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Example No. 17.  

 

 

Nota bene: the correlation – two quarter notes = QT – applies to all the 
toccata-type Variations. Hence, the duration of all the Toccatas is identical.   
 

Variations VI & XVIII 

Canone alla Seconda & Canone alla Sesta  

Meter: 3/8 & alla breve 

Bars: 32 & 32 

Temporal correlation: 

Canone alla Seconda and Canone alla Sesta bear different time signatures: 

3/8 and alla breve. However, the quantity of bars in both Canons is 

identical, and it seems logical to achieve the parity of their duration by 

equaling one bar of each Canon to the QT. 

Example No. 18.    

 

 

QT 

QT 

QT 
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Motivic correlation: 
 
Example No. 19a. 

 

 
 
Example No. 19b. 
Variation VI: bars 17–18.  

  
 
Variation XVIII: bars 17–18.  

  
 
 
 
 

QT
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Variations VII & XIX 
Gigues88   

Meter: 6/8 & 3/8 

Bars: 32 & 32 

Temporal correlation:  

Variation VII: 

Four eighth notes = QT     

Example No. 20a. 

 

                        
 

Variation XIX: 

Two eighth notes = QT (NB: the tempi of the Theme and Variation XIX are 

identical.) 

Example No. 20b. 

     

The above correlations to the QT equalize the duration of these Variations. 

 
                                                 
88 Previously I have pointed out that Katz’s classification of Variation XIX as a Gigue does not seem quite 
persuasive to me (see p. 19). 
 

QT 

QT

6 
8 
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Motivic correlation: 

Example No. 21.89 

 

                                                 
89 Since due to technical reasons it was impossible to align Variations VII and XIX, Variation XIX is 
placed on p. 57.    
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    In this context I would like to permit myself yet another subjective 

comment from the performer’s perspective. Considering the remarkable 
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motivic interrelations within this pair, if a performer observes the 

aforementioned correlations to the QT and plays Variation XIX piano, an 

interesting effect can be created: after a long “journey” from Variation VII, 

Variation XIX sounds like its remote, nostalgic reminiscence. 

 

Variations VIII & XX 

Toccatas 

Meter: 3/4 & 3/4  

Bars: 32 & 32 

Temporal correlation:      

Two quarter notes = QT – in both Variations (as in all the other toccata-type 

Variations). 

Example No. 22. 

 

 

Motivic correlation: 

The motivic ties are as apparent as they are in the previous pair of Gigues. 

 

 

QT 

QT 
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Example No. 23.90 

  

                                                 
90 As in the previous case of the pair VII & XIX, due to technical reasons it was impossible to align 
Variations VIII & XX; Variation XX is placed on pp. 60–61.  



60 
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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. 

  

QT 
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Such correlation equalizes the duration of these Variations. 

Motivic correlation: 

Example No. 25a. 

 

 
Example No. 25b. 

Variation IX: bar 9. 

 

Variation XXI: bar 9. 

 

QT 
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Variations X & XXII 

Fughettas 

Meter: alla breve & alla breve 

Bars: 32 & 32 

Temporal correlation: 

One bar = QT – in both Variations. 

Example No. 26. 

  

 

Such a correlation equalizes the duration of these Variations. 

Motivic correlation: 

Variations X & XXII are unified by such features as the stile antico and the 

feeling of alla breve. Jacob refers to these movements’ common 

“charakteristische Wendungen & stilistische Zugehörichkeit” (characteristic 

turns & stylistic affinity).91  

 

 

 

 

                                                 
91 Jacob 1997, 264–265. 

QT 

QT 
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Example No. 27. 

 

 

  

Variations XI & XXIII 

Toccatas 

Meter: 12/16 & 3/4 

Bars: 32 & 32 

Temporal correlation:   

The metric structure of these two Variations is not the same. In order to 

equalize their duration, it suffices to remember the simple fact that three 

quarter notes contain twelve sixteenth notes, and although in Variation XI 

the sixteenth notes are written in triplets, their tempo can equal the tempo of 

the sixteenth notes of Variation XXIII, written in quadruplets. Thus:  

Variation XI: 
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Eight sixteenth notes = QT92 (as in all the other toccata-type Variations). 

