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ABSTRACT 

This study investigates the significance of the Paganini theme and variation sets 

composed by two living composers, Neils Viggo Bentzon and Robert Muczynski. The 

popularity of the theme and variation form gradually spread to the keyboard repertoire 

first as entertairunent for both courtly and bourgeois audiences, and later as a means of 

technical display for performing piano virtuosi. 

Paganini's twenty-fourth Caprice from Op.l for solo violin is the basis for sets 

of variations for solo piano by three major pianist-composers: Liszt, Brahms, and 

Busoni. Bentzon and Muczynski follow in this tradition, constructing their variations 

on the Paganini theme as a showcase of their individual compositional language and 

skill. 

The body of the document will be a discussion of their contrasting treatments of 

the immortal theme as demonstrated through their choices of melody, sonority, texture, 

rhythm, register, and form. Bentzon's and Muczynski's theme and variation sets 

constitute compositional achievements in piano literature that deserve a place alongside 

previous outstanding models that are an important part of the standard repertory. 
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CHAPTER 1: MUSICAL AND HISTORICAL BACKGROUND 

The Origins of Theme and Variation Form 

Variation is a technique of "modifying a given musical idea, usually after its 

first appearance, a form based on a series of such modifications." ' Variation is one of 

the most basic and essential of musical techniques and is widely distributed, for 

example, in the music of South Asia, Southeast Asia, and Afiica. ^ However, this study 

focuses on the form in the context of Western art music in which the term commonly 

means elaboration of melody or accompaniment. ^ The history of the variation proper 

began in Italy and Spain in the early 16"* century and developed from the practice of 

repeating a strain of dance music several times, retaining the bass and varying the upper 

line(s). ^ 

The origins of variation form for the keyboard can be traced back to the 

sixteenth century. ^ English virginalists such as William Byrd, John Bull, and Orlando 

Gibbons contributed much to this repertory. ^ Their works are contained in collections 

such as the Parthenia and the Fitzwilliam Virginal Book, consisting primarily of dances 

' Elaine Sisman, Columbia University (Chaconne, Ground, Ostinato, Passacaglia, Strophic 
Variations, Variation) The New Harvard Dictionary of Music edited by Don Randel. 1986 President and 
Fellows of Harvard College, pg. 902 - 907. 

^Ibid., 902. 

^Fbid., 902. 

Mbid., 904. 

^Ibid., 905. 
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(mainly pavanes and galliards), variations, preludes, and fantasias. ^ Through their 

compositional techniques, entirely independent of the Franco-Flemish polyphony of the 

time, they developed a style of their own that was entirely idiomatic to the nature and 

sonority of the keyboard instruments.* The greatest interest usually lay in the treble. ' 

Even when a cantus firmus was used, the result would be a continuous elaboration of 

figuration, as opposed to the contrapuntal style that was common at the time.'" 

Technical displays such as velocity, brilliance, highly rhythmic figuration, as well as 

abrupt differences in touch and expression were prominent features of their art. '' Their 

works show the use of variation technique as a means of musical extension. In dance 

variations, form was increased or decreased so that the number of variations suited the 

needs of a shorter or a longer dance. This style of writing continued to be pursued and 

developed by Frescobaldi, Froberger, Chambonnieres, Pachelbel, and many others. 

As more and more complexities were introduced, the idea of progressive variation 

'Paul Henry Lang Music in Western Civilization (New York: W. W. Norton, 1941), 289-290. 

'Ibid. 

Mbid. 

'Ibid. 

'"Ibid. 

"Ibid. 

'^Ibid. 

'^Ibid. 

'^Ibid. 
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developed. Whether such works were designed for pedagogical purposes or simply 

for technical display, there exists in them a clear connection to the later development of 

the concert etude of the nineteenth century. 

As the Baroque era approached, variations continued to flourish and were often 

based on a cantus firmus, an ostinato, or a recurring harmonic progression. The 

principal types of variation included: (A) those preserving both the melody and 

harmony of the theme, and (B) melodic variations that preserve the essential harmonic 

scheme.'* J. S. Bach's Goldberg Variations represent the highest development of 

variation form in the Baroque period. " The set, consisting of thirty variations, was 

commissioned by the Russian Count Kayserling and was named after Bach's pupil 

Johann Gottlieb Goldberg.^" Its particular design, consisting throughout of the 

alternation of two variations of highly virtuosic character followed by a canonic 

variation, sets it apart ft-om other works of the time. The canonic interval expands a 

step in each canonic variation, while staying within the same harmonic fi^amework. 

''Ibid. 

"Peter Feliz Ganz, "The development of the Etude for Pianoforte" Ph.D. Diss., (Northwestern 
University, I960), 42. 

'^77ie New Harvard Dictionary of Music. Ed.Donald Randall. Cambridge: Harvard University 
Press, 1986. "Variations" Ed. Elaine Sisman. 902-906. 

'^Ibid. 

"Ibid. 

""Friederich B\\ane, Classic and Romantic Music (London: Faberand Faber, 1979), 150. 

-'Ibid. 
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Another distinctive feature of this set is the quodlibet that includes two popular 

melodies of the time, "Ich bin so lang nicht bei dir g'west" (Long have I Been away 

from Thee) and "Kraut und Ruben" (Cabbage and Turnips) that are introduced within 

the harmonic framework of the theme. ^ "Bach's ingeniously unified structure, 

virtuosic display, incorporation of canonic elements, and adaptation of other melodies 

brought the form of variation to a new plateau in this work, one that made a deep 

impression on composers such as Schumann and Brahms and eventually resulted in the 

nineteenth century revival of variation form." 

Stability of melodic contour and preservation of harmonic scheme were 

restrictions that were observed in the early models of variation form and this practice 

continued into the eighteenth century. At the end of the eighteenth century, variation 

sets often appeared in the form of a movement within a symphony, string quartet, piano 

sonata, piano and violin sonata, or piano trio. Haydn particularly favored the use of 

variations as slow movements in his works, including those in his string quartets op.2, 

nos. 3 and 5; op. 76, no.6; and op.77, no.2. Unity was achieved by means of 

repeating the original theme at the end of the set as in Bach's Goldberg Variations. 

Variety, on the other hand, was achieved by creating contrasts of tempo, meter, and key 

^^Ibid. 

^Friedo-ich Blume, Classic and Romantic Music (London; Faber and Faber, 1979), 150. 

TTie New Harvard Dictionary of Music. Ed.Donald Randall. Cambridge: Harvard University 
Press, 1986. "Variations" Ed. Elaine Sisman, 902-906. 

"Ibid. 

-®Ibid. 
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(incorporating successive increase and decrease in rhythmic movement); and by adding 

transitional material between variations.^^ 

The popularity of variations gradually spread to the piano repertoire becoming 

particularly favored throughout the Classic and Romantic periods, at first as 

entertainment for both courtly and bourgeois audiences, and later as a means of 

technical display for performing virtuosi. Some of Mozart's independent sets of piano 

variations, for example, can be traced back to the improvisations made during his own 

displays of virtuosity. His six variations, K. 398, on the chorus of male voices,"Salve 

tu, Comine" from Paisiello's / filosofi immaginarii, is believed to have been improvised 

at his Vienna concert of March 23, 1783. On the same concert, another set of ten 

variations, K. 455, on the comic song "Vaser dummer Pobel meint" from Gluck's 

Singspiel Pilger von Mekka was improvised as well. Mozart's fourteen sets of piano 

variations enjoyed wide popularity during his lifetime and well into the nineteenth 

century.Characteristic of his writing was the idea of variation within variation (double 

"Ibid. 

Arthur Hutchings, "The Keyboard Music" in The Mozart Companion. Edited by H.C. Robbins 
Lander and Donald Mitchell, (New York: W.W. Norton, 1969), 50. 

^'Ibid. 

^°Ibid. 

^'Ibid. 

^^Ibid. 
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variations) creating an even greater sense of improvisation and virtuosity that 

influenced later composers.^^ 

This Viennese Classical style remained alive into the Romantic era, combining 

its improvisational techniques with stereotypical metric and harmonic structures, and 

shifting of parallel major-minor tonality.^ Not until Beethoven did the composition of 

variations reach a new level, creating a new form of art, and thus becoming a model for 

the Romantic movement.^' His Diabelli Variations of 1823 serve as an example of the 

heights to which Beethoven took variation form in the last period of his creative life. 

Diabelli's "jaunty tune was transformed into thirty-three variations." In contrast to 

the simple tonic-dominant progression of the theme, Beethoven composes in the dense 

harmonic idiom typical of his late style. The merging of two approaches — fligal 

writing and variation writing - found in his piano sonatas (e.g., op. 109 and op. 110) and 

late string quartets (e.g., op. 131), also broke new ground in the variation form. 

Beethoven's ingenuity and creativity brought the genre to the highest level of artistic 

expressiveness, and according to A. B. Marx, "set a model for the variation cycle as a 

"Ibid. 

""^Blume, Friedrich. Classic and Romantic Music, 57. 

^^Alfred Einstein, Music in the Romantic Era (New York: W.W. Norton and Co., 1947), pg. 15. 

The New Harvard Dictionary of Music. Ed.Donald Randall. Cambridge: Harvard University 
Press, 1986. "Variations" Ed. Elaine Sisman. pg. 902-906. 

"Ibid. 

'*Ibid. 
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character piece that arose from an idea which corresponded to inner life." This trend 

continued as the so-called "character variations," making deep inroads in the music of 

Schumann, Brahms, Liszt, and Rachmaninov, to name a few/^ 

Development Through the Nineteenth Century 

As the nineteenth century progressed, boundaries were further expanded, giving 

way to the new sound ideals and poetic imagery of the Romantic era. The term 

"Romanticism" provoked much controversy among historians, musicians, and critics of 

the time. Those who disapproved of the term regarded it as representing the failure to 

achieve the virtues of Classicism. In a letter to a friend, Gustav Mahler refers to 

Goethe's defmition of Romanticism as a way of expressing his own rejection of the 

word "Romantic". ** 

What is Classical I call healthy, what is Romantic sick...Most modem work is 
Romantic not because it is modem but because it is weak, sickly and ill, and old work is 
not Classical because it is old but because it is strong, fresh, joyful and healthy. If we 
distinguish Classical and Romantic by these criteria, the situation is soon clarified.'*^ 

''Ibid. 

'"Ibid. 

Arnold Whittall, Romantic Music. A Concise History form Schubert to Sibelius (London: 
Thames and Hudson Ltd., 1987), 9. 

^-Ibid. 

''Ibid. 

''Ibid. 

'^Ibid. 
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The opposing school of thought, which favored the term, transformed what was 

being "wild" and "unhealthy" into being "sublime" and "infinite," holding the opinion 

that Classicism was antiquated and dry. ^ Mario Praz cites Keat's line in his book The 

Romantic Agony: "Heard melodies are sweet, but those unheard are sweeter." In 1798, 

K. W. F. Schlegel wrote about Romantic poetry: "It alone is infinite. It alone is Free. 

Its overriding principle is that the poet's fantasy is subject to no agreed principles. 

From the musical point of view, E.T.A. Hoffinann wrote in his essay on Beethoven 

(1813) that music is "the most romantic of all arts - the only genuine romantic one -

for its sole subject is the infinite."^* The creation of new sounds for the sake of 

fulfilling the infmite longing described by Hoffmann and Schlegel was new to the 

development of music."*' New sonorities meant new harmonies, and, in turn, new 

realms of expression, to the point of reaching out to the supernatural. Hoffinaim's 

essay on Beethoven describes the connection between the music and the emotion it 

produces: 

Beethoven's instrumental music opens up to us the realm of the monstrous and 
the immeasurable. Burning flashes of light shoot through deep night of this realm, and 
we become aware of giant shadows that surge back and forth, driving us into narrower 
and narrower confines until they destroy us — but not the pain of that endless longing in 
which each joy that has climbed aloft in jubilant song sinks back and is swallowed up, 

"^Ibid. 

"Ibid., 9-10. 

**E.T.A. Hoffinann, "Beethoven's Instrumental Music. " In Source Readings in Music History; 
The Romantic Era. 35-41, selected and annotated by Oliver Strunk (New York: W. W. Norton , 1965), 
35. 

^'Ibid. 

^°Ibid. 
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and it is only in this pain, which consumes love, hope, and happiness but does not 
destroy them, which seeks to burst our breasts with a many-voiced consonance of all 
the passions, that we live on enchanted beholders of the supernatural.^' 

It is clear that emotions became more urgent and intense while form became freer and 

harmonic language richer. For this reason, phrase structure, though remaining 

periodic, became less consistent and chromaticism increased.^^ 

The nineteenth century witnessed a significant rise in the number of performing 

virtuosi and a discovery of the great potential of the piano for virtuosity. The intimacy 

as well as the brilliance of which the piano was capable allowed it to secure its position 

as an ideal instrument for conveying the essence of nineteenth-century music in homes 

as well as concert halls. "By this extension of its domain to arrangements of operas, 

symphonies, and lieder, it became a universal instrument making itself accessible to a 

wide variety of musical literature." 

Beethoven's extensive output of sonatas and variations which imposed 

tremendous technical demands on the pianist, in part gave rise to the importance of 

virtuosity. But it also is undeniable that Paganini's unsurpassable virtuosity on the 

violin made a significant impact on the development of technical possibilities for the 

''Ibid., 37. 

'"Ibid. 

"Ibid. 

^Alfred Einstein, Music in the Romantic Era (New York: W.W. Norton and Co., 1947), 15. 

"Ibid. 

E.T. HofBnann, "Beethoven's Instrumental Music." In Source Readings in Music History: 
The Romantic Era. Selected and Annotated by Oliver Strunk (New York: W. W. Norton, 1965), 38. 

"Ibid. 
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piano. Virtuosity was certainly not a new development in the history of music. 

