eight sixteenth notes = 37(as in all the otheoccatatype Variations).
Variation XXIII:

Two quarter notes = QT (as in all the ottmrcatatype Variations).
Example No. 28.

Variatio 11. a 2 Claw.
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Variatio 23. a 2 Claw.
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%21 am aware that at the first sight such a cor@amay seem horrendously complex, but in reatity i
most simple! In order to implement it we shoulcheituse the method explained on p. 52, or jusetas
one eighth note of Variation X (the correlationvdfich to the pulse of the Theme is one lalalbrevd =

QT) to one sixteenth note of Variation XI. Note ttfi’:ﬁ correlation of Variations X and Xl is
perceivable since it conveys homogeneity of movement to thésgations.

65



Motivic correlation:
Example No. 29.

Variatio 11.2 2 Clav. A
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Variatio 23.a 2 Clav. p | |
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Variations Xl & XXIV

Canone alla Quarta& Canone all’ Ottava
Meter: 3/4 & 9/8

Bars: 32 & 32

Temporal correlation:

In order to equalize the duration of th&€@nons we should think of the 9/8
of theCanone all’ Ottavaas if it were 3/4.

Variation XII:

Two quarter notes = QT

Variation XXIV:

Six eighth notes = QT
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Example No. 30.

Variatio 12. Canone alla Quarta. 4 1 Clav.
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Variatio 24. Canone all’ Ottava. a 1 Claw.
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Motivic correlation:

Example No. 31.

Variatio 12. Canone alla Quarta. 4 1 Clav.
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Variatio 24.

.

Canone all’ Ottava. a 1 Claw.
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Variations Xl & XXV

Arias

Meter: 3/4 & 3/4

Bars: 32 & 32
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Temporal correlation:

Thus far we have attained equality of durationh& Variations within all
the pairs. Now we are entering into the symmetrically catetigroups of
threg which contain more “problematigiairs. For thepair XIIl & XXV |
propose the following temporal correlation:

Variation XIII:

One quarter note = QT

Variation XXV:

One eighth note = QT
Example No. 32.

I
Waridtio 25. a 2 Claw.
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Theoretically, parity of duration can be achieveddgualing one quarter
note of each of these two Variations to the QT, inuthis case such a
solution does not seem persuasive! Bach’s indioadidagiq exceptionally
rich content’ and intense development in Variation XXV — the ndasic

peak of the entire opus — require a slower tempe: eighth note = QY

% In conversation with Tim Page, Glenn Gould remarksVariation XXV: “I don’t think there’s been a
richer lode of enharmonic relationships anyplacevben Gesualdo and Wagner.” (Page & Gould 2001,
24.)

% Schenkman (1975, 10) suggests the same correlatovever, as | have mentioned, Schenkman'’s pulse-
rate of the Theme (QT = 60 M.M.) is considerabistéa than mine (QT = 40-44 M.M.).
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which leads to a divergence of duration of the &tawns within thispair.
The solution for this inconsistency will be expkh when we face the same
type of problem in theair XV & XXVII.

Motivic correlation:
Example No. 33.

Variatio 13.a22 Clav.
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Variations XIV & XXVI
Toccatas

Meter 3/4 & 18/16 — 3/4
Bars: 32 & 32

Temporal correlation:
Two quarter notes = QT — in both Variations (aallrihe othetoccatatype

Variations).
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Example No. 34.

Variatio 14. a 2 Claw.
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Variatio 26. a :Q Claw.