Variation XXIII: 

Two quarter notes = QT (as in all the other toccata-type Variations). 

Example No. 28. 

 

                                                                                                                                                         

 

 

 

 

 

 

 

 

 

 

                                                 
92 I am aware that at the first sight such a correlation may seem horrendously complex, but in reality it is 
most simple! In order to implement it we should either use the method explained on p. 52, or just correlate 
one eighth note of Variation X (the correlation of which to the pulse of the Theme is one bar [alla breve] = 

QT) to one sixteenth note of Variation XI. Note that =  correlation of Variations X and XI is 
perceivable, since it conveys homogeneity of movement to these Variations.  

QT 

QT 

  
12 
16  
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Motivic correlation: 

Example No. 29. 

 

 

A A 
A 

B B B 

A A 
A 
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A 
A 

A 

         (A) 

A 
A 

A 

       (A) 

B B B 

(B) 
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Variations XII & XXIV 

Canone alla Quarta & Canone all’ Ottava  

Meter: 3/4 & 9/8 

Bars: 32 & 32 

Temporal correlation: 

In order to equalize the duration of these Canons, we should think of the 9/8 

of the Canone all’ Ottava as if it were 3/4. 

Variation XII: 

Two quarter notes = QT 

Variation XXIV: 

Six eighth notes = QT 
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Example No. 30. 

 

 

 

Motivic correlation:  

Example No. 31. 

 

 

 

Variations XIII & XXV  

Arias 

Meter: 3/4 & 3/4 

Bars: 32 & 32 

QT 

QT 
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Temporal correlation: 

Thus far we have attained equality of duration of the Variations within all 

the pairs. Now we are entering into the symmetrically correlated groups of 

three, which contain more “problematic” pairs. For the pair XIII & XXV I 

propose the following temporal correlation: 

Variation XIII: 

One quarter note = QT 

Variation XXV: 

One eighth note = QT 

Example No. 32. 

  

 

Theoretically, parity of duration can be achieved by equaling one quarter 

note of each of these two Variations to the QT, but in this case such a 

solution does not seem persuasive! Bach’s indication Adagio, exceptionally 

rich content93 and intense development in Variation XXV – the dramatic 

peak of the entire opus – require a slower tempo: one eighth note = QT,94 

                                                 
93 In conversation with Tim Page, Glenn Gould remarks on Variation XXV: “I don’t think there’s been a 
richer lode of enharmonic relationships anyplace between Gesualdo and Wagner.” (Page & Gould 2001, 
24.) 
94 Schenkman (1975, 10) suggests the same correlation; however, as I have mentioned, Schenkman’s pulse-
rate of the Theme (QT = 60 M.M.) is considerably faster than mine (QT = 40–44 M.M.).  

QT 

QT 
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which leads to a divergence of duration of the Variations within this pair. 

The solution for this inconsistency will be explained, when we face the same 

type of problem in the pair XV & XXVII.  

 

Motivic correlation:  

Example No. 33. 

 

  

 

Variations XIV & XXVI 

Toccatas 

Meter 3/4 & 18/16 – 3/4 

Bars: 32 & 32 

Temporal correlation: 

Two quarter notes = QT – in both Variations (as in all the other toccata-type 

Variations). 
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Example No. 34. 

 

 

 

Motivic correlation: 

Though I do not see any direct motivic ties between these movements, I 

agree with Jacob, who notes these Variations’ “charakteristische Wendungen 

& stilistische Zugehörichkeit” (characteristic turns & stylistic affinity).95  

 
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 this pair, we face a similar sort 

of challenge, as in the pair XIII & XXV. Canone alla Quinta (the first of the 

three G minor Variations) bears great importance in the syntagmatic 

architecture of the Goldberg Variations. Its grave, somber mood and slow 

                                                 
95 Jacob 1997, 265. 

QT 

QT 
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pace (Bach indicates Andante96) represent an immense contrast to the light, 

airy velocity of the Canone alla Nona, which sounds more transparent than 

all the other Canons, due to the absence of the accompanying bass. For this 

reason, I propose the following temporal correlation of Variation XV: one 

eighth note = QT.97  

Example No. 35a. 