Sixteenth-century lutenists and English virginalists had already produced works of 

technical display unattainable by amateurs, but it was this new type of virtuosity that 

arose particularly with the violin and piano that was of particular importance in this 

regard. 

Paganini's formidable technique on the concert stage made a deep impression 

upon composers such as Chopin, Liszt, and Schumann, compelling them to transfer 

these achievements to the piano. Improved mechanisms and an extended range on the 

piano also encouraged these composers to pursue this task. Composers tried to emulate 

Paganini's dazzling violin pyrotechnics by searching for new effects on the piano, 

resulting in more extensive use of the pedal, octave and chordal playing, dynamic 

contrasts, piano tremolo, etc. Thus the concert etude came into existence. Chopin's 

Twelve Etudes, op. 10 (1829-31), became the finest early example of this form of 

composition. His purpose was to deal with a particular keyboard technique in each 

work, while simultaneously satisfying an iimer poetic content that would separate them 

from the more pedantic writing of other virtuosi of the time (e.g. Czemy, Thalberg, 

Cramer, and many others). The concert etude thus became the main vehicle for virtuosi 

to display their dazzling techniques to the public while conveying the poetic imagery of 

the Romantic era. In Schumann's remarks concerning his own Studien nach Capricen 

von Paganini, op. 3, he writes: 

"Ibid. 
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In no other type of musical composition do poetic liberties sound so well as in a 
caprice. But if, behind the lightness and the humor which should characterize it, there 
may also appear soundness and deeper study, then there is genuine mastery...After 
elimination of all external difHculties, the imagination will be able to more surely and 
playfully, give its work life and light and shadow, and complete with ease what in a 
fireer representation might be lacking.^' 

Other works of this nature include Liszt's Drei Konzert-Etuden (1841), Zwei 

Konzert-Etuden (1863), Etudes d'execution transcendante (1840), the Grandes etudes 

de_Paganim (1851); Chopin's second set oi Twelve Etudes, op. 25 (1832-36), and Trois 

nouvelles Etudes; Schumann's Studien nach Capricen von Paganini, op.3. Etudes de 

concert d'apres des caprices de Paganini, op. 10, and Etudes syrnphoniquesJAnhms^s 

Paganini Variations^ op. 35, which he himself called "Studies"; Mendelssohn's Three 

Etudes (1834-38), Etude in f minor (1836); Grieg's Study in f minor bearing the subtitle 

"Hommage a Chopin" which he included as no. 5 of his Moods, op. 73 (1905); 

Scriabin's Etudes, opp. 8,42, and 65; and Debussy's Twelve Etudes. 

Among these works, many of them not only place emphasis on the closed 

structure of an etude, but also pursue the idea of combining the variation form with the 

etude. The role of the concert etude was to display virtuosity, while variation form 

provided the means to expand a work to include a variety of techniques. Kathleen Dale 

describes the coiKept of variations as being "intellectual, virtuosic, or romantic".^ 

In this sense, combining the elements of variation form and the etude fulfilled 

the desire both to exhibit bravura in an extensive way and to pass through different 

"Cited in Einstein's Music in the Romantic Era, 205. 

^Kathleen Dale, Nineteenth Century Piano Music (New York: Da Capo Press, 1972), 99. 
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levels of emotional and poetic content, forming a unique genre in itself. The idea of 

variations had &llen into the superficial display of brilliance by pianistic composers 

(such as Czemy, Cramer, and Moscheles). Very often, musical depth would be 

abandoned in order to please the public with stunt-like pianistic effects. 

As the nineteenth century progressed, sheer virtuosity had lost its appeal, and 

composers began to restore variation form to the important position which it had 

occupied in Beethoven's inspired writing. Alfred Einstein writes: "Schumann, Chopin 

and Liszt are the three musicians who by their works saved piano composition from the 

shallowness into which it was in danger of falling or had already fallen, through the 

merely 'brilliant' literature ofHenri Herz (1803-1888), Franz Hunten (1793-1878), 

Sigismund Thalberg (1812-1872), and Alexander Dreyscheck (1818-1869)."^' The art 

of variation was now pursued with a deeper understanding of its intellectual, emotional, 

and technical possibilities rather than merely for decorative brilliance. Among the 

works that will be discussed in subsequent chapters, one sees individual composers 

making use of this idea to exhibit their own pianistic creativity and emotional intensity 

within an underlying intellectual framework, producing masterpieces that have been 

admired ever since. 

^'Einstein, Music in the Romantic Era, 202. 

®^Dale, Nineteenth Century Piano Music, 111. 
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Development Through the Twentieth Century 

A stricter approach to thematic elements, especially structure and melody, 

reemerged in the 20"* century, with a strong interest in the passacaglia/^ The older 

forms work as frameworks for atonal or serial musical languages, but the relationship 

between theme and variations is difficult to discern.^ 

For example, Schoenberg usually keeps to the structure of his theme which may 

be based on a row (e.g., in the Serenade Op. 23, third movement). Webem's serial 

variations in his Symphony Op.21 retain the structure of the theme while emphasizing 

rhythmic and timbral relationships in organized sequence. " Moreover, coloristic 

variation procedures and the concertante treatment of instruments are important to 

Schoenberg and Webem. Stravinsky claimed that the melody of the theme was the only 

important element and then, like Brahms, interpreted it broadly and freely. 

After the middle of the century, works titled variation seem to bear no 

resemblance to any historical sense of the form (e.g., Benjamin Boretz, Group 

Variations), but the challenging "true" variations, such as Elliott Carter's Variations for 

Orchestra, show a serious attempt to refine the meaning of constant and changing 

" Elain Sisman, The New Harvard Dictionary Of Music, Edited by Don Randel. (The Belicnap 
Press of Harvard University Press, 1986), 902-907. 

^Ibid. 

"Ibid. 

^Ibid. 

^'Ibid. 



22 

elements by introducing nonthematic material fully as important as the theme itself.®* 

With the minimalist repetition of melodic or melodic-harmonic patterns (Terry Riley, 

Philip Glass, and Steve Reich), the cycling of ostinato and strophic repetition leads to 

process different from variation form.®' 

Niccolo Paganini 

Niccolo Paganini was bom in Genoa on October 27, 1782, and died in Nice on 

May 27, 1840. During the course of his life, he established himself as the most dazzling 

virtuoso, captivating audiences with his unsurpassed technique on the violin. His 

reputation as a composer by no means rivaled Liszt's or Chopin's, but they might never 

have written their music the way they did if it were not for him. In the preface to a 

biography of Paganini, Renee Saussine writes: 

A haze of legend surrounds the great violinist, whom all Europe believed to be 
possessed of the devil. There was no other explanation possible, they declared, for this 
infernal skill, the long procession of adoring women, the infatuation of entire nations. 
Actuated by vanity or credulity, Paganini bore on his lean shoulders the double 
inheritance of Orpheus and Don Juan. The legend of Faust, which was beginning to 
spread through Italy, contributed to the Mephistophelean aspect of the virtuoso, without 
actually defining the details of a possible pact. 

Paganini began to play the mandolin at the age of five. Two years later, he took 

up the violin and his father immediately recognized his unusual talent. Paganini once 

told Max Julius Schottky, his friend and biographer: 

He quickly appreciated my natural talent, and it is to him that I owe the basic 
principles of my art...you could scarcely imagine a father more strict. If I did not 
appear to be working sufficiently hard, he would force me to make more effort through 

®*Ibid. 

"tiain Sisman, The New Harvard Dictionary Of Music, edited by Don Randel. (The Belknap Press of 
Har%'ard University Press, 1986), 902-907. 
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starvation. I suffered a great deal physically... But there was no need for him to be so 
severe. I showed enormous enthusiasm for the instrument, and never stopped studying 
it so as to find out new and previously undreamed-of effects.^ 

Paganini soon outgrew the teachings of his fatiier and was sent to Cervetto, a 

violinist in a theater orchestra. His prodigious talent subsequently led him to leading 

violinists and composers of the time, including Francesco Gnecco, Giacomo Costa, 

Alessandro Rolla, and later, Ferdinando Paer. In these early years, he played during 

mass in the church of San Filippo Neri in Genoa and won "universal admiration." "At 

about the same time, Paganini met the brilliant Polish violinist August Duranowski, and 

later admitted to his old friend Franco is-Joseph Fetis (1784-1871) that he had derived 

many of his brilliant effects from this virtuoso.^^ 

In 1801, Paganini freed himself from parental supervision but had not yet 

embarked on a career as a touring virtuoso. He spent the next eight years in Lucca 

composing, teaching, and occasionally giving concerts. He was violinist at the court of 

Princess Elisa Baciocchi, at which he described his duties as "...conducting every time 

the royal family went to the opera, play three times a week at court and give a big 

concert every fortnight." Although the duties of this position were rather 

unchallenging to him, it was nevertheless a time of development of his virtuoso 

technique. "There was an account of when he was asked to perform on only two strings, 

which resulted in Scene amoureuse, a work written for the G and E string to describe 

^°Alan Kendall. Paganini (London: ChappellandCo., 1982), 9. 

"Ibid. 

"^Ibid. 

"Ibid. 
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the passions of a lady and her lover. He was then asked to further show off his skill by 

playing on one string, which resulted in a work entitled Napoleon for the G string." 

Paganini's increasing virtuosity made him eager to dazzle and mesmerize 

audiences. His ambitions soon convinced him to leave the court and embark on a career 

as a touring virtuoso. Paganini enjoyed great success in Italy and gradually moved into 

neighboring European countries. Rellstab commented in the Vossische Zeitung, "He 

cannot be said to overcome difficulties because none exist for him. All great violinists 

have their own style, their own method. But Paganini transcends himself, he becomes 

the living embodiment of joy, cynicism, madness, pain and agony. He is the old 

Hexenmeister, the master magician."'' 

The public was captured by his musical and technical expression and could only 

attribute his playing to some sort of supernatural force. At the same time, illness had 

come upon Paganini and he never truly recovered from it. His deteriorating appearance 

gave the public even more reason to associate him with diabolical connections. As Liszt 

wrote, 

The excitement he created was so unusual, the magic that he practised upon the 
imagination of his hearers so powerful, that they could not be satisfied with a natural 
explanation. Old tales of witches and ghost stories came into their minds; they 
attempted to explain the miracle of his playing by delving into his past, to interpret the 
wonder of his genius in a supernatural way; they even hinted that he had devot^ his 
spirit to the Evil One, and that the fourth string of his violin was made from his wife's 
intestines, which he himself cut out^ 

Alan Kendall, Paganini{handon: ChappellandCo., 1982), 9. 

^^Saussine, Paganini. 109. 

'^Kendall, Paganini, 27. 
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Paganini had truly earned fame and popularity on his own. Unlike others, he 

dispensed with patronage that was so often associated with the development of a 

career. He was a showman, as well as a businessman who turned his talent into profit. 

There existed a "superhuman prowess of the virtuoso."He fascinated the Romantics 

with his improvisations, a creative process that would unfold freely on the concert 

stage. A burlesque. The False Artist, or the Concerto of the G String, was composed in 

honor of him. One of the characters recites: 

Three hundred victims are in the hospital suffering from over-enchantment; 
four hundred—all artists—opened their mouths and ears so wide in astonishment that 
they cannot close them again, and will have to be operated upon. Over forty critics are 
seriously affected by inflammation of the brain since writing their reports on him; in 
short, it is indescribable.^ 

Paganini was not the first to master and liberate his instrument, but it was he who was, 

in Schumann's words, "the turning-point in the history of virtuosity."^' "The particular 

lesson he taught his contemporaries was to master the resources of instruments down to 

the last technical detail, and to utilize a total technique for expressive purposes." 

Paganini was not considered to be a great composer, but he was the most phenomenal 

player that ever lived. His music cannot be associated with the grandeur of Berlioz 

nor the emotional depth and harmonic innovations of Chopin's music. But as Wilfred 

"Lang, Music in Western Civilization, 866. 

^Cited in Abraham Veinus, The Concerto (New York: cover Publications, 1964), 164. 

"Ibid. 

*®Ibid. 

"Ibid. 
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Mellers writes, "the icy glitter of the music is the inverse of the hot blood of romantic 

harmony; just as the sinister, cadaverous figure of Paganini himself haunts the 

nineteenth century, transforming romantic glamour into the spectral and demoniacal." 

Caprices, Op. I No. 24 

The set of Twenty-Four Caprices, op. 1, for solo violin were composed between 

the years 1801 and 1807 and dedicated "Agli artisti" (To the artists). Pietro Antonio 

Locatelli (1695-1764) was a famous violinist of the time and his L 'arte di nuova 

modulazione ( known in French as Caprices enigmatigues) influenced Paganini. 

Locatelli's L 'arte di nuova modulazione was actually a re-edition of his earlier 

L 'arte del violino, op.3, with an addition of twenty-four caprices, which undoubtedly 

served as a model for Paganini's own.*"* Locatelli's new kind of modulation evoked a 

new world of ideas and techniques for Paganini. As Saussine writes: 

He pondered on this new kind of modulation, which was suggestive and 
emotional. The ones were as varied as the expressions on a human countenance, and on 
this pivot turned the whole of the new technique. It was not a mere tour de force, but an 
intrinsically musical achievement, vital and stimulating.^ 

Under such influence, Paganini published the Twenty-Four Caprices, his first 

^'Alec Harman, Gen. Ed. Man and His Music. (London: Barrie & Jenkins, 1988), Part 4: 
Romanticism and the 20* Century, by Wilfrid Mellers, 4:837. 

*^Saussine, Paganini, 24. 

"ibid. 

"Ibid. 