Motivic correlation:
Though | do not see amgirect motivic ties between these movements, |
agree with Jacob, who notes these Variations’ ‘@ktaristische Wendungen

& stilistische Zugehérichkeit” (characteristic ter& stylistic affinity) >

Variations XV & XXVII

Canone alla Quinta& Canone alla Nona

Meter 2/4 & 6/8

Bars: 32 & 32

Temporal correlation:

When studying the temporal proportions of th&r, we face a similar sort
of challenge, as in thaair XIIl & XXV. Canone alla Quintgthe first of the
three G minor Variations) bears great importancethe syntagmatic

architecture of th&oldberg VariationslIts grave, somber mood and slow

% Jacob 1997, 265.
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pace (Bach indicateandanté®) represent an immense contrast to the light,
airy velocity of theCanone alla Nonawhich sounds more transparent than
all the otherCanons due to the absence of the accompanying basghisor
reason, | propose the following temporal correlatod Variation XV: one
eighth note = QF’

Example No. 35a.
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| believe that in this tempo a performer can bat#geal the enormous inner
tension within this Variation, which concludes first half of theGoldberg
Variations

On the contrary, | propose temyagacefor theCanone alla Nonaone
bar = QT.
Example No. 35b.

Variatio 27. Canone alla Nona. a2 Claw.

When analyzing the context in whi€anone alla Nonappears, we notice
that starting with the previousccatatype Variation XXVI Bach builds up

a remarkable dramatic line, which reaches its perathe Quodlibet (this

% Franklin points out that the notation of Variati¥i is “exceptional, including demisemiquaver (rath
than semiquaver) motion and andantemarking that denote a crochet beat slower tharotieeusually
associated with the signature.” (Franklin 2004,.111

7 Schenkman (1975, 9) proposes this correlationadk kut, as discussed previously, his pulse-rathe
Theme (QT = 60 M.M.) is much faster than mine (Q40=44 M.M.).
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iIssue has already been mentioned with regard teytheagmatic dimension
of the Goldberg Variations see p. 29). In order not to lose the energy
accumulated in Variation XXVI, | suggest the afomsrtionedvivacefor the
following Canone alla Nonawhich means that the velocity of the sixteenth
notes of Variation XXVI (in 18/16) and the sixtelemotes of Variation
XXVII becomes identical. This homogeneity of moverheeems important
to me, because when passing to the next VariaotV(ll) with its thirty-
second notes, theretise effect of a gradual acceleration of velocityiei
renders more coherent the progress towards the ir@tion in the
Quodlibet

Consequently, there is a temporal disparityvbeh Variations XV and
XXVIl. When explaining the system of temporal cdateons proposed in
this study, | have pointed out that whereas theoteal parity within several
pairs appears problematic, such parity of all the symicedty correlated
groups of threeis attainable. My point is to equilibrate the tergd
disparities of the “problematicpairs within the symmetrically correlated
groups of thredo which suchpairs belong. Let me clarify this method of
temporal equilibrationby equalizing the duration of the following two

symmetrically correlategroups of three

Variations| XIIl, XIV, XV

Aria, Toccata Canon
A A

A\ 4 A\ 4 A\ 4
Aria, Toccata Canon
Variations| XXV, XXVI, XXVII
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As we have already studied, the duration of theidians within thepair
XIV & XXVI is equal, but in thepairs Xl & XXV and XV & XXVII there
Is a temporal disparity:

Variation Xlll: one unrter note (in 3/4) = QT

Variation XXV: one eTghth note (in 3/4) = QT

Variation XV: one eighth note (in 2/4) = QT
A

Variation XXVII: oné bar (6/8) = QT

The duration of Variation Xl is twice as shoas the duration of
Variation XXV, whereas the duration of Variation X¥ four times longer
than the duration of Variation XXVII! Nevertheles§,we consider these
Variations within the frame of theigroups of thregeand adhere to the
abovementioned temporal correlations, the tempeprabortions of the
groups of threeXlll, XIV, XV & XXV, XXVI, XXVII will be equal, si nce
we have equilibrated the disparities:
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Example No. 36.

Variation XIlI

32 (bars) x 3 (quarter notes, since the meter afatian XIll is 3/4) = 96
(quantity of quarter notes in this Variation). Stnihie temporal correlatign
of Variation XIllII with the pulse of the Theme is@uarter note = QT, this
Variation contain®6 QT.