 

I believe that in this tempo a performer can better reveal the enormous inner 

tension within this Variation, which concludes the first half of the Goldberg 

Variations.  

    On the contrary, I propose tempo vivace for the Canone alla Nona: one 

bar = QT. 

Example No. 35b.  

 

When analyzing the context in which Canone alla Nona appears, we notice 

that starting with the previous toccata-type Variation XXVI Bach builds up 

a remarkable dramatic line, which reaches its peak in the Quodlibet (this 

                                                 
96 Franklin points out that the notation of Variation XV is “exceptional, including demisemiquaver  (rather 
than semiquaver) motion and an andante marking that denote a crochet beat slower than the one usually 
associated with the signature.” (Franklin 2004, 111.) 
97 Schenkman (1975, 9) proposes this correlation as well, but, as discussed previously, his pulse-rate of the 
Theme (QT = 60 M.M.) is much faster than mine (QT = 40–44 M.M.).  
 

QT 

QT 
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issue has already been mentioned with regard to the syntagmatic dimension 

of the Goldberg Variations, see p. 29). In order not to lose the energy 

accumulated in Variation XXVI, I suggest the aforementioned vivace for the 

following Canone alla Nona, which means that the velocity of the sixteenth 

notes of Variation XXVI (in 18/16) and the sixteenth notes of Variation 

XXVII becomes identical. This homogeneity of movement seems important 

to me, because when passing to the next Variation (XXVIII) with its thirty-

second notes, there is the effect of a gradual acceleration of velocity, which 

renders more coherent the progress towards the culmination in the 

Quodlibet. 

    Consequently, there is a temporal disparity between Variations XV and 

XXVII. When explaining the system of temporal correlations proposed in 

this study, I have pointed out that whereas the temporal parity within several 

pairs appears problematic, such parity of all the symmetrically correlated 

groups of three is attainable. My point is to equilibrate the temporal 

disparities of the “problematic” pairs within the symmetrically correlated 

groups of three to which such pairs belong. Let me clarify this method of 

temporal equilibration by equalizing the duration of the following two 

symmetrically correlated groups of three: 

 
Variations  XIII,   XIV,        XV  
                   Aria,   Toccata, Canon 
           
         
                   Aria,   Toccata, Canon 
Variations  XXV, XXVI,     XXVII 
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As we have already studied, the duration of the Variations within the pair 

XIV & XXVI is equal, but in the pairs XIII & XXV and XV & XXVII there 

is a temporal disparity: 

Variation XIII: one quarter note (in 3/4) = QT 
 
 
Variation XXV: one eighth note (in 3/4) = QT 
 
Variation XV: one eighth note (in 2/4) = QT 
 
 
Variation XXVII: one bar (6/8) = QT 
 

    The duration of Variation XIII is twice as short as the duration of 

Variation XXV, whereas the duration of Variation XV is four times longer 

than the duration of Variation XXVII! Nevertheless, if we consider these 

Variations within the frame of their groups of three, and adhere to the 

abovementioned temporal correlations, the temporal proportions of the 

groups of three XIII, XIV, XV & XXV, XXVI, XXVII will be equal, si nce 

we have equilibrated the disparities: 

 

 

 

 

 

 

 

 

 

 



76 
 

Example No. 36. 

Variation XIII                                                                                                
32 (bars) x 3 (quarter notes, since the meter of Variation XIII is 3/4) = 96 
(quantity of quarter notes in this Variation). Since the temporal correlation 
of Variation XIII with the pulse of the Theme is one quarter note = QT, this 
Variation contains 96 QT.    
 