'^Ibid. 
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major work. As a tribute, he quoted Locatelli's seventh Caprice in his own first 

Caprice. The Twenty-Four Caprices were the only important works that were published 

in his lifetime; they were considered by many Romantic composers to be his finest 

achievement.^^ This set was published in Milan in 1818 and the autograph is now in the 

possession of the firm of Ricordi in Milan. It is a compendium of the technical devices 

Paganini had conceived and worked out during his early years in Lucca. As De Courcy 

states in Paganini.The Genoese, Paganini wrote to Lichtenthal in 1796 that he had 

"composed difRcult music and worked continuously at difficult problems of his own 

invention."** No preliminary sketches or revisions have ever been found. His 

contemporaries Schumann, Liszt, and Brahms soon began to discover themes and ideas 

in this set that were worthy of development in piano works. 

Their piano works that have been inspired by the twenty-fourth Caprice have 

prompted much attention perhaps because of its strong, clear, conclusive harmonic 

foundation and its distinctive repetition of a sixteenth-note figure in the melodic line. In 

form, this Caprice contains a theme (twelve measures long) in 2/4 time and eleven 

variations. The theme itself contains an element of variation, the second half being a 

variant of the motive in the first half. In an article, "A Theme of Paganini, " Wadham 

Sutton states: 

The fatal allure of this tune lies in large measure in its essential flexibility. 
Really it is not a theme at all, as much as a skeletal framework suggestive of a harmonic 
scheme. Its structure is of an artless simplicity - a few bars of tonic and dominant 
harmony, a sequence through the subdominant to the relative major and a direct return 

G. I. C. de Courcy, Paganini, the Genoese. (Norman: University of Oklahoma Press), 1:73. 

•^Ibid. 
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tonic by way of a strategically place augmented sixth. The melodies which will fit so 
conventional a progression must be legion, and Paganini's initial impulse is sufficiently 
neutral to accommodate an infinite number of perfectly legitimate modifications. So 
pliable is this theme, so flexible its structure, that practically any treatment can be 
proved to be relevant. Indeed it is an abiding danger to the charlatan, who will merely 
use it as a prop for his faltering imagination. Yet to the true artist, striving always to 
impart cogency and to develop it in a meaningful way, it presents a considerable 
challenge.*' 

Thirteen sets of variations, based on Paganini's theme, for a variety of instruments, exist 

today: 

Robert Schumann: Introduction and Variations for orchestra (1831) 
Franz Liszt: Grandes etudes de Paganini No. 6 for piano (1851)* 
Johannes Brahms: Variations on a Theme by Paganini, Op. 35 for pizmo 

(1866)» 
Ferruccio Busoni: Paganini-Liszt Theme mit Variationen, EtHden No.6: 

"Eine Transkription-Studie von Ferrucio Busoni" for piano (1913)* 
Karol Szymanowski: Three Paganini Caprices for violin and piano, 0p.40 

(1928) 
Sergei Rachmaninov: Rhapsody on a Theme by Paganini, Op. 43, for piano 

and orchestra (1934) 
Witold Lutoslawski: Variations on a Theme of Paganini for two pianos (1941) 
Boris Blacher: Orchestral Variations (1947) 
Thalben Ball: Variations for Organ Pedals 
Neils Viggo Bentzon: Paganini - Variationer for klaver Op.241 for piano 

(1968)* 
George Rochberg: 50 Caprice Variations [After Paganini] for violin (1970) 
Andrew Lloyd Webber: Variations for cello and rock band (1977) 
Robert Muczynski: Desperate Measures (Paganini Variations), Op. 48, for 

piano (1994)* 
(* for solo piano) 

Only five are specifically for solo piano. Of these five solo piano works, only the Liszt, 

Brahms, and Busoni theme and variations are frequently [)erformed. The works of Liszt, 

^'Wadham Sutton, "A Theme of Paganini", Musical Opinion 94, (March 1971), pg. 287-88. 



29 

Brahms, and Busoni have been the subject of many studies, ^ but the Bentzon and 

Muczynski's works are still largely unknown. 

This study will concern only these two works written for the solo piano: 

Neils Viggo Bentzon: Paganini - Variationerfor klaver Op.24l for piano (1968) and 

Robert Muczynski: Desperate Measures (Paganini Variations), Op.48, for piano 

(1994). While there have been a few dissertations written on Muczynski's 

compositions, none mentions his Desperate Measures because all studies pre-date this 

1994 composition." There are no documented studies on Bentzon's musical 

achievements in English, but biographical information can be found in many other 

sources. 

Influence on Other Composers 

Today, the composers of the twentieth century have continued to exploit this 

theme as a source of inspiration in their works, a new set of variations appearing 

roughly every decade. It is interesting to note that after Brahms' 1866 variations, the 

solo piano is completely neglected, with the exception of the Busoni, which is actually a 

^ David Wilde. "Transcriptions for Piano," in Franz Liszt, The Man and His Music, ed. Alan 
Walker. (London: Barrie and Jenkins, 1970) , 168-201; William Murdoch. 5raA/n5 ( New York: AMS 
Press, 1978); Larry Sitsky. Busoni and The Piano (New York: Greenwood Press, 1986). 

The dissertations about Muczynski's compositions are: John Allen Hawkins. The Piano Music 
of Robert Muczynski: A Performance-Tape and Study of His Original Works for Piano Solo" (D.M.A. 
Thesis, University of Maryland College Park, 1980); Benjamin Woods. The North American Piano 
Sonata in Transition from Tonal to Atonal Styles" (D.M.A. Thesis, University of South Carolina, 1991); 
Valerie Clare Cisler. "The Piano Sonatas of Robert Muczynski" (D.M.A. Thesis, University of 
Oklahoma, 1993) and Karen Marie Fosheim."Similarities Between Two Dissimilar American Pismo 
Sonatas of the 1900's the Second Piano Sonatas of Robert Muczynski and Robert Starer" ( D.M.A. 
Thesis, University of Arizona, 1993) 

^ Nicholas Slonimsky, ed. The Concise Baker's Bigraphical Dicionary of Musicians. 8"* ed. 
(New York: Macmillan Press, 1994); Rasmussen, karl Aage." Noteworthy D^es: portraits of eleven 
Danish composers." Fontes Artis Musicae 39: 370-71 n3-4 ( July-December 1992). 



transcription of Liszt's work. This hiatus leads one to think that composers felt that 

there was not very much left to do with Paganini's theme within the realm of solo piano 

and that the possibilites had been exhausted. 

Liszt, Busoni, Lutoslawski, Brahms, and Rachmaninov, the composers who 

utilized the piano in their Paganini contributions, used this particular Paganini theme as 

an "initial spark of inspiration" to create works demonstrating individual styles of 

writing. Liszt purposely transcribed the entire set of Paganini's variations for the piano 

in order to transfer the spectacular accomplishments of Paganini to the keyboard. His 

intentions were to create a breakthrough in writing for the piano that 

would demonstrate a pianistic technique of his own.'"* Although Liszt preserved 

Paganini's original variations, he made minor alterations such as inserting fragments of 

the theme into the original variations. 

Busoni's interest in the transcription process led him to transcribe works by 

Bach, Mozart, Beethoven, Chopin, Gade, Mendelssohn, Goldmark, Paganini, 

Schonberg, and many others.'^ His admiration for Liszt and his love for the art of 

transcription led him to transcribe Liszt's Paganini Etudes, which were already 

transcriptions themselves. Busoni's transcribed the Paganini-Liszt etude No. 6 in 1913. 

The changes that Busoni made are mainly pianistic ones, with no alterations in musical 

Ibid. 

''Ibid. 

Larry Sitsky, Busoni and the Piano: The Works, the Writings, and the Recordings (New 
York: Greenwood Press, 1986), 220. 
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substance. ^ They include: redistribution of hands to facilitate execution or to bring out 

melodic elements more effectively; a change in keyboard layout in order to simplify the 

technical problems but with minimal alteration of sounds; thinning out of textures; and 

some extensions of measures." 

This particular work is contained in his edition called Klavierubung. In a 

foreward, Busoni includes an introduction explaining the principles and the purpose of 

this edition. Sitsky translates it as follows: 

...this Klavierubung is based on an all-embracing plan, but the plan is not 
presented in conformity with rigid pedagogic principles; it is, at any rate, not 
without gaps; furthermore, insofar as it is within the author's power, this 
Klavierubung dic)\ie\cs a comparative completeness only by the inclusion of his 
own works on Bach and Liszt. The author's area of interest lay in avoiding 
discouraging students with theoretical fantasies that could not be executed 
....Attention is given to devising exercises that are stimulating, and , in part at 
least, entertaining: the aim of this was to make the pupil realize that the study 
of an Art is something to be enjoyed.* 

Busoni, on the contrary, transcribed Liszt's transcription in order to facilitate 

execution and to bring out melodic elements more effectively. " His purpose was to 

simplify the technical problems, creating a more transparent texture, yet without 

altering the sound.However, in the two existing editions of this work, Busoni, in the 

''Ibid. 

''Mbid.,4, 

''Ibid. 

""Ibid. 
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Klavierubung edition, took the liberty of concluding the work with a long coda 

completely independent of the phrasing, pianistic writing, and harmonic structure of the 

original variations.'"' 

Like Liszt's version and Busoni's 1914 version of this theme, Lutoslawski's 

version of Variations on a Theme by Paganini is another highly imaginative set of 

transcriptions of the original Paganini caprice, written for two pianos. This product of 

his wartime cafe performances has gained immense popularity in the duo-piano 

repertoire. The work is the closest the composer ever came to writing in the style of the 

salon and dance-hall music typical of Milhaud and Poulenc. 

Lutoslawski uses elements of twentieth-century language such as the 

juxtaposition of bitonal and polytonal systems, harsh dissonance, and tritone 

relationships, but follows Liszt's transcription technique in preserving the original 

violin variations. Although polyharmonies frequently exist between the two 

keyboards, traditional dominant-tonic cadences are present. '""'His decision to write for 

two pianos opened the way for more diverse and colorful virtuoso playing and 

compounded the density of textures.'"^ 

Brahms's and Rachmaninov's approaches are more original and personal in both 

keyboard writing and compositional technique. Various moods are evoked throughout 

""Ibid. 

'°^Steven Stucky, Lutoslawski and His Music (Cambridge: Cambridge University Press, 1981), 
18. 

'°^Ibid. 

""Ibid. 

'"'Ibid. 
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their works and are completely independent of Paganini's original set. Brahms's two 

sets of variations are characteristic of his writing and have an overall sense of 

seriousness and drama, displaying his serious attitude towards this unpretentious theme. 

Each variation exploits a characteristic approach of his own to portray various 

degrees of profimdity."" 

With Rachmaninov, the theme is expressed through wide ranges of mood, from 

the most diabolical to the most serene. His choice of performing medium (piano and 

orchestra) also creates a more varied spectrum of instrumental colors and musical 

textures. His choice of the title "Rhapsody" indicates a freer, improvisatory character in 

his approach, which includes the insertion of the Dies Irae and a modified inversion of 

the theme in the style of Rachmaninov's most melodious and memorable melodies. 

In contrast to Brahms's focus on the original harmonic structure, Rachmaninov places 

greater emphasis on the melodic and rhythmic elements of the theme. 'Much of the 

pianistic writing characteristic of Rachmaninov is interwoven with rich orchestral 

sonorities resulting in a work which was to be his final contribution to the category of 

music for piano and orchestra. 

'"^William Murdoch. Brahms. New York; AMS Press, 1978. 

'"^Ibid. 

Sergei Bertensson and Jay Leyda, Sergei Rachmaninoff: A Lifetime in Music. (London: 
George Allen and Lfnwin Ltd., 1965), pg. 309. 

'"'Ibid. 

'Sergei Bertensson and Jay Leyda, Sergei Rachmaninoff: A Lifetime in Music. (London: 
George Allen and Unwin Ltd., 309 - 310. 
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CHAPTER 2: PAGANINI - VARIATION FOR KLAVER 

Neils Viggo Bentzon 

Neils Viggo Bentzon was bom in Copenhagen, Denmark, on August 24, 1919. 

He studied at Copenhagen Conservatory in 1938 to 1941 where his principal theory 

teacher was Jeppesen. '"He also studied with jazz pianist Leo Mathisen, and pursued 

studies in piano and organ with Christiansen and Bangert. ' He made his debut as a 

pianist in 1943 some four years after his debut as a composer. He toured throughout 

Scandinavia and western Europe, as well as the USA. He taught music theory and 

piano at the Arhus Conservatory from 1945 until 1949 when he was appointed to the 

staff of the Copenhagen Conservatory to teach theory and composition."^ 

Bentzon is one of the most prolific composers of the 20*'' century.""* His 

talent was recognized early in his career, and as a result, in the post-Nielsen era of 

Danish music he ranks as one of the best-known and most extensively performed 

composers. ' A large quantity of his enormous output has been published and 

recorded. 

His creative energies have manifested themselves in forays into visual art and 

into poetry. He also is a distinguished musical journalist, having over the years 

New Grove Dictionary. Neils Viggo Bentzon. EA William H. Reynolds. 1980. 

"^Ibid. 

'"Ibid. 

"Mbid. 

"'Ibid. 
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published a great many articles and reviews in the Dansk musiktidsskrift. ' In the 

newspaper Politiken (1973-4) he has written on a variety of topics, some of them far 

from music. He has published books on 12 tone theory and on Beethoven, and is 

preparing an extensive study of Saint-Saens and his era.' 

Powerful and often bombastic, Bentzon's compositions are dissonant, free-

flowing with an almost improvisatory character.' '* His style was well-developed early 

in his career and has undergone relatively little evolution in spite of frequent 

experiments with many avant-garde procedures.'" 

His compositional skill was first widely recognized in the Toccata Op. 10 for 

piano (1940), which demonstrates an innovative command of polyphony that, in spite of 

its complexity, is reminiscent of Brahms, Nielsen and Hindemith.'^" In later years, 

Bentzon explored procedures and techniques that are not part of Danish tradition, such 

as polymeter and polytonality. Although an atonal quality can be detected in his later 

works, except for occasional experiments (e.g. in the cantata Bonjour Max Ernst Op. 