Variation XIV
32 (bars) x 3 (quarter notes, since the meter ola¥fan XIV is 3/4) =
96 (quantity of the quarter notes in this Variajion

l

96 (quarter notes) : 2 (quarter notes, since timpdeal correlation with th
pulse of the Theme is two quarter notes = QAB=LT in Variation XIV.

D

Variation XV

32 (bars) x 4 (eighth notes, since the meter ofa#ian XV is 2/4 [= 4/8]
and the temporal correlation with the pulse of Theme is one eighth note
= QT) =128 QT in Variation XV.

96 + 48 + 128 272 QT in the presengroup of three

\4

Variation XXV

32 (bars) x 6 (eighth notes, since the meter ofatian XXV is 3/4 [= six
eighth notes] and the temporal correlation withghise of the Theme is one
eighth note = QT) 492 QT in Variation XXV.

Variation XXVI
48 QT (see the calculation regarding Variation XIV).

Variation XXVII
Since the bar quantity of Variation XXVII is 32 aitd temporal correlatign
with the pulse of the Theme is one bar = QT, VarmaXXVIl contains32

QT.

192 + 48 + 32 = 272 Q1n the presengroup of three
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Thus, the duration of these two symmetrically datexlgroups of threas
equal.

| should add that | do not believe that in #8tve cases of thgairs XIl|
& XXV and XV & XXVII my personal esthetic preferees, with regard to
the choice of tempi for the Variations, overrules theneral principle of
equality of duration of the Variations within tpairs. As | have pointed out,
theoreticallythe temporal correlations of Variations Xl & XXt the QT
can be identical (one quarter note = QT), whiclil$e@ the equality of their
duration. However, why does Bach indicAagiofor Variation XXV only,
and not for Variation XlIl1? Does it not suggesttthariation XXV, so to
speak, “weighs” more than Variation XIII?

As concerns theair XV & XXVII the situation is even clearer than ihg
previous case. Without mentioning Bacsdanteindication for Variation
XV and the absence of a tempo marking for VariatotVIli, it suffices to
survey these two Variations with the naked eyerdeonto understand their

temporal disparity.

Introductory and Concluding groups of three
[, 11, 11 & XXVII, XXIX, XXX

Although, in terms of the sequence of Variatioypes, these twgroups of
threedo not follow the symmetrical patterns of tip@ups of threen Sub-
cycles 1 & 2 (see Example No. 2), let us bear indrl) the symmetrical
location of the Introductory & Concluding groupstheé “dawn” and at the
“‘dusk” of the cycle, and 2) the symmetrical quantdaf bars of the
Variations in thesgroups of thregsee Example No. 3). Consequently, we

can see that the Introductory & Concluding growpe symmetrically

77



correlated, but not as powerfully as the symmdtyicaorrelatedgroups of
threein Sub-cycles 1 & 2.

When analyzing the structure of the Introdugtgroup of three with a
certaindegree of generalization | would classify Variatioas atoccata
type movement, and Variation |l as aguasi-canoih Hence, the
Introductory group has the following design:

Variation | —Toccata
Variation Il — “Quasi-canon”
Variation Il —Canone all’ Unisono

As concerns the Concludingroup of three | agree with Katz's
classification of Variations XXVIII and XXIX aFoccatas’®
Variation XXVIII — Toccata
Variation XXIX — Toccata
Variation XXX —Quodlibet(instead of an anticipatécianor)

In order to facilitate the attainment of eqtyalof duration of the
Introductory & Concludinggroups of thregl propose to correlate these

groups according to thgair principle used previously:

Variations [ I, 1l
Variations XXVIII, XJIX, XXX

Variations | & XXVIII
Toccatas

Meter: 3/4 & 3/4
Bars: 32 & 32

% Katz 1985, 61.
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Temporal correlation:

Two quarter notes = QT — in both Variations (asalirthe othetoccatatype
Variations). 48 QT in each Variation.)

Example No. 37.

Variatio 1. a 1 Claw.
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As we can see, thmir does not pose any problems in terms of temporal
correlation. The following tw@airs (Variations Il & XXIX and Il & XXX)
are not that straightforward in this respect.