Variation XIV  
32 (bars) x 3 (quarter notes, since the meter of Variation XIV is 3/4) = 
96 (quantity of the quarter notes in this Variation). 
 
 
96 (quarter notes) : 2 (quarter notes, since the temporal correlation with the 
pulse of the Theme is two quarter notes = QT) = 48 QT in Variation XIV.        
 
Variation XV  
32 (bars) x 4 (eighth notes, since the meter of Variation XV is 2/4 [= 4/8] 
and the temporal correlation with the pulse of the Theme is one eighth note 
= QT) = 128 QT in Variation XV. 
 
96 + 48 + 128 = 272 QT in the present group of three.  
 
 
 
Variation XXV                                                             
32 (bars) x 6 (eighth notes, since the meter of Variation XXV is 3/4 [= six 
eighth notes] and the temporal correlation with the pulse of the Theme is one 
eighth note = QT) = 192 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 and its temporal correlation 
with the pulse of the Theme is one bar = QT, Variation XXVII contains 32 
QT.  
 
192 + 48 + 32 = 272 QT in the present group of three.       
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Thus, the duration of these two symmetrically correlated groups of three is 

equal. 

    I should add that I do not believe that in the above cases of the pairs XIII 

& XXV and XV & XXVII my personal esthetic preferences, with regard to 

the choice of tempi for the Variations, overrule the general principle of 

equality of duration of the Variations within the pairs. As I have pointed out, 

theoretically the temporal correlations of Variations XIII & XXV to the QT 

can be identical (one quarter note = QT), which leads to the equality of their 

duration. However, why does Bach indicate Adagio for Variation XXV only, 

and not for Variation XIII? Does it not suggest that Variation XXV, so to 

speak, “weighs” more than Variation XIII? 

    As concerns the pair XV & XXVII the situation is even clearer than in the 

previous case. Without mentioning Bach’s Andante indication for Variation 

XV and the absence of a tempo marking for Variation XXVII, it suffices to 

survey these two Variations with the naked eye in order to understand their 

temporal disparity. 

 

Introductory and Concluding groups of three  

I, II, III           &   XXVIII, XXIX, XXX 

 

Although, in terms of the sequence of Variations’ types, these two groups of 

three do not follow the symmetrical patterns of the groups of three in Sub-

cycles 1 & 2 (see Example No. 2), let us bear in mind 1) the symmetrical 

location of the Introductory & Concluding groups at the “dawn” and at the 

“dusk” of the cycle, and 2) the symmetrical quantity of bars of the 

Variations in these groups of three (see Example No. 3). Consequently, we 

can see that the Introductory & Concluding groups are symmetrically 
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correlated, but not as powerfully as the symmetrically correlated groups of 

three in Sub-cycles 1 & 2.    

    When analyzing the structure of the Introductory group of three, with a 

certain degree of generalization I would classify Variation I as a toccata-

type movement, and Variation II as a “quasi-canon”. Hence, the 

Introductory group has the following design:  

Variation I – Toccata  

Variation II – “Quasi-canon”  

Variation III – Canone all’ Unisono 

    As concerns the Concluding group of three, I agree with Katz’s 

classification of Variations XXVIII and XXIX as Toccatas:98 

Variation XXVIII – Toccata  

Variation XXIX – Toccata 

Variation XXX – Quodlibet (instead of an anticipated Canon)  

    In order to facilitate the attainment of equality of duration of the 

Introductory & Concluding groups of three, I propose to correlate these 

groups according to the pair principle used previously: 

 
Variations        I,         II,        III 
 
  
Variations XXVIII, XXIX, XXX 
 
 
Variations I & XXVIII 

Toccatas  

Meter: 3/4 & 3/4  

Bars: 32 & 32    

                                                 
98 Katz 1985, 61. 
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Temporal correlation: 

Two quarter notes = QT – in both Variations (as in all the other toccata-type 

Variations). (48 QT in each Variation.) 

Example No. 37. 

 

 

    As we can see, this pair does not pose any problems in terms of temporal 

correlation. The following two pairs (Variations II & XXIX and III & XXX) 

are not that straightforward in this respect.  