138) his music has never become completely serial.'^' However, his intellectual grasp 

"®Ibid. 

"*Ibid. 

'"Ibid. 

'^"Ibid. 

'^'Ibid. 
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of serial procedures is so complete that his monograph on the subject was among the 

earlier Danish publications which attempted to clarify the topic. 

Bentzon's mature style is characterized by dramatic strength and 

improvisational freedom which first evidenced itself in his fourth symphony 

Metamorphosen op. 55, written in 1948-9. His debt to the romantic is still evident, 

although imbued with modem overtones, in his Symphonic Variations Op. 92 written in 

1953. These qualities, coupled with an endless capacity for inventiveness, are in 

essence his fingerprints, making it almost impossible to divide his output into 

progressive periods. 

His wide ranging interests have prompted him to explore most musical 

genres with the exception of religious music. For example, he experiments with modern 

jazz, free ensemble improvisation, 'happenings', aleatory, graphically notated pieces 

and music for prepared piano, at the same time reaching back into earlier styles for a 

point of compositional departure.'^"* For example, his Det tempererede klaver Op.l57, 

the 15 Two-part Inventions op. 159 and the 15 Three part Inventions Op. 160 obviously 

are inspired by Bach. 

Bentzon has also written for the stage; his opera Faust ///Op. 144 was first 

performed by the Kiel Opera in June 1964.'^^ He has written a number of works for 

'^Ibid. 

'^Ibid. 

•^^Ibid. 

'"ibid. 
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specific occasions: notably Jubilaeumsballet 800 Op. 207, commemorating 

Copenhagen's 800"* anniversary in 1968, the String Quartet no. 8 Op. 228, written in 

recognition of his tenure as visiting composer at Dartmouth University; the same year; 

Charming Sound Op. 310, honoring the British Broadcasting Corporation and thus built 

on the pitches B-B-C, and the piano piece Happy Birthday Op.344, composed for Duke 

Ellington's TS"" birthday. Bentzon's principal works include 13 symphonies and 

many concertos, nine string quartets and, composition for the piano. 

Paganini - Variationer for klaver Op. 241 for piano (1968) 

Much of the information presented here has been collected from the electronic 

sources and from periodicals translated by Danish speakers. Bentzon's Paganini 

Variations are very unusual, displaying the complex tonalities and improvisational 

freedom that are his trademark. Bentzon does not label his variations as such, and 

Paganini's theme is neither designated nor stated. His divisions, which are assumed to 

be separate variations because of the title, are shown by double bars; hence, his title 

Paganini Variations as opposed to 'theme and variations'. In his title page, Bentzon 

inserts 'Niccolo Paganini In Memoriam". References to Paganini's theme are as 

follows: the treatment of the principal notes a and e; treatment of the rhythmic pattern; 

treatment of the harmonic rhythm and treatment of form to some extent. 

'-'Ibid. 
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Descriptive Analysis 

Variation I 

1 ^ • - w 

«-Wy*—f 
«- «-Lo r-

Fig. I. Bentzon's Paganini- Variationerfor klaver Op.24I, mm. 1 - 4 
0 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Pennission. 

Bentzon begins with a variation. Unlike Liszt. Brahms. Busoni. 

Rachmaninov,'"* Lutoslawski and Muczynski. the theme is never stated. In Variation I. 

Bentzon drastically simplifies the theme by eliminating the melodic line and the 

rhythmic sixteenth notes and retaining only the principal notes a and e (fig. 1 ). He 

reshapes Paganini's form (four bars repeated followed by eight measures) by 

eliminating the repeat and writing out eight measures. (Reproduction of Paganini's 

Theme was denied by International Music Company) 

The principal notes, recalling the open strings of a violin, recur over a three-

octave range in measures l-3i; however, in measures 3 - 4, a variety of intervals appear. 

For example, the perfect 5ths are modified to a Major 6"* (measure Ss), a Perfect 4'*' 

(measure 4i), and a Major 3"^ (measure 43). A reiterated 'e' in the upper voice from 

measures 1 - 5i implies the dominant in the key of a minor. 

A diverse treatment of harmony occurs when Bentzon favors a juxtaposition of 

sonorities; in the span of eight measures, he introduces tonal (measures 1-5) and bitonal 

Rachmaninov recalls Paganini's theme in Variation 2. 
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(measures 6-8) sonorities. Complex polychords appear at measure 7 and continue 

throughout Variation I. Although the harmony remains dissonant, implied traditional 

dominant-tonic cadences exist. For example, at measure 7, the voices in the first half of 

the measure form a'd' diminished triad (d, fl a-flat) and the treble voices form an F 

major triad. The sonority is dmm? chord with 

_ q iT_ i 
A 

-O-

F Vf g#° g° a 
d" eb° g#° a 

Fig. 2. Bentzon's Paganini - Variationerfor klaver Op.24l. mm. 5-8 
S 1968 Edition Wllhelm Hansen AS. Copenhagen. Used by Permission. 

a flat 5'". The latter half of measure 7 features an e-flat diminished triad (eb. a) in 

the bass and a g# diminished triad (g# b d) in the treble voices. The g# diminished chord 

recurs in the bass at measure 8 with a g diminished chord (g, b-tlat. d-flat) in the treble 

on the down beat resolving to an 'a' minor (tonic) chord. 

In measure 15. Paganini accelerates the harmonic rhythm with augmented 6"^ 

and EMm7. Traces of these chords are suggested in Bentzon's Variation 1 in 

measure 7 followed by a tonic 'a'. 

"In music of the 20* century, a chord made up of two or more simpler, usually familiar types 
of chord such as a triad..." The New Harvard Dictionary of Music (1986), 645. 

''"Reproduction of Paganini's Theme was denied by International Music Company. 
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Fig. 3. Bcntzxm^s Paganini-Wariationerfor klaver Op.24l, mm. 9-16 
© 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Pennission. 

A progression of seemingly unrelated complex chords follows an overall arch 

contour with respect to pitch level (fig.3). For e.xample, four chords shift up and down 

in measures 9 and 10. This pattern repeats again in measures 11 and 12. 

Simultaneously, in measures 10 and 12, the hands overlap to compress homophonic 

texture. The contour changes in the following two measures, where the chords ascend 

twice. 

The sur&ce rhythm intensifies as half notes give way to quarter notes in 

measures 15 and 16 and the impression of increasing movement strengthens as the 

voices begin to move in contrary motioa This surface rhythm first appeared at 

measures 7 and 8 with the difference being that the voices move in parallel motion. 

Bentzon utilizes this concept as one of the elements to unify Variation 1 into a binary 

form.'"' The significance of the principal notes (a and e), rhythm of the chords ( in the 

last two measures of each phrase) and their harmony only suggest the Paganini theme. 

Variation 2 

Bentzon divides variation 2 into four phrases: A 17 - 20, B 21- 24, 

[A|m. 1-8 I BI m. 9-161] 
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C[a] 25 - 29. Closing 30 - 32. Paganini's melody, harmony, and form do not appear in 

this section. The treatment of the note 'e', dynamics, sonority and texture are 

significant. 

mP 

Fig. 4. Qeatzan^s Paganini—Variationerfor klaver Op.24l. mm. 17-20 
C 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Permission. 

The predominant half note chords found in variation I continue in variation 2; however, 

repeated notes on "e" appear as eighths this time. This is significant because Variation I 

emphasized the note "e' in the beginning as half notes. Also, the melody is outlined by 

the grace note near the note 'e' (f. e. eb. e. eb. and e) in half notes. 

The accompanying chords are atonal: the section begins with the eb major 7''' 

interval in the bass followed by a "c" major T"* interval, quartal chord on d#. and f#° 7''' 

interval. The texture remains dense, similar to the previous variation. Although the 

melody and the accompaniment result in an indefinite sonority, the persistent eighth 

notes integrate this section. 

Fig. 5. BenXzotCs Paganini- Variationerforklaver Op.24I, mm. 21 —23 
C 1968 Edition Wilhelm Hansen AS, Copenhagen. Us^ by Permission. 
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Contrapuntal lines enrich the texture and tilt the theme forward in conjimction 

with a crescendo in the second phrase (fig. 5). In the salient line, half notes yield to 

faster moving quarters and then to eighths pushing toward the first climactic moment at 

the forte with accents in measure 23. The repeated 'e' eighth note reappears in measure 

24 and the former subdued mood returns in measure 25 (fig. 6). 

Fig. 6. Qmxzon's Paganini - Variationerfor Uaver Op.24L mm. 24-26 
S 1968 Edition Wilhcim Hansen AS. Copenhagen. Used by Pennission. 

Polychords continue to play an important role as shown in measure 26 when the 

Db major chord is on top of the secundal chord on 'e'. As the eighth notes move 

forward (fig. 7) with a crescendo at measure 28, resolution is achieved by the two 

octaves on 'a' ('e' as an implied V chord and *a" as an implied i chord) in measure 293-

Bentzon adds 'fortissimo' for the first time to acknowledge the importance of this brief 

dominant and tonic cadence, the sole reference to Paganini. 

Fig. 7. Bmuan^s Paganini - Variationerfor klaver Op.241, mm. 27-29 
O 1968 Edition Wtlhelm f&nsen AS. Copenhagen. Used by Permission. 

Secundal chord is a sonority built from major or minor 2nds or from a combination of the 
two. 



The next three measures flmction as a closing phrase. Also, Bentzon utilizes a 

change in texture to highlight this section. Measure 32 is the reverse contour of 

measure 31 which in turn is the outgrowth of measure 30. The three notes moving in 

contrary motion at the end of this section becomes one of the important motives in the 

third variation (fig.8). 

Fig. 8. Bentzon's Paganini - Variationer for klaver Op. 24L mm. 30-32 
S 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Permission. 

Variation 3 

The homophonic texture now gives way to linear scale passages which as an 

eighth-note followed by six sixteenth notes, becomes one of the main rhythmic motives 

(fig.9). This may mirror the rhythm of Paganini's theme. 

Fig. 9. Bentzon's Paganini - Variationerfor klaver Op.241, mm. 33 - 34 
C (968 Edition Wiihelm Hansen AS. Copenhagen. Us^ by Permission. 

''^Reproduction of Paganini's Theme was denied by [ntemational Music Company. 
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This rhythmic motive unifies variation 3 despite the presence of chromatic scales and 

passages found in measures 33-34. Transition 1 occurs at measure 36 followed by a 

change in time signature which indicates that a new phrase has begun. Also, it may 

appear as a conclusion in a textural accent; however, transition 2 retains similar 

material from phrase 2 (fig. 11). This approach appears in measures 41 and 47. Thus, 

Benzon divides the third section into three phrases; Phrase I (measures 33-35), 

Transition 1 (measure 36), Phrase 2 (measures 37-40), Transition 2 (measure 41), 

Phrase 3 (measures 42-46), Transition 3 (measure 47). 

Phrase 2 distinguishes itself from the others by the usage of extended chords in 

measures 38 and 39. This passage is significant because it features accelerated harmonic 

rhythm of the Paganini theme which also appeared in the closing section of Variation 1. 

Also, the unisons found in measures 38 and 39 are accented to establish contrast with 

polychords that follow afterwards (fig. 10). Scales return in contrary motion at measures 

393 (also in measures 40 and 43) be tore the meter is changed to 6/4. 

Fig. 10. Bentzan's Paganini-Variationerfor kIaverOp.24I. nun. 37-40 
O 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Pennission. 
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Bentzon begins transition 2 with an 'a' lydian scale which leads to repeated "e's 

emphasizing a tritone interval with the Bb in measiu'e 41. On the d'** beat, accented 

sixteenth chords announce the entrance of phrase 3 at measure 42 (fig. II).  '  

Fig. 11. Bentzon^s Paganini ~ Variationerfor klaver Op.24l, mm. 41 - 422 
O 1968 Edition Wilhelm Hansen AS. Copenhagen. Us^ by Permission. 

Phrase three begins lyrically with a melodic arch followed by scale passages. Also, 

textural articulation is presented for diversity. For example. Bentzon introduces the 

third voice in the following measure where the Eb and D are accented in the bass line 

followed by an eighth note G (fig. 12). The treble accompaniment imitates the rhythmic 

motive (an eighth and two sLxteenth notes) while the third voice is isolated by dotted 

sixteenth in the bass at measure 44 (notes a, g#, and c). 

Fig. 12. ^eatzaa^s Paganini—Variationer for klaver Op.241, mm. 423 ~ '̂ ^3 
Q 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Pemiission. 
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The presence of the octave e's in the treble builds tension with the chromatic line in the 

bass in measure 45. The polychords (Bb major and c# minor) in the following 

measure are intensified by a crescendo. Bentzon releases the tension by inserting a 

"subito piano" followed by 'e' phyrgian scale which gradually crescendos towards the 

Eb chord (3"* omitted) on the down beat of measure 48. Bentzon displays exceptional 

skill in combining complex sonorities, unifying the section with basic form and motive. 

Thus, in this variation, te.xtural articulation is the key to his success. 

Fig. 13. Bentzon's/'agawmi - Variationerfor klaver Op. 241. mm. 463 - 47 
£ 1968 Edition Wilheim Hansen AS. Copenhagen. Used by Permission. 

Variation 4 

Variation 4 is notable because Bentzon utilizes another contrasting rhythmic 

motive which differentiates it from other variations. He notates that eight note is now 

equal to quarter note. He utilizes dotted sixteenths which suggest the dotted rhythm in 

Paganini's theme.Also, a dynamic change complements the significant transparent 

texture at the very beginning of this piece (fig. 14). As in the previous segments, he 

utilizes scales. 

dotted sixteenth note followed by a thirty-second. 
'^^[Reproduction of Paganini's Theme was denied by International Music Company] 
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Fig. 14. Bentzon's Paganini — Varicaionerfor klaver Op. 241. mm. 48 — 49 
O 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Permission. 