Variations Il & XXIX

“Quasi-canon” & Toccata

Meter: 2/4 & 3/4

Bars: 32 & 32

Temporal correlation:

It seems to me that the best temporal correlatidoth Variations with the
pulse of the Theme — at the rate of 40-44 M.M. +dentical with the
previouspair (Variations | & XXVIII): two quarter notes (in thease of

Variation Il — one bar) = QT.
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Example No. 38.

Variatio 2. a 1 Claw.
_W\/

z

o
#

NN

ol 5%3

iT‘QTI ii' Eﬁ"&l

O e s e
= = e

Variatl:io 29.a106 vero 2 Claw.

0 B L : : s .h Ahl dhl $ﬁ Ahl
Iy ] ] ] &y 8y [¥2 . € & [ ] (] S
e Sy Sy Sy v g v e e
ANSV a— yam i T 7 7 =
o % % % 5 5
1
1 I [N K N
T I] I N 1 N 1 N i eyl - 1k A 3 Le
A ey | g N ey N ey J* B |-
) T =
[ 4
QT | |
1

The problem arises from the fact that the tswgmatures of Variations II
& XXIX differ. Adhering to the formula — two quanteotes = QT — results
in the temporal disparity: Variation Il contaiB2 QT and Variation XXIX
48 QT.” In order to solve the temporal dilemma we mustyaeathe last
pair:
Variations Il & XXX
Canone all’ Unisono & Quodlibet
Meter: 12/8 & 4/4
Bars: 16 & 16
Temporal correlation:
Sharing an identical quantity of basanone all’Unisonand theQuodlibet
differ in their time signatures and, more imporkgnin their structures: the
texture of theCanone all’Unisonois more intensive and dense than the
texture of theQuodlibet(even though it has four parts). | believe that the
appropriate correlation between tQeodlibetand the pulse of the Theme at
the rate of 40-44 M.M. is one half note = QT. lda@rto attain equality of

% Thecalculationsare made according to the same pattern as théttdgroups of thre&lil, XIV, XV &
XXV, XXVI, XXVII — see Example No. 36.
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duration of these two Variations, one half note ¥ @ the Quodlibet
implies six eighth notes = QT in th@anone all’'Unisongp which, to my
mind, is much too fast for the most complex of thé Canonsin the
Goldberg Variations| must remind the reader that these correlatemnes
entirely dependent on the tempo of the Thelrag.instance, if the QT was
60 M.M., the attainment of equality of duration dariations 11l & XXX
would not pose a problem and could be achieved Hy following
correlations:

Variation Il

Three eighth notes = QT

Variation XXX:

One quarter note = QT
Let me recall, however, that since the intgnsit the ties between the

Introductory & Concluding groups of three is weaker than in the
symmetrically correlatedgroups of threein Sub-cycles 1 & 2, | have
proposed to correlate the Introductory & Concludgrgups in accordance
with the pair principle for conveniencein order to render easier the
attainment of equality of duration of theg®ups of threeConsequently, in
the case of Variations Il & XXIX and Il & XXX we fsould not “fear”
deviating from the principle of equality of duratiof the Variations within
the pairs (even though such equality within tpairs Il & XXIX and Il &
XXX is not impossible), because the interconnediohthese Variations are
much less obvious than that afj exemplupthe Variations within theairs
VII & XIX or XI & XXIIl. Hence, | believe it is logcally justified to use
once again the method of temporal equilibratiord balance the temporal

disparities of thgairs Il & XXIX and Il & XXX, considering them as parts
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of their groups of thredas we did in thgroups of threeXlll, XIV, XV &
XXV, XXVI, XXVII).
For thepair Il & XXX | suggest the following temporal corrdlan:

Variation Ill:

Four eighth notes = QT

Variation XXX:
One half note = QT

Example No. 39.

Variatio 3. Canone all’ Unisuono. a 1 Claw.
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Variation Il containgd8 QT and Variation XXX32 QT.