 

Variations II & XXIX 

“Quasi-canon” & Toccata     

Meter: 2/4 & 3/4  

Bars: 32 & 32 

Temporal correlation: 

It seems to me that the best temporal correlation of both Variations with the 

pulse of the Theme – at the rate of 40–44 M.M. – is identical with the 

previous pair (Variations I & XXVIII): two quarter notes (in the case of 

Variation II – one bar) = QT. 

 

QT 

QT 
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Example No. 38. 

 

  

 

    The problem arises from the fact that the time signatures of Variations II 

& XXIX differ. Adhering to the formula – two quarter notes = QT – results 

in the temporal disparity: Variation II contains 32 QT and Variation XXIX 

48 QT.99 In order to solve the temporal dilemma we must analyze the last 

pair: 

Variations III & XXX 

Canone all’ Unisono & Quodlibet 

Meter: 12/8 & 4/4 

Bars: 16 & 16 

Temporal correlation: 

Sharing an identical quantity of bars, Canone all’Unisono and the Quodlibet 

differ in their time signatures and, more importantly, in their structures: the 

texture of the Canone all’Unisono is more intensive and dense than the 

texture of the Quodlibet (even though it has four parts). I believe that the 

appropriate correlation between the Quodlibet and the pulse of the Theme at 

the rate of 40–44 M.M. is one half note = QT. In order to attain equality of 
                                                 
99 The calculations are made according to the same pattern as that for the groups of three XIII, XIV, XV & 
XXV, XXVI, XXVII – see Example No. 36. 

QT 

QT 
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duration of these two Variations, one half note = QT in the Quodlibet 

implies six eighth notes = QT in the Canone all’Unisono, which, to my 

mind, is much too fast for the most complex of all the Canons in the 

Goldberg Variations. I must remind the reader that these correlations are 

entirely dependent on the tempo of the Theme. For instance, if the QT was 

60 M.M., the attainment of equality of duration of Variations III & XXX 

would not pose a problem and could be achieved by the following 

correlations:  

Variation III: 

Three eighth notes = QT 

Variation XXX: 

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

Introductory & Concluding groups of three is weaker than in the 

symmetrically correlated groups of three in Sub-cycles 1 & 2, I have 

proposed to correlate the Introductory & Concluding groups in accordance 

with the pair principle for convenience, in order to render easier the 

attainment of equality of duration of these groups of three. Consequently, in 

the case of Variations II & XXIX and III & XXX we should not “fear” 

deviating from the principle of equality of duration of the Variations within 

the pairs (even though such equality within the pairs II & XXIX and III & 

XXX is not impossible), because the interconnections of these Variations are 

much less obvious than that of, ad exemplum, the Variations within the pairs 

VII & XIX or XI & XXIII. Hence, I believe it is logically justified to use 

once again the method of temporal equilibration, and balance the temporal 

disparities of the pairs II & XXIX and III & XXX, considering them as parts 
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of their groups of three (as we did in the groups of three XIII, XIV, XV & 

XXV, XXVI, XXVII).  

    For the pair III & XXX I suggest the following temporal correlation: 

Variation III: 

Four eighth notes = QT 

Variation XXX: 

One half note = QT 

Example No. 39. 

 

 

Variation III contains 48 QT and Variation XXX 32 QT. 

 

    Thus, the correlation of all the Variations of the Introductory & 

Concluding groups of three to the pulse of the Theme is one half note (two 

quarter notes, four eighth notes) = QT,100 which equilibrates the temporal 

                                                 
100 At the earlier stages of this study I proposed the idea of a dramatic line of Variations I–II–III–IV–V. 
Wishing to achieve homogeneity of movement within these Variations, I suggested rendering the velocity 
of the eighth/sixteenth notes equal in all five Variations (see Example No. 14). As these five Variations 
share the same correlation to the QT (four eighth notes = QT), a different correlation for Variation II and III 
would destroy the gradual development of the above specified dramatic line. Naturally, I am well aware of 
the subjectivity of this issue. 