The overlapping of a variation's conclusion and beginning of a new variation is 

common. For example, in measure 48i, a chord featuring an octave on eb with a fifth 

concludes variation 3. From this chord, Bentzon creates quintal chords. Perfect fifths 

and triads are first introduced in half notes but he transforms them into quartal chords in 

quarter notes (fig. 15). 

iM. 

Fig. 15. Bentzon's/'agon/ni - Variationerfor klaver Op. 241, mm. 51 2 - 54: 
© 1968 Edition Wllhelm Hansen AS. Copenhagen. Used by Permission. 
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Bentzon divides the fourth variation into three segments: Phrase 1 (measures 48 

- 52); Phrase 2 (measures 53 - 564); Phrase 3 (measures 564-65). He ends the first and 

the second phrases with the repetition of the descending quintal chords signifying a 

change in texture. Cleverly, Bentzon builds the quintal chords on 'a' in both cases 

where he recalls the principal notes (a and e) found in Paganini's theme (fig. 16). 

Fig. 16. Bent2xyn''s Paganini- Variationerfor klaver Op. 241. mm. Slz - 52 
S 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Permission. 

Bentzon contrasts textures such as transparent scales accompanied by half-note 

chords with dense homophonic chords to divide phrases. However, he continues to add 

interest to texture when he inserts a unison melodic line at measures 564 to 57 (fig. 17). 

Fig. 17. Bentzon's Paganini - Variationerfor klaver Op. 241, mm. 56 - 511 
© 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Pennission. 

Moreover, Bentzon adds another contrasting texture by combining quartal and quintal 

chords. He intensifies the sonority, placing secundai chords and octaves in unison in 
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measures 64 to 65. In contrast to the previous sections, the fourth variation ends with a 

thicker texture (fig. 18). 

Fig. 18. ^cnXz.on's Paganini- Variationerfor Mover Op. 241. mm. 63-65 
£ 1968 Edition Wilhelm Hansen AS, Copenhagen. Used by Permission. 

Variation 5 

This variation is unique because: the over all dynamic marking is pp\ diverse 

articulation exists; the presence of thirty-second and the sixty-founh figuration are new; 

and various textures adds interest (fig. 19 and 20). The tonal center continues to change 

in each measure, yet the steady eighth notes in the bass unify the variation. Changes in 

dynamic, articulation and texture dictates the division of phrases (fig. 21). Thus, the 

fifth variation is divided into four parts: Phrase 1 (mm. 66 - 72i); Phrase 2 (mm. 721 -

81); Phrase 3 (mm. 82 - 933); and Phrase 4 (mm. 933 - 98|). The triplet thirty-second 

notes followed by a double dotted quarter in the right hand in measure 66 suggest a 

Segment of Paganini's rhythmic pattern. 
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Fig. 19. Benxzon^s Paganini-VariaiionerforklaverOp. 241, mm. 66-68 
O 1968 Edttion Wiihdm Hansen AS, Copenhagen. Used by Permission. 

Fig. 20. Bentzon''s Paganini—Variaiioner/or klaver Op. 241, mm.75 —76 
O 1968 Edition Wilhclm Hansen AS. Copenhagen. Used by Permission. 

ff 

Fig. 21. Benxxxxn's Paganini—Variationerforklaver Op. 241, mm. 79 —81 
C 1968 Edition Wilhelm Hansen AS. Copenh^en. Used by Permission. 

At the conclusion of this variation, the time signature changes from 4 / 4 to 3 / 4 

and the eighth note scales are replaced with a sixteenth note chromatic scale passage 

which races to the sforzando on the down beat of the next section (fig. 22). 

Fig. 22. Bmtzan'sPcigcmini-VariationerforklaverOp. 241, mm. 963 -99 
O 1968 Edition Wilhelm Hansen AS. Copenhagen. Us^ by Permission. 
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Variation 6 

A complete change occurs in this variation. Instead of linear sixteenth notes, 

Bentzon focuses on a chordal texture. They appear mostly as quarter notes, half notes, 

and whole notes: a definite contrast to the former variation. It recalls the first variation, 

which has similar rhythmic features. The augmentation of rhythmic values establishes 

this section as a moment of repose (fig. 23). 

Fig. 23. Bmtzon's Paganini-Variationerfor kiaver Op. 241. mm. 100-105 
0 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Pennission. 

Beginning with a minor third on 'g'. which also the ends the fifth variation, this 

interval repeats two more times. This is significant because Bentzon utilizes a similar 

passage in measure 144. 

The slur marks visually aid the performer by showing the important melodic line 

in measures 100 to 102 (fig. 23). Tenuto marks emphasize the full-diminished chords 

with added fourths and major 3"*® in measures 102 and 103 (eb° and d°).  

The rhythmic pattern in measure 103 repeats for the next 12 measures and 

appears again from measures 117 to 124 (fig.24). 
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Fig. 24. Bentzon's Paganini- Variationerfor klaver Op. 241, mm. 118 - 123 
S 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Pennission. 

.Aside from the rhythmic aspect of this variation, Bentzon features quintal harmonies in 

the treble in measures 123 to 127 (fig. 25). This is significant because variation 1, 4. 

and 5 emphasized fifths also. He presents melodic 5"*® in the bass from measures 123 to 

125. Te.xture and sonority are heightened when Bentzon writes the chords in unison in 

the following measure (I282). These could be construed as a reference to the original 

theme. 

5,* zr ^ 

mP V V 

Fig. 25. ^entzjon^s Paganini-Variationerfor klaver Op. 241, mm. 124-129 
C 1968 Edition Wilheim Hansen AS. Copenhagen. Used by Permission. 

Variation 6 is also unique because it is the longest section, containing 50 

measures. On average, other variations are either 16 to 34 measures long. However, the 

quarter note, half note, quarter note. 
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length has no significance other than its function as a period of reflection and repose. 

Regarding to the form. Bentzon divides the variation into 8 parts: Phrase I (mm. 98 — 

104); Phrase 2 (mm.l04 — 109); Phrase 3 (mm.110 — 117); Phrase 4 (nim.l 17 — 122); 

Phrase 5 (mm. 122 - 128); Phrase 6 (mm.l28 - 132); Phrase 7 (mm-132 - 139); 

Phrase 8 (mm. 140 - 147). These divisions are based upon the changes in dynamics, 

articulation and texture. 

By this point, Bentzon has built a gradual climax from variation I to variation 4 

utilizing homophonic texture; he introduces scale passages in variation 5, thus thinning 

the texture, yet keeping the rhythm active; and he deliberately retards the momentum of 

the piece in variation 6 with simple note values and homophonic textures. The overall 

structure becomes clearer: A (variations 1 -4) B (variations 5-6). In the three following 

variations, he continues to create and explore more possibilities. 

Variation 7 

Bentzon uses eighth note triplets in variation 7 for contrast. Motive x appears in 

measures 148 and 149 (fig. 26). This motive repeats two more times at measures 152 

and 166. He also employs fragments of this motive as seen in measures 156, 160. 173 

and 175. 

> 

Fig. 26. Bentzon^s Paganini - Variationerfor klaver Op. 241, min. 148-150 
© 1968 Edition Wilhclm Hansen AS. Copenhagen. Used by Permission. 
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Phrases are delineated by the presence of motive x connected with the treatment 

of textures, thus; seven phrases complete the structure of this variation. The phrases are 

as follows; Phrase 1 (mm. 148-151); Phrase 2 (mm. 152- 155); Phrase 3 (mm. 160-

163i); Phrase 4 (nim.163-165); Phrase 5 (mm.166-1692); Phrase 6 (mm.1693 - 1780; 

Phrase 7 (178-182). The phrases may be grouped into a three sub-sections: A (mml48 

- 159); B (mm. 160-169); C (mm. 169 - 182). 

Another striking feature in this seventh section is the appearance of perfect fifths 

and tritones as half and whole notes (fig. 27 and 28). The accompaniment fisures also 

display fifths and tritones. If we are to take the fifths as a reference to Paganini and the 

open strings of his violin, it may not be too fanciful to relate the tritone. or Devil's 

interval to the violinist's presumed association with Satan. 

Fig. 27. BrnXZixCsPaganim-VariationerforklaverOp. 241, mm.154-155 
© 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Permission. 

Fig. 28. ^mtzan'sPagarum-VariationerforldaverOp. 241. mm.I63-l65 
Q 1968 Edition Wilhelm Hansen AS, Copenhagen. Used by Permission. 
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More creative features emerge in measures 169 to 172. Only perfect fifths and perfect 

fourths appear in this measure followed by a unison passage for another sixteen beats 

(fig. 29). Bentzon continues to manipulate intervals and textures to achieve an element 

of surprise. Cluster chords appear for the first time to create a new dense sonority and 

texture in measures 73 and 74 (fig. 30). This highlights another important climax 

(Bentzon composed the first climax in variation four). 

Fig. 29. BeniZGR's Paganini-Variationerforklaver Op. 241, mm. 169-171, 
Q 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Permission. 

Octaves emphasize a fragment of motive x in measure 175 for the last time before the 

tension subsides. The variation ends with a passage composed only in tritones from 

measures 176 - 181. Bentzon concludes by transforming the triplets into even 

eighth notes, which serves as a transitional phrase leading to the eighth section (fig.30). 

except the last half note in the treble. 
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Fig. 30. Qcnvzan'sPaganini-yariationerforklaverOp. 241. mm. ITI^-ISI 
® 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Permission. 

Variation 8 

Bentzon uses pedal marks for the first time at the beginning of the eighth 

variation under a "pp" d3mamic (fig.31). The fifths and quintal chords dominate the 

entire piece. He simplifies the texture by utilizing whole note chords accompanied by 

eighth-note passages. This variation is divided into seven phrases dictated bv the 

appearance and disappearance of quintal chords. The form is as follows: Phrase 1 (mm. 

182- 186); Phrase 2 (mm. 186,- 194,); Phrase 3 (mm. 194,-201); Phrase 4 (mm 201 -



203i); Phrase 5 (mm. 203i- 207); Phrase 6 (mm 208 - 2111); Phrase 7 (mm.2113 

215). 

PP con pea. 

Fig. 31. Qmtzon's Paganini~ Variaiionerfor klaver Op. 2-f I, mm. 182-189 
C 1968 Edition Wiihelm E4ansen AS. Copenhagen. Us«k1 by Pennission. 

Dynamic markings also separate the phrases clearly at measure 194. For 

example, phrase 1 and phrase 2 lead to the first climax at measure 1904 after Bentzon 

moves the chromatic eighth notes and quintal chords four octaves higher. This section 

is significant because the fifths are stacked on 'a', the tonic of Paganini's theme. The 

tension resolves as chords descend and diminuendo toward the bass at measure 193 

The reappearance of quintal chords along with 'pp' dynamic indicate the beginning of 

phrase 3 (fig.33). In measures 204 - 209, a perfect fifth on 'a' returns in the treble six 

times. 

notice the absence of quintal chords between measures 191 and 193. 
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Fig. 33. Bentzon's Pagcmini - Variationerfor klaver Op. 241, mm. 190-195 
© 1968 Edition Wilheim Hansen AS. Copenhagen. Used by Permission. 

Throughout this section, tritones are absent within the quintal chords; however, at 

measure 208 to 210, they appear in the bass ( G# and D) creating tension until the'd' 

resolves down to C# at measure 2I0i. Again, a fifth on 'a' is restated in meausre 210 in 

the treble voices. For closure, the hands move toward the middle register of the 

keyboard arriving at a 'mfe' minor second (fig. 34). 
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Rg. 34. Qemzaa's Paganini - Variationer for klaver Op. 241. mm. 205-215 
S 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Permission. 

Variation 9 

Bentzon begins the last variation with a subdued introduction. The aggressive 

homophonic texture and the rapid eighth notes in the previous section are replaced by 

whole notes. Variation 1 is echoed in this section by the presence of the perfect fifth on 

'a' (fig. 35). Bentzon utiJizes sixteenth-note tritones to startle the sustained perfect fifths 

in measures 218 and 220. 

Fig. 35. Bentzon's Paganini- Variationerfor kiaver Op. 241, mm. 216 - 222 
O 1968 Edition Wiihelm Hansen AS. Copenhagen. Used by Permission. 
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Fig. 36. Bentzon's Paganini - Variaiionerfor klaver Op. 241, mm. 223 - 236 
© 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Permission. 

The momentum of this section shifts when the eighth note scale appears in the 

bass at measure 236 and the texture thickens (fig. 37). In phrase two. the tonic "a" 

appears in measure 237 in the treble four times and fifths on *a' appear twice in measure 

242 in the treble, although the key center is not yet obvious. A climax is achieved by the 

addition of chromatic scales and quintal chords at measures 244. The final closing 

phrase signals a resolution in scale degrees of'c' and 'b' which lead logically to the 

tonic a in measures 250 and 251. Bentzon ends with a polychord emphasizins tritones 

with a ""ffsecco' (fig. 37). Once again, Bentzon illustrates Paganini's accelerated 

harmonic rhythm in the last Variation where polychords appears as quarter notes in the 

bass in measures 45 and 47. 
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Fig. 37. Bentzon's Paganini - Variationer tor klaver Op. 241. mm. 237-252. 
© 1968 Edition Wilhelm Hansen AS. Copenhagen. Used by Permission. 

Bentzon's overall structure is now A (variations 1-4), B (variations 5-6), and 

C (variations 7-9). Bentzon built a gradual climax from variation 1 to variation 4 

utilizing homophonic texture; he introduces scale passages in variation 5, thus thinning 

the texture, yet keeping the rhythm active; and he deliberately retards the momentum of 

the variation 6 with simple note values and homophonic textures. In his last section C, 

he introduces triplets from variation 7, using the smaller note values to increase 

momentum in a way similar to variation four. A gradual downward spiral of note 
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values such as the eighth notes in variation 8 and whole notes in variation 9 brings the 

piece to a close. 