Thus, the correlation of all the Variations tfe Introductory &

Concludinggroups of thredo the pulse of the Theme is one half note (two

quarter notes, four eighth notes) = &% which equilibrates the temporal

190 At the earlier stages of this study | proposedittea of a dramatic line of Variations I—lI—Il1—I\W-
Wishing to achieve homogeneity of movement witliiase Variations, | suggested rendering the velocity
of the eighth/sixteenth notes equal in all five itions (see Example No. 14). As these five Vaoiadi
share the same correlation to the QT (four eigbtesi= QT), a different correlation for Variatidrahd IlI
would destroy the gradual development of the alspexified dramatic line. Naturally, | am well awarfe
the subijectivity of this issue.
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disparities of theairs Il & XXIX and Ill & XXX and equalizes the duration
of bothgroups of three

Variations I, I, |l

48 + 32 + 48128 QT
Variations XXVIII, XXIX, XXX

48 + 48 + 3228 QT

Now | will display the above suggested temparatrelations in the

ensuing diagram:
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2. Diagram of the temporal correlations

»
»

A

Movement Bars Meter| Temporal Meter | Bars Movement
(the correlations (the
repeats repeats
are not are not
counted) counted)
Theme 32 3/4
one QT=40-
44 M.M.
Introductory
group of three
| 32 3/4 See below
[ 32 2/4 See below
1 16 12/8 | See below
alla 16 XVI
J= QT |breve 1% section
First Second
Sub-cycle Sub-cycle
v 32 3/8 3/8 |32 XVI
40 = QT 2"section
\Y 32 3/4 JJ= oT 3/4 32 XVII
VI 32 3/8 1 bar=QT |alla 32 XVIII
breve
Vil 32 6/8 |40 = |2)) = |38 |32 XIX
QT QT
VIII 32 3/4 J 3/4 32 XX
= QT
IX 16 4/4 J - QT 4/4 16 XXI
X 32 alla lbar=QT |alla |32 XXII
breve breve
XI 32 1216/ gh- |JJ = |34 |32 XXIII
QT QT
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Xl 32 34 |- |gd= |98 |32 XXIV
QT QT
X 32 34 | J= | )= |34 |32 XXV*
QT |QT
XIV 32 3/4 18/16| 32 XXVI
Jd=qr | 73
XV* 32 2/4 j): 1 bar 6/8 32 XXVII*
QT = QT
Introductory Concluding
group of three group of three
I 32 3/4 J J - QT 3/4 32 XXVIII
I* 32 2/4 1 bar = JJ: 3/4 32 XXIX*
QT QT
> 16 12/8 4j): ,J _ | 4/4 16 XXX*
QT QT
3/4 32 Theme

The above diagram displays the following correlagio

a) The temporal correlations of the Variationshe pulse of the Theme:

QT (quarter note of the Theme).

b) The temporal correlation between the Variationdwwieachpair: 1V
& XVI (second section), V & XVII, VI & XVIII etc.

The temporal correlations shown in the diagra@sult in the ensuing

temporal relationships of th@oldberg Variationssegments:

a) The temporal parity of the two halves of tldberg Variations

[Theme—Variations 1-XV |

Variations XVI (second section) — XXX-Theme
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b) The temporal parity of the two Sub-cycles:
[Sub-cycle 1: Variations IV=XV |

| Sub-cycle 2: Variations XVI (second sectioXVIl |

c) The temporal parity of the symmetrically correlaggdups of threen
Sub-cycles 1 & 2:

Sub-cycle 1: Variatiors IV V_ VI|[Vivil IX][ X X XIT|[XIT XV XV |
A

\4

v
Sub-cycle 2: Variations XVI (2nd section) XVII XWI|| XIX XX XXI |XXII XX XXIV H(XV XXVI  XXVII |

d) The temporal parity within the majority of tipairs in the groups of
three IV & XVI (second section), V & XVII, VI & XVIII etc.
When the duration of the Variations within pair is unequal, both

Variations of such gair are marked with an asterisk.