QT 

QT 
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disparities of the pairs II & XXIX and III & XXX and equalizes the duration 

of both groups of three: 

  

Variations I,     II,     III 

                48 + 32 + 48 = 128 QT 

Variations XXVIII, XXIX, XXX 

                 48     +     48   +   32 = 128 QT 

     

    Now I will display the above suggested temporal correlations in the 

ensuing diagram: 
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2. Diagram of the temporal correlations 

 
Movement  Bars 

(the 
repeats 
are not 
counted)  

Meter      Temporal 
  correlations 

Meter Bars 
(the 
repeats 
are not 
counted) 

Movement 

Theme 
one QT = 40–
44 M.M. 

32 3/4     

Introductory  
group of three 
I                      

 
 
32 

 
 
3/4  

 
 
See below 

   

II 32 2/4 See below    
III 16 12/8 See below    
    

 
   

                   alla 
breve 

16 
 

XVI  
1st section 

First  
Sub-cycle 
IV 

 
 
32 

 
 
3/8 

 
 

  4  = QT 
          

 
 
3/8 
 

 
 
32 

Second  
Sub-cycle 
XVI 
2nd section 
 V 32 3/4 

 
            3/4 32 XVII 

VI 32 3/8     1 bar = QT alla 
breve 

32 XVIII 

    
 

   

VII 32 6/8 4  = 
QT 

2  = 
QT 

3/8 32 XIX 

VIII 32 3/4       
   

3/4 32 XX 

IX 16 4/4        = QT  4/4 16 XXI 

       
X 32 alla 

breve 
    1 bar = QT alla 

breve 
32 XXII 

XI 32 12/16 8 = 
QT 

 = 
QT    

3/4 32 XXIII 

     = QT 

     = QT 

= QT 
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XII  32 3/4     6  =  
QT 

9/8 32 XXIV 

    
 

   

XIII* 32 3/4    = 
QT 

3/4 32 XXV* 

XIV 32 3/4     18/16
– 3/4 

32 XXVI 

XV* 32 2/4 = 
QT 

 6/8 32 XXVII* 

Introductory 
group of three 

     Concluding 
group of three 

I 32 3/4  
    

3/4 32 XXVIII 

II* 32 2/4  = 
QT    

3/4 32 XXIX* 

III* 16 12/8 4 = 
QT 

 4/4 16 XXX* 

          3/4 32 Theme  

 
The above diagram displays the following correlations: 

a) The temporal correlations of the Variations to the pulse of the Theme: 

QT (quarter note of the Theme). 

b) The temporal correlation between the Variations within each pair: IV 

& XVI (second section), V & XVII, VI & XVIII etc. 

    The temporal correlations shown in the diagram result in the ensuing 

temporal relationships of the Goldberg Variations’ segments: 

a) The temporal parity of the two halves of the Goldberg Variations: 

Theme–Variations I–XV  

 

Variations XVI (second section) – XXX–Theme 

 

     = QT 

     = QT 

1 bar 
= QT 

=  
QT    
 

=  
QT    
 

1 bar =  
QT    
 

=  
QT    
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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 section) – XXVII  

 

c) The temporal parity of the symmetrically correlated groups of three in 

Sub-cycles 1 & 2:  

 

 

 

 

d) The temporal parity within the majority of the pairs in the groups of 

three: IV & XVI (second section), V & XVII, VI & XVIII etc. 

When the duration of the Variations within a pair is unequal, both 

Variations of such a pair are marked with an asterisk. 