CHAPTER 3; DESPERATE MEASURES (PAGANINI VARIATIONS) 

OP. 48 FOR PIANO (1994) 

Robert Muczynski was bom in Chicago, Illinois, on March 19, 1929. He 

received both his bachelor's and ni£ister's degrees from DePaul University where his 

principal composition teacher was Alexander Tcherepnin. He also studied piano under 

Walter Knupfer. In 1958, he made his New York debut playing a recital of his own 

piano works. He directed the piano department at Loras College in Iowa from 1956 to 

1959, and from 1965 to 1987, he served on the piano faculty at the University of 

Arizona in Tucson and also developed the composition department. He was the 

recipient of Ford Foundation Fellowship Grants in the years 1959 and 1961, and in 

1992 was nominated for a Pulitzer prize for his Alto Saxophone Concerto. He has been 

the recipient of numerous commissions and his output includes many works for 

symphony, piano and chamber ensembles, instrumental concerti and sonatas, and eight 

documentary film scores. 

His style is eamest, economical, and unostentatious, characterized by spare neo
classical, a gently restrained lyricism, and, in fast movements, strongly 
accented, irregular meters, which create a vigorous rhythmic drive. ^ 

Robert Muczynski's style is accessible and traditional. His writing is not atonal. 

He does not use a lot of highly disjunct writing, and relies heavily on a strong pulse. 

Contemporary Music: A Weekend of Reflections. Walter G. Simmons. Fanfare 4.5 (1981), 
22-3. 
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His creativity steins from a desire to elicit an emotional response from the listener. 

Not only does he use programmatic titles and suggestions, but writes pieces which are 

relatively easy to describe in terms of mood. His pieces often tend to be dramatic or 

whimsical, as well as profound. In this regard, Muczynski's interest in writing film 

music and his study of the music of film composers is significant in his own creative 

144 process. 

The melodies are at times mildly dissonant, at other times lyrically consonant. 

Modalilty plays a large role in Muczynski's melodies. Although it is very easy to 

find chromaticism in Muczynski's writings, one does not have the impression that 

chromaticism is at the root of his melodies.'"*^ 

Sonorities are based on late nineteenth and early twentieth century harmonic 

idioms, for example, chords of the 9"*, 11"*, and 13'''. Muczynski prefers widely-

spaced harmonic structures, oftentimes using notes of basic triads in open position in 

Hawkins, John Allen. "The Piano Music of Robert Muczynski: A Performance-Tape 
and Study of His Original works for Piano Solo." D.M.A. Thesis, University of Maryland College Park, 
1980. 

'^'Ibid. 

'^^Ibid. 

'••^Ibid. 

'^Ibid. 

'^^Ibid. 

'^®lbid. 

'^'Ibid. 
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the bass, sometimes doubled at the octave. The resulting harmonic texture sounds 

clearly bom of the twentieth century, but also is recognizable as an extension of 

nineteenth century harmonic practice. '•*' Frequently dissonance in Muczynski results 

from the placing of ostinato figures underneath melodies or chordal fragments of 

varying lengths. 

He is rhythmically interested in polyrhythm, hemiola, cross rhythms, and 

uneven meters (5/8, 7/8, etc). This interest has been stimulated by the music of early 

twentieth century European masters, notably Bartok, Debussy, and Prokofiev. 

Texture within the piano music runs the gamut from single line melodies to full, thick 

sonorities. Not only does he use the piano's range and tonal capabilities to the fullest 

but he also shows a mastery of texture and tonal combination, always written 

comfortably for the pianist's hand. Muczynski's choice of form is by and large 

traditional. He works extremely well in short binary and ternary forms, as is evident 

by the fact that most of his piano pieces are of short duration and use these forms.'^^ 

'^*Ibid. 

'"'Ibid. 

'^'Ibid. 

'"Ibid. 

'"Ibid. 

'^^Ibid. 

'"Ibid. 
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Muczynski completed Desperate Measures (Paganini Variations), Op.48, for 

piano in June 1994 in Tucson, Arizona. He dedicated this music to his sister, Gloria. 

Muczynski composed his last two piano pieces in 1983 {Dream Cycle Op. 44) and in 

1980 {Masks Op. 40). In my phone conversation with Mr. Muczynski, I asked him what 

is the meaning behind your title Desperate Measures ? He replied. 

It was 1992 and I was at a loss of what direction to take. Over the years, [ had 
produced a considerable amount of solo piano music as well as sonatas and trios for 
instruments and all sorts of combination. One evening, I was enjoying a drink with a 
good friend and I remarked,' I know it may sound like a silly idea, but ever since I was 
music student, I had this notion of doing some piano variations on the Paganini Caprice 
and now I think I like to have a crack at it! I must be desperate!' That is how the title 
and the pun evolved. My variations are not grand etude like, not European bom 
( Brahms, Liszt and Rachmaninov). I think of them more as entertainment. 

Unlike Bentzon, Muczynski labels the theme and the variations which follow, in 

general, the binary form. Like Liszt, Busoni, Rachmaninov, and Brahms, Muczynski 

states the theme at the beginning of the work. The following section will highlight his 

treatment of this immortal theme. 

Descriptive Analysis 

Theme 

Muczynski's presentation is nearly identical to Paganini's melodic line and form 

(||:A:|| ||:B:||). However, Muczynski presents the theme an octave higher than Paganini 

and reinforces the principal notes (a and e) in the second voice. Muczynski also 

employs hand crossings in mm. 2 and 4, which cover four octaves. Instead of using 

Phone interview with Robert Muczynski on April 7,2000 in Tucson, Arizona at 10:00 a.in 



66 

Paganini's dynamic marking II volta piano at the beginning of the piece, Muczynski 

merely writes forte ( Fig.38 ). 

THEME 
Allegro ma non troppo 

ROBERT MLC2YNSKI 
Op.-iS 

{cross overt 
i v 

Fig. 38. Muczynski's Desperate Measures (Paganini Variations) Op. mm. I - 4 
0 1996 Theodore Presser Company. Used by Permission. 

In mm. 5-8. Muczynski preserves Paganini's original theme, but he emphasizes 

the downbeat of each measure by inserting octaves. This theme is supported by a 

counter-melody that outlines AM, dm, GM, and CM chords (fig. 39). 

Fig. 39. Muczynski's Desperate Measures (Paganini Variations) Op. 48. mm. 5-8 
C 1996 Theodore Presser Company. Used by Permission. 

From mm. 9-10, Muczynski keeps the original melodic line intact, but it is 

emphasized by unisons two octaves apart (compare fig. 40). However, he modifies the 

last two measures (mm. 11-12), by closing the phrase with an 'a' harmonic scale with a 

raised 4'*' in the right hand. 



67 

Fig. 40. Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm. 9-12 
C 1996 Theodore Presser Company. Used by Permission. 

This is harmonized by a descending rwo-note motive in quarter notes in the left hand 

previously heard in the right hand as half notes in mm. 9-10. The second ending 

concludes with a flat second resolving to an 'a', one of Muczynski's preferred melodic 

gestures which appears throughout the entire piece. 

Variation 1 

Muc2jynski takes the orginal twelve measures of the theme and e.xpands them 

to thirty-two measures in Variation one. changing the tempo to Allegro moderafo from 

Allegro ma non troppo. This tempo allows the listener to appreciate the detailed 

articulations. For example, in phrase A (mm. 13-16), three different articulations 

appear (fig 41). 

V.\R. I 
Allegro moderato 

Fig. 41. Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm. 13-16 
C 1996 Theodore Presser Company. Used by Permission. 

Original theme refers to Paganini's theme. 
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The harmony is tied across four measures with ascending staccato eighth notes 

in ostinato above it. This ostinato supports the melodic line which is now transformed 

in rhythm and pitch. This broken rhythm gives character to the melodic line with a 

Phyrigian scale in mm. 13. The melodic line is vaned when octave displacements 

appear in mm 17-18 and when the third degree note and the tonic are lowered at mm 18 

and 19. A sixteenth note triplet at mm. 20 ends the 'a" section leaving the listener 

'hanging' on the supertonic "d' (fig. 42). 

Fig. 42. Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm. 17-20 
C 1996 Theodore Presser Company. Used by Permission. 

In the a' section (mm. 21-28), earlier material is repeated with slight differences: 

the bass line is changed with an a-flat and the melodic line is repeated with the raised 

second degree note (b-flat) which is introduced immediately in measure 22. The music 

is driven forward by a change of dynamic markings; sub. p sempre followed by 

crescendo (fig. 43). 
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sub.P sempre 

Fig. 43. Muczynski's Desperate Measures (Paganini Variations) Op. 48. mm. 21-28 
S 1996 Theodore Prcsser Company. Used by Pennission. 

The b section shows the most striking differences in Variation 1. First, the 

dynamic change catches our attention with the alternating piano and forte starting at 

measure 29. Second, the melodic line begins with a sixteenth rest in every measure 

while the bass line initiates the rhythmic forward motion. Also, the mode of the 

melodic line alternates from a blues scale to a harmonic minor scale (fig. 44). 

Measures 29 through 32 are repeated in measures 37 through 40 with the sixteenth rest 

now placed on the third beat. The dynamic is forte only. Measures 33 through 36 

contain the downbeat sixteenth rest with the addition of another sixteenth note rest on 

the third beat. The hands ingeniously divide the melody lines. At the cadence, the right 

hand finally breaks out into a crescendo upward scale in measure 36. 
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Fig. 44. Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm. 29 - 36 
C 1996 Theodore Presser Company. Used by Pennission. 

f ^emprc 

inorx 

Fig. 45. Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm. 37-44 
S 1996 Theodore Presser Company. Used by Pennission. 

In measures 41 through 44, rhythmic divergence is created by the varied 

placement of the accents, dotted eighth notes and tied notes followed by a "short" 

pause in measure 42. Muczynski ends this section with a unison ascending scale 

Blues scale : Bb. Db, Eb, E natural, F, Ab 
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followed by a leap in the bass (fig. 45). It is interesting to note that although there are 

strong resemblances to Paganini's theme in melody and sonority. Variation 1 differs in 

length and treatment of the theme. 

Variation 2 

The complex 5/8 meter sets the character of this short 14 measure variation The 

three opening bars contain two slurred eighth notes followed by one accent and two 

staccato eighths (fig. 46). The melodic line is disjunct and is supported by an open fifth 

(a and e) on the down beat followed by broken chord : the a-flat 6 chord in measure 45 

and Bbe chord in measure 46. Muczysnki emphasizes the fifth on "a' on the down beat 

of almost every measure in reference to Paganini's key (measures 45 - 51). 
Poco piu moiiso 

Fig. 46, Muczynski's Desperate Measures (Paganini Variatiomi Op. 48, mm. 45-54 
© 1996 Theodore Presser Company. Used by Pennission. 

In measure 48, legato dotted eighth notes briefly interrupt the strong 5/8 meter. 

The former material repeats with slight changes for the next three measures. Before the 

•b' section begins (mm. 53-58), the two contrasting lines finally resolve in unison at 

measure 52. 



The rhythmic pulse is shifted to the second eighth note in measure 53 by 

utilizing a major seventh dissonant interval which resolve to the eighth in the right 

hand. Melody and accompaniment outline Paganini's harmony in the 'b' section. 

jttacca 

Fig. 47. Muczynski's Desperate Measures (Paganini yariations) Op. 48. mm. 55 — 58 
S 1996 Theodore Presser Company. Used by Permission. 

In measure 57, the meter changes to 6/8 and the voices are in unison followed 

by a Bb Major chord in the bass and a Unplet chromatic scale on concludes on tonic 'a' 

over a three octave range referencing Paganini's key. Rhythmic variety and harmonic 

dissonances are highlighted in Variation 2. 

Variation 3 

As the "a' minor triad (a,e,c) is outlined in the treble as quarter notes, the 

crescendo markings initiate the forward movement of the *a' section in Variation 3. The 

left hand provides a pedal point on tonic "a' while the right hand figuration of sixteenth 

triplet chords followed by an eighth note outlines the octave 'a'. The inner notes within 

this 'a' octave are Bb and Eb , the interval of a perfect fourth, creating a sonority of a 

minor second, a tritone and major 7"'. The bass line also consists of chords built on an 

"a' octave with the inner voices "e" and "b which adds more dissonant sonority. 
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L'istesso tempo 

Rg. 48. Muczynski's Desperate Measures (Paganini Variations) Op. 48. mm. 59-60 
S 1996 Theodore Presser Company. Used by Pennission. 

Fig. 49. Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm. 61-68 
© 1996 Theodore Presser Company. Used by Permission. 

The following eight measures are reminiscent of the last b and b* section from 

Variation I with slight changes. In measures 61 through 64, the melodic line is altered 

by few notes and by the length of the phrase. The bass line is further simplified by the 

basic root progression with additions of minor seconds. The closing section (mm. 65-

68) appears similar to Variation 1. Before the final cadence. Variation 3 and Variation 1 
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begin with a descending scale emphasizing the "P', and "Eb" and both resolve by a 

scale passage followed by its tonic 'a\ a reference to Paganini's final cadence. 

Variation 4 

Variation 4, Scherzando, remains in strict 6/8 meter. The bass chords presented 

in Variation 3 (mm. 59-60) appear in this variation followed by two more homophonic 

sonorities on'd' and "f (fig. 50). In the 'a" section, the melodic line outlines the first 

four notes of the Paganini theme. 

Scherzando 

Fig. 50. Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm. 69 — 72 
S 1996 Theodore Presser Company. Used by Permission. 