e) Temporal parity of the Introductory and Concludgrgups of three

Variations| | 1 11

Variations| XXVIII XXIX XXX

Bach indicates repeats for both halves of the Thantefor both halves of
all the 30 Variations. Should a performer decidetagespect all the repeats
and choose to observe only some (as Gould, Landoasd many others —
including the author of this study — do), in orderpreserve the temporal

symmetry it is obligatory to follow thpair principle:ad exemplumif both
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halves of Variation V are repeated, consequentiyh Ihalves of Variation

XVII must also be repeated.
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CONCLUSION

In conclusion, | would like to stress the followirsgues:

1. Let me draw the attention of my colleagues — peming artists — to
the fact that Glenn Gould spoke of aralost arithmetical
correspondence between the theme and the subsequiziions”=**
As we remember, the maestro also claimed that heldwvtnever
argue in favour of the inflexible musical pulsehiah “just destroys
any music™’ Wise words indeed! In such alive and dynamic
universe as th&oldberg Variationsthere is no room for scholastic
pedantry, and in a concert performance, due toirttexchange of
“gravitational forces” in the work’s drama, the eatf the QT pulse
may shift slightly forward or backward (viz. acaate or slow down).
This is quite normal, because tG®ldberg Variationsabove all is a
creation of a human soul, with all the richnesst®frationality and
irrationality, and only secondly a compositionahef-d’'oeuvre
consisting of the Sub-cyclegiroups of threg pairs etc. Do not
consider the above said as a contradiction to the iwontent of this
paper! The aim of my study is to propose a systennch can become
a solid conceptual foundation for building the exdifof theGoldberg
Variations At the same time | humbly admit the superioritytioe
Goldberg Variations phenomenon, in all its inexorable versatility,

over any system, scheme, diagram etc. Neverthelesgould be

%1 Glenn Gould in conversation with Bruno Monsainge(see the Reference listhe Goldberg
Variations From Glenn Gould plays Bach. A film by Bruno Mairgyeon). Transcription & emphasis
mine.

192page & Gould 2001, 21. Emphasis in the original.
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deplorable and, | firmly believampermissiblefor a performer to
tackle such a colossugthout an articulate conception.

. One important detail: let us not forget the resisMeen thesoldberg
Variations movements. | believe they have considerable Baamce

in the architecture of the work. Furthermore, hththat the QT pulse
continues to “live” and move forward in these restsnsequently, |
suggest thinking carefully about the quantity o QT in all the
intervals between the movements of the work.

. | am aware that certain aspects of my system opéeah correlations
may appear rather abstraekempli gratia the temporal equilibration
of the groups of thregsituated at a considerable distance from each
other. Naturally, such temporal interconnectionsncd be perceived
by a listener, for whom the correlations betweer thdjacent
movements are of primary importance, even if helsheost cases
merely feels the unity of the work’s movements, created by such
correlations, but cannot explain its source. Howelvam persuaded
that for a performer the abovementioned seeminghpstract”
correlations of the Goldberg Variations segments mean a
considerable amount, for they contribute greatlyhe coherence and
completenessof the conception. One cannot negate that the
performer’'s clear vision of the work he/she intetpr augments
his/her power of persuasion immensely, and sucbveepinevitably
affects the listener!

. It seems to me that a key advantage of the systepoged in this
paper is the relationship between a strict schemdetlae performer’s
subjective decisionsld est within the formula of the temporal

correlations a performer can select the tempi toe Goldberg
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Variations movements in accordance with his/her esthetic
preferences (for instance, one may feel that thgotemight become
too slow, or too fast, if a certain correlationcisosen, or one may
wish to create dramatic unity among several suoces&riations). In
other words, as Professor Lauri Suurpaa has eldiguenmulated it

In a conversation: there is a dialog between theaterigidity and

artistic liberality, and these two are not mutuakclusive.
Ultimus at non minimd should confess that | have always admired not

only the strength of a conception, but also ithetsts. Dear colleagues, let

us not disregard a conceptual beauty!
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