 

e) Temporal parity of the Introductory and Concluding groups of three: 

Variations  I                II         III  

 

Variations  XXVIII   XXIX    XXX 

 
Bach indicates repeats for both halves of the Theme and for both halves of 

all the 30 Variations. Should a performer decide not to respect all the repeats 

and choose to observe only some (as Gould, Landowska and many others – 

including the author of this study – do), in order to preserve the temporal 

symmetry it is obligatory to follow the pair principle: ad exemplum, if both 

Sub-cycle 1: Variations    IV                         V          VI     VII  VIII   IX       X       XI        XII      XIII     XIV        XV 
 
 
Sub-cycle 2: Variations  XVI (2nd section) XVII XVIII    XIX XX XXI     XXII XXIII XXIV     XXV  XXVI  XXVII   
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halves of Variation V are repeated, consequently, both halves of Variation 

XVII must also be repeated.         
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                                                 CONCLUSION 

 

In conclusion, I would like to stress the following issues: 

1. Let me draw the attention of my colleagues – performing artists – to 

the fact that Glenn Gould spoke of an “almost arithmetical 

correspondence between the theme and the subsequent variations”.101 

As we remember, the maestro also claimed that he would “never 

argue in favour of the inflexible musical pulse”, which “just destroys 

any music”.102 Wise words indeed! In such an alive and dynamic 

universe as the Goldberg Variations there is no room for scholastic 

pedantry, and in a concert performance, due to the interchange of 

“gravitational forces” in the work’s drama, the rate of the QT pulse 

may shift slightly forward or backward (viz. accelerate or slow down). 

This is quite normal, because the Goldberg Variations above all is a 

creation of a human soul, with all the richness of its rationality and 

irrationality, and only secondly a compositional chef-d’oeuvre 

consisting of the Sub-cycles, groups of three, pairs etc. Do not 

consider the above said as a contradiction to the main content of this 

paper! The aim of my study is to propose a system, which can become 

a solid conceptual foundation for building the edifice of the Goldberg 

Variations. At the same time I humbly admit the superiority of the 

Goldberg Variations’ phenomenon, in all its inexorable versatility, 

over any system, scheme, diagram etc. Nevertheless, it would be 

                                                 
101 Glenn Gould in conversation with Bruno Monsaingeon (see the Reference list: The Goldberg 
Variations. From Glenn Gould plays Bach. A film by Bruno Monsaingeon). Transcription & emphasis 
mine. 
102 Page & Gould 2001, 21. Emphasis in the original. 
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deplorable and, I firmly believe, impermissible for a performer to 

tackle such a colossus without an articulate conception.  

2. One important detail: let us not forget the rests between the Goldberg 

Variations’ movements. I believe they have considerable significance 

in the architecture of the work. Furthermore, I think that the QT pulse 

continues to “live” and move forward in these rests. Consequently, I 

suggest thinking carefully about the quantity of the QT in all the 

intervals between the movements of the work. 

3. I am aware that certain aspects of my system of temporal correlations 

may appear rather abstract: exempli gratia, the temporal equilibration 

of the groups of three, situated at a considerable distance from each 

other. Naturally, such temporal interconnections cannot be perceived 

by a listener, for whom the correlations between the adjacent 

movements are of primary importance, even if he/she in most cases 

merely feels the unity of the work’s movements, created by such 

correlations, but cannot explain its source. However, I am persuaded 

that for a performer the abovementioned seemingly “abstract” 

correlations of the Goldberg Variations’ segments mean a 

considerable amount, for they contribute greatly to the coherence and 

completeness of the conception. One cannot negate that the 

performer’s clear vision of the work he/she interprets augments 

his/her power of persuasion immensely, and such a power inevitably 

affects the listener!  

4. It seems to me that a key advantage of the system proposed in this 

paper is the relationship between a strict scheme and the performer’s 

subjective decisions. Id est, within the formula of the temporal 

correlations a performer can select the tempi for the Goldberg 
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Variations’ movements in accordance with his/her esthetic 

preferences (for instance, one may feel that the tempo might become 

too slow, or too fast, if a certain correlation is chosen, or one may 

wish to create dramatic unity among several successive Variations). In 

other words, as Professor Lauri Suurpää has eloquently formulated it 

in a conversation: there is a dialog between theoretical rigidity and 

artistic liberality, and these two are not mutually exclusive.        

 

    Ultimus at non minime, I should confess that I have always admired not 

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

us not disregard a conceptual beauty!   
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