In the a" section from measures 73 - 76 the melodic line is repeated with slight changes, 

but he alters the pulse in the bass by inserting an eighth on the 3"* beat. 

Fig. 51. Muczynski's Desperate Measures (Paganini Variations) Op. -(8, mm. 73-77 
C 1996 Theodore Presser Company. Used by Permission. 

Muczynski changes the tonal stability in the 'a' section, but in the 'b' section he 

manipulates the chords, melody, and rhythm for more contrast. 

Variation 3: a chord featuring an octave, fifth as an inner voice with an added 9* on "a'. 
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; t; 2^^ 
sub.f 

!! 
' l! 

— - »• 

Fig. 52. Muczynski's Desperate Measures (Paganini Variations) Op. 48. mm.78 - 92 
S 1996 Theodore Presser Company. Used by Pennission. 

In measures 77 to 80, bitonality is achieved when the outline of the Paganini's harmony 

is accompanied by chromatic chords in the treble. This is followed by a forte unison 

passage at measure 81 concluding with Paganini s cadence. Measures 85 to 9_ repeat 

the 'b' section with the exception that it appears: an octave higher, with staccato, and a 

change in dynamic. Changes in rhythm, sonority, and texture are highlights of 

variation 4. 

Variation 5 

Theme Varl Var2 Var3 Var4 

Allegro ma non troppo Allegro moderate Poco piu mosso L tsiesso tempo Scherzando 

The substantial changes in tempo and character begins with Variation 5. 
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In the theme and first four variations, Muczynski varies the tempo only slightly. 

Beginning with the allegro ma non troppo of the theme, he moves to Allegro moderato 

in variation 1, Poco piu mosso in variation 2. He specifies the same tempo for variation 

3 and marks variation 4, Scherzando. There are four sections to variation 5 which is 

marked Andante tranquillo: 

a a 0 3 
mm.93-96 97-100 101-104 105-109 

Andante tranquillo 

P legate 

Fig. 53. Muczynski's Desperate Measures (Paganini Variationsi Op. 48, mm. 93 -96 
© 1996 Theodore Prcsser Company. Used by Pennission. 

The lyrical melody line is composed of neighboring notes, outlining the a minor 

harmony and resolution. Although simple in meter, V*, the arrangement of the eighth 

note followed by quarter note adds rh>thmic variety. Both the languid melody and 

accompaniment are comprised of four voices and here, in measures 101-106, 

Muczynski marks the music espressivo. The first two sections are tonal with the 

exception of measure 96 and measures 99 to 100. 
poco riL a tempo 

Fig. 54. Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm.97 - 101 
S 1996 Theodore Presser Company. Used by Permission. 
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In the B section, we find varied seventh chords; Ab half diminished seventh. B 

minor major seventh, D minor major seventh. F augmented major seventh and Ab 

diminished major seventh. These chords harmonize the chromatic melodic line in 

simple eighth notes (fig. 55). The a"section is an exact restatement of the a section but 

then continues to expand further on the basic harmonic progression which slowly 

arpeggiates upwards it the high'd ' in measure 109. 

Poco meno mosso 

aitucca 

Fig. 55. Muczynski's Desperate Measures (Paganini Variations) Op.48. mm. 102 -109 
S 1996 Theodore Presscr Company. Used by Permission. 

Variation 6 

Varation 6 breaks away from the consistent meter found in Variation 5. 

From measures 110 through 115, meters alternate between 3/8 and 4/8. 

The rhythmic effect, undulating under the melodic outlining of an a minor arpeggio, is 

captivating. At measure 116 the meter changes to V* where the momentum slows down, 

which quickly moves into the 2/4 meter in measure 17 back to tempo. 
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Allegro ma non troppo 

a tempo 
accel. 

Fig. 56. Muczynski's Desperate Measures (Paganini Variations) Op 48. mm. 110 - 124 
S 1996 Theodore Presser Company. Used by Pennission. 

Muczynski divides this variation into four sections : a (measures 110 — 117); 

a' ( measures 118 — 125); b ( measures 126 —133). When the a' sections returns, he 

alters just the rhythm and add a different closing at measures 124 and 125. 
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a tempo 

I Mtb.wf 

.J •rroM tnert 

•m -m ^ • =: z: • 

Fig. 57. Muczynski's Desperate Measures fPaganini Variations) Op. 48, mm. 125-133 
© 1996 Theodore Presscr Company. Used by Permission. 

The 'b' section, repeats the general Paganini harmonic progression as it appears earlier 

in the Theme sectioiL The right hand triplet figuration outlines "a', and the following 

measure outlines'd'. The melodic line in the bass also emphasizes the same harmonic 

outlineas in the treble. Also in the 'b' section, Muczynski varies the rhythmic pulse. 

Furthermore, the closing section (mm. 130-133) recalls the closing section in variation 
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2. Within this variation, it is the triplet sixteenth note accompaniment in the b section 

which gives contrasts sharply with the "a* section. 

Variation 7 

The allegretto Variation 7 begins with even sLxteenth notes in 2/4 meter. The 

left hand consists of broken chords in the next three measures while the melodic line 

begins on 'a' The texture is varied when middle voice is presented- The melodic line 

once again outlines an 'a' tonic arpeggio with altered notes added for interest. 

Allegretto 

•tMtu ntdah 

Fig. 58. MuczynskVs Desperate Measttres (Paganini Variations) Op. -/iS, mm. 134-139 
O 1996 Theodore Pnesser Company. Used by Permission. 

In a charming gesture, the seventh chords accompanied by two note slurs found in 

measures 138-141 give way at measures 142 to 149 to the clear harmonic progression 

of the Paganini's theme. It is amazing to observe the skillful treatment of these 

materials. In the bass, we have the simple half note fifths while the middle voice moves 

either upwards or downwards in stepwise motion. The melodic line sounds more 

improvised in its harmonic outline especially when Muczynski sets it in the different 
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key for contrast in measures 144 to 145. In measures 146 to 149, a hint of the dance 

rhythm of the next variation concludes this section. 

Fig. 59. Muczynski's Desperate Measures (Paganini Variations) Op. 48. mm. 140 - 149 
S 1996 Theodore Presser Company. Used by Permission. 

Variation 8 

Inserting dance forms in theme and variations has been common practice for 

centuries and Muczynski adds one in his eighth variation. The tango is an Argentine 

genre of urban song and dance music that remained popular throughout the 20'*' 

century. The tango is a dramatic form. In a song, the lengthy texts are emotional 

sentimental, and sometimes negative in tone. The music of the tango, frequently in a 

minor mode, is one of abrupt rhythmic and dynamic contrasts. In a typical tango 



accompaniment, a prevailing pattern in which all beats are sharply accented will be 

occasionally interrupted by sudden pauses and by syncopated passages. 

Muczynski successfully evokes this style of music, outlining only Paganini's 

harmonic progression. The melodic line is characteristic of the typical tango with its 

combination of disjunct and conjunct notes. Rhythmically, he imitates the tango, 

inserting abrupt pauses and syncopations (fig. 60). Basic binary form is observed with 

the divisions being: a (mm. 150- 153); a'(nim.l54-157); b (mm 158-164); b*(165-I71); 

a-'(172- 174). 

Tango (moderato) 

Fig. 60. Muczyiiski's Desperate Measures (Paganini Variations) Op. 48, mm. 150-155 
© 1996 Theodore Presser Company. Used by Pennission. 

The 'b' section begins with slow melodic lines in measures 158 to 160 that 

outlines the harmony. The syncopated rhythm in the bass is simplified by step-wise 

motion which imitates Paganini's harmonic progression. At measure 161, a descending 

The New Harvard Dictionary of Music. Ed. Don Randel. Tango. (The Belknap Press of 
Harvard University Press, Cambridge, Massachusetts, 1986), 835. 



blues scale in sixteenth notes abruptly interrupts the previous languid melodic line 

followed by three more measures of rhythmic figuration, one of the notable trademarks 

of the composer. 
a tempo 

allargando 

i ^ sempre espr. 

a tempo 

Joicc 

Fig. 61. MuczynskVs Desperate Measures (Paganini Variations) Op. -/<S, mm. 156-165 
C 1996 Theodore Presser Company. Used by Permission. 

The return of the b' section imitates the first b with slight changes in the bass when he 

adds seventh chords and a change in dynamic. When the a" section returns, the melody 

line is chromatic, reminiscent perhaps of the 'negative tone' of the text of a tango song. 

The last measure apes the typical ending of a tango, a short and fast contrary motion 

scale following a ritard. In this variation alone, Muczynski uses eight different tempo 

markings. 
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Meno mosso Piii mo 

Fig. 62. Muczynski's Desperate Xfeasures (Paganini Variations) Op. 48. mm. 172 — 174 
S 1996 Theodore Presscr Company. Used by Pennission. 

Variation 9 

Although Muczynski marks this variation in Slow waltz tempo, the meter is 9/8. 

This is not a typical waltz which simply emphasizes the down beat followed by two 

weak beats. In the first measure, he adds a tied note on the weak beat. Then, in the ne.xt 

measure, he changes the meter to 6/8, and while leaving the treble melodic line 

unchanged, he introduces duple meter in the bass. In the following measures, the roles 

are reversed. 

VAR. 9 
Slow waltz tempo 

, fj • ^ m J M 

P sosienuto 
i 
!  mi 

i s - f  
j — 

P sub. 

'  "  f l  -  H  ^ B •. =— 
— • rz w-

! 

*- = • = 

Fig. 63. Muc^nski's Desperate Measures (Paganini Variations) Op. 48, mm. 175 - 178 
0 1996 Theodore Presscr Company. Used by Pennission. 
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This rhythmic interest is superimposed over Paganini's harmonic outline. From 

measures 175 to 177, Muczynski outlines the a minor triad and e major triad. The 

resulting melody derived from harmony is spiced with seconds and sevenths. 
a tempo 

I p fcmpre 

Fig. 64. Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm. 179 — 185 
Q 1996 Thecxlore Presser Company. Used by Permission. 

This is more apparent in measures 182 and 183 when the melodic line traces 

both a modal and a chromatic scale from one measure to another. Rhythmic interplay is 

also featured in these two measures. He adds a sixteenth rest followed by a scale 

passage, in sixteenths, which comes to a pause, and then, in the next measure the first 

half of the melody is varied by a large interval before the rapid descent of the sixteenth-

note triplets passage descend rather rapidly. This intricate passage in the treble is 

contrasted by a simplified broken triad in the bass, set in a lilting rhythm and added 

with chromatic neighboring seconds. 

Furthermore, the employment of the contrasting texture, registeration, and 

harmony which recalls Paganini's theme in measure 184 reflects Muczynski's 
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whimsical tendencies. Variation 9 ends with a return of the 'a' section ending 

dramatically with a gradually slow passage which descends to tonic in the lowest 

register of the keyboard. Like Variation 8, the form is: a a' b b' a" with many 

different tempo markings. 

Fig. 65. Mucrfnski s Desperate Measures (Paganini Variations) Op. 48, mm.\%2-\S5 
C 1996 Theodore Presser Company. Used by Permission. 

.VIeno mosso moito rit 

Fig. 66. Vfuczynski's Desperate Measures (Paganini Variations) Op. 48, mm. 189-192 
S 1996 Theodore Presser Company. Used by Permission. 

Variation 10 

Muczynski exploits twentieth century idioms in variation 10; however, he 

retains Paganini's harmonic outline. In the 'a' section (measures 193 to 208), the 

down-beat on the octave 'a' in the bass line outlines a fragment of the Paganini's theme. 
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VAR. 10 
Andante e sempre accelerando 

i ' sempre crcsc. 

' 1  '  
! . 

1 J • -

* 1  *  ' i  
cresc. j 

' -1 - - J f\ ' • -ri • ;i ^ " n " >• — ^ — • T " 
^ ,3 «. — 

7W ~ TW — 79 ZZ 

Fig. 67. Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm. 193-198 
e 1996 Theodore Presscr Company. Used by Permission. 

Instead of a linear melodic line being presented, seventh chords populate the 

tollowing seventeen measures. He utilizes two types of chords: minor major seventh 

and augmented major seventh chords. Therefore, the original theme is not recognizable 

in the first half of the variation. 

The thick homophonic texture gravitates towards the tritone Eb and A octaves 

in the bass which resolves at the end the phrase, when the Eb moves to D in measure 

199. By this time, the gradual accelerando has reached, the Allegro (sempre) in 

measure 201 in conjunction with a. fortissimo dynamic. In the second half of the 'a' 

section (measures 201 to 208) Muczysnki adds accent marks on the second beat in 

measures 203 and 204 for more rhythmic diversity. 



Fig. 68. Mxiczyn^kVs Desperate Measures (Paganini yariationsi Op.48,mm.\99-lQ5 
Q 1996 Theodore Presser Company. Used by Permission. 

In the b section outlines the Paganini's harmony is clearly outlined in the bass 

and the treble lines. In measures 209, Muczynski adds secundal chords built on 'a' in 

the bass while the treble emphasizes the octave 'a'. This treatment repeats in the 

following three measures outlining the onginal harmony. He repeats the harmonic bass 

for the next four measures but varies it by inserting modal scale passages in the upper 

voice and adding ascending four note scales in the bass. 

Fig. 69. Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm.206-214 
O 1996 Theodore Presser Company. Used by Permission. 
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To prolong the cadence, at measures 217 and 218. Muczynski recalls a ^miliar 

segment found in both Variation 1 and 2. This material reappears here with a difference 

in dynamic markings. Variation 10 comes to a close with ascending modal scale 

passages accompanied by the harmonic outline in the bass moving in contrary motion 

to the tonic a minor. 

Fig. 70. Muczynski's Desperate Measures (Paganini Variations) Op. 48. mm. 215-218 
S 1996 Theodore Presser Company. Used by Permission. 

Fig. 71. Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm. 219-221 
O 1996 Theodore Presser Company. Used by Permission. 
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Variation 11 

In Variation 11, Muczynski augments the first five notes of the original theme in 

the treble in measures 222 and 223. The melody then departs from the theme, merely 

outlining its harmony on the remainder of the ^a' section. The bass line consists mostly 

of fifths and fourths outlining the chromatic scale. 

var. 11 
Andante 

•>occ^ 

Fig. 72. Muczynski's Desperate Measures (Paganini Variations) Op. -fS. mm. 222-225 
C 1996 Theodore Presser Company. Used by Permission. 

Muczynski uses a variety of figuration in this variation. For example, he alters measures 

222 and 223 first by adding triplets in the treble in measures 224-225 and then changes 

the harmonic bass to melodic intervals in measures 226-227. 

The b section starts with a change of register at measures 228 and ends at 

measure 231. Although the melody line is chromatic in this section, the outline of the 

Paganini's theme exists. For example, in measure 228 "a' is emphasized in the treble; 

'd' is also highlighted in the treble in the following measure; and 'g' appears in the bass 

at measure 230; and 'c' is found in the bass in the next measure. 
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a tempo 

Fig. 73. Muczynski's Desperate Measures (Paganini Variations) Op. -48. mm. 226-231 
D 1996 TTieodore Presscr Company. Used by Permission. 

In the closing phrase, the 'a* section returns, where alternating techniques are combined 

between augmentation and diminution in the melodic line accompanied by dotted 

eighths in the bass. In a variation that consists of fourteen measures. MuczvTiski 

compresses his creative output successfiilly. 

moito rit. a tempo 

lattacca) 

Fig. 74. Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm. 232-235 
© 1996 Theodore Presser Company. Used by Pennission. 
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Variation 12 

Variation 12 not only outlines the melodic line and harmonic progression of the 

Paganini theme but also recalls the rhythmic features. The sixteenth notes in the upper 

voice are accompanied by the bass presented earlier in variation 11. Muczynski adds 

detailed articulation in the bass, with slurs and staccato creating the required energy. He 

utilizes the seventh chords in measure 240 and 241 as te.xtural punctuation 

complimented by agogic accents before the "a" section returns again. 

VAR. 12 

Allegro «nergico 

Fig. 75. Muczynski's Desperate Measures (Paganini Variations) Op. 48. mm. 236-244 
S 1996 Theodore Presser Company. Used by Permission. 

The second 'a' section begins an octave higher with the bass decorated in sixteenth 

notes. As the phrase crescendo into an ascending scale, a slight slowing and a breath 

mark signals the on set of the b section, but in a new tempo, Mem mosso (allegretto). 
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Meno mosso (allegretto) 

Fig. 76. Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm. 245-248 
C 1996 Theodore Presser Company. Used by Pennission. 

Paganini harmonic progression is augmented in the b section from measures 246 to 253. 

For example, he inserts implied "a' triad in the bass at measures 246 to 249. an implied 

d' chord in measure 248. an implied 'g' chord in measure 250. and an implied "c" 

chord in measure 253. 

Meanwhile, the right hand outlines the 'a' to *d' harmonic progression combines 

with a modal scale (measures 246 - 249), and following the accelerando into bar 250. 

accompanies the 'g' to 'c' progression with a repeated figure based on the first five 

notes of the Paganini theme. This ingenious diminution appears in various 

transpositions in quick succession. 

.Allegro energico 

con forza j motto 

Fig. 77. Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm.249-253 
© 1996 Theodore Presser Company. Used by Permission. 
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Muczynski utilizes rhythmic variety to the fullest when he inserts an ascending 

overlapping scale in thirty-second notes at measures 254 and 255. Then the texture 

thickens as the bass articulates broken octaves accompanied by a sjoicopated outline Sf 

the Paganini theme in chords in the treble voice in measures 256 to 259. For fourteen 

measures, Muczynski has manipulated the b section of Paganini's harmonic progression 

using a variety of tools. 

moitfli 
can ono 

Fig. 78. Muczynski's Desperate Measures (Paganini Variations) Op 48. mm. 254-256 
C 1996 Theodore Presser Company. Used by Permission. 

From measure 260, he retards the momentiun of this section using fiagments of the 

o r i g i n a l  t h e m e  o v e r  t h e  a c c o m p a n i m e n t  u s e d  i n  V a r i a t i o n  I I .  

sempre ritardando 

Fig. 79.Muczynski's Desperate Measures (Paganini Variations) Op. 48, mm.261 - 265 
S 1996 Theodore Presser Company. Used by Permission. 

The last six measures of the variation are divided into three parts. In measures 

266, Allegro subito, fragments of the original theme ascend towards the octaves at 

Allargando. The texture thickens with seventh chords in the bass and with the octaves 

in the treble outlining GMm? in the high register. Finally, at meno mosso, a fragment of 

the original theme appears in a modal scale in unison in the lower register, resolving to 
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octave tonic 'a'. This is punctuated by amMM9 chord in the higher register, concluding 

the work with a bang. 

aliargando 
Allegro subito 

Sha... 
Tucson. June I9<W 

Fig. 79.Muczynski's Desperaie Measures (Paganini Variations) Op. 48, mm. 266-271 
S 1996 Theodore Presser Company. Used by Permission. 

COMPARISON .\ND CONCLUSION 

By the time Bentzon and Muczynski embarked on their variation sets, countless 

composers had tried their hand at the variation form with varying levels of success. In 

her work on Variation. Elaine Sisman'^' isolates seven variation types and techniques, 

some of which apply to the Paganini Varations by the two composers who are the 

subject of this study. 

I. Basso ostinato or ground bass variation. "The theme, a short bass line, 

repeats essentially unchanged in each variation, resulting in a continuous variation form 

(e.g.. Bach, Passacaglia in C minor for organ)." Obviously, Bentzon does not follow 

Elaine Sisman, Columbia University (Chaconne, Ground, Ostinato, Passacaglia, Strophic 
variations. Variation) The New Harvard Dictionary of Music, edited by Don Randel. 1986 President and 
Fellows of Harvard College. 902 - 907. 
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this structure; however, Muczynski outlines the general bass line with the basic 

harmony present in Paganini's variations. 

2. Constant - melody variation. ( earlier, 'cantusfirmus variation') "The 

theme's melody remains the same and, although usually retained in the highest voice, 

may move from voice to voice and be reharmonized as well. Neither composer utilizes 

this form. 

3. Constant - harmony variation. "The harmonic structure is fixed, although 

changes in mode and some substitutions in chords are possible." As the case in constant 

- melody variation, neither composer employs this technique. 

4. Melodic - outline variation. " The theme's melody is recognizable despite 

figuration, simplification, or rhythmic recasting. In a figured melodic - outline 

variation, the principal melodic notes of the theme appear within a highly elaborated 

melodic line.Simplified or rhythmically changed melodic-outline variation is usually 

unfigured, with a melodic outline similar to that of the theme. 

Bentzon takes this concept but treats it in a 20''' century idiom. He takes the 

principal melodic notes of the theme a and e and deliberately highlights or vaguely 

conceals the principal notes within the elaborate chromatic melodic lines and complex 

chords present in all of his sections. For example, he emphasizes perfect fifths on 'a' 

which implies the principal notes of the original theme. Also, he continues to 

experiment with fifths in conjunction with quartal and quintal chords and tritones. He 

also simplifies and rhythmically changes the contour of the melodic outline in variation 
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one, variation four, variation seven, and variation nine, but departs so far from the 

theme that obviously his work does not fit the description defined by Sisman. 

Muczynski conforms, to some extent, to melodic-outline variation. For 

example, the principal melodic notes of the theme appear within a highly elaborated 

melodic line in variation one; he simplifies the melodic-outline in variation seven; and 

he rhythmically changes the melodic-outline in variation two and nine. However, the 

original theme's melody is not recognizable in all of the variations, except in outline. 

5. Formal - outline variation. "Aspects of the theme's form and phrase 

structure remain constant in this predominantly 19* century type of variation. 

Nonetheless, phrase lengths may expand or contract within the general outline. 

Harmonies usually refer to the theme at the beginning and end of a variation." Bentzon 

abandons Paganini's form and phrase structure. Muczynski preserves the theme' form 

and phrase structure. This is evident in all of his variations. As in the Formal - outline 

variation, he expands and contracts the phrase lengths. Also, he normally prefers to 

outline Paganini's harmonic progressions at the beginning and/or end of his variations. 

Type No. 5 seems to suit Muczynski's work well. 

6. Fantasy variation. "In this product of the 19*** century, the variations only 

allude to the constructive elements, especially the structure and melody; the format may 

be sectional or 'developmental'. Sometimes the relationship is purely incidental, 

whereas at other times constructive elements of the theme come to the fore." 

Fantasy or fantasia is "An ingenious and imaginative instrumental composition, 

often characterized by distortion, exaggerations, and elusiveness resulting from its 



departure from current stylistic and structural norms." Bentzon's seems to be a 

fantasy variation with a sectional format. In Bentzon's variations; however, even the 

general outline of the theme is not preserved, thus leading listeners to seize on the 

elements of free improvisation. On the other hand, Muczynski's highly structured work 

has no place in this classification. 

7. Serial variation. Modifications of a serial theme (a twelve-tone row or some 

slightly longer or shorter configuration) in which figuration and accompaniment are 

derived from the row. Neither Bentzon's nor Muczynski's variations belong to this 

division. 

Each of these "constructive variation" types may govern an entire set, or the set 

may mix two or even more of them. Obviously, the Bentzon and Muczynski works do 

not employ the traditional ground bass variation technique. However, Muczynski seems 

to mix types 4 and 5 whereas Bentzon utlizes only type 6. 

Composers have sought to organize variation form into a musically coherent and 

convincing whole. To this end, they employ either technical manipulations of the 

theme's elements or large-scale formal procedures that may change the basic nature of 

the form.'" 

The title, Paganini — variationer for klaver, is the only evidence which reveals 

exactly what the variations are based on. Paganini's melody is never presented in his 

Fantasia. Arthur J. Ness, Da em en College. The New Harvard Dictionary ofMusic. 1986, the 
President and Fellows of Harvard College, pg. 299 - 301 

Elaine Sisman, Columbia University (Chaconne, Ground, Ostinato, Passacaglia, Strophic 
variations. Variation) The New Harvard Dictionary of Music edited ly Don Randel. 1986 President and 
Fellows of Harvard College. 902-907. 
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work. Bentzon suggests certain characteristics of the Paganini theme. Only the 

principal notes a and e resur&ce in his variations. Moreover, rhythmic pattern from 

Paganini's theme is suggested. His harmonic progressions are nontraditional; however, 

he suggests Paganini's harmonic progression in Variation 1 in measures 7 and 8. 

Bentzon clearly concludes in the tonic 'a' in Variation 9. The accelerated harmonic 

rhythm from Paganini's theme is suggested also. Bentzon utilizes the aspects of binary 

form in Variation 1 and 9 (two-part form). Variations 2, 3,4, 5, 6, 7, and 8 have phrases 

of different lengths and they do not have repeats. 

Variations 1, 2, 3, and 4 contain 15 to 18 measures long. The length doubles in 

Variations 5, 7, 8 and 9. However, Variation 6 contains 50 measures of music. Perhaps 

with a much slower movement, variation 6 is used as a moment of repose. 

Bentzon utilizes dynamics mostly to separate phrases and to add contrasts. In 

general, most of the Variations begin piano and end with forte. Texture also plays an 

important role in conjunction with dynamics; as texture becomes dense, dynamic is 

raised to fortissimo. Overall, the majority of the variations utilize extreme registers 

with few exceptions; Variation "i, 6,1 and 9 utilize middle register and Variation 4 uses 

higher register. 

Note values seem very controlled in each Variation. Variations 1 through 5, the 

use of note values increase from half notes to 64ths. Then, in Variation 6, the 

momentum reestablishes to quarter, half, and whole notes. Variation 7 utilizes triplets 
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to initiate rhythmic movement. In Variation 9, Bentzon returns back to whole notes. 

Meters and tempo markings were utilized less. 

References to Paganini's theme, textures, dynamics, register, and note values 

seem to contrast and unify Bentzon's set and the overall structure may appear as 

follows: A (Variations 1- 4), B (Variations 5 - 6), C (Variations 7 - 9). 

The tension in Variations 1, 2, and 3 build towards Variation 4 which exploits 

extreme registers and concludes with dense texture accompanied by dotted rhythm. 

Variation 5 utilizes sparse texture with passive homophonic passages. The note values 

decrease more in Variation 6 with whole, half, and quarter notes. Variations 5 and 6 

function as a slow movement. Since Variation 6 is the longest, it compensates the length 

of the B section. Variation 7 utilizes triplets to progress the C Section employing 

extreme registers and diverse textures. Variation 8 evens out the triplets to eighth notes 

supported by sparse textures. Four measures of tied notes at the end of Variation 8 

prepare for Variation 9. The note values in C Section decreases as textures become 

bare. 

On the other hand, Muczynski skillfully writes in a traditional form but utilizes 

twentieth century idioms. He retains Paganini's melody in the Theme. Variations 1 

through 12 out lines Paganini's melody and harmony. Melodies are both consonant and 

dissonant. Mucynski's treatment of the conventional triad is fascinating. He adds 

sevenths and ninths chords which complement the melodic line. Rhythmic treatments 

are of greatest interest in this work. He utilizes change in meters, agogic accents, 

complex meters and makes use of the traditional markings such as ritardando and 
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accelerando. Another traditional approach is the introduction of dance rhythms, the 

Tango and the Slow Waltz. Texture is utilized also to differentiate the variation and to 

clarify division between the phrases. In general, Muczynski remains faithful to the 

binary form. 

Both composers, themselves concert pianists, wrote fascinating works which 

challenge the performer. Both compositions however, lie well under the hand, although 

some of Bentzon's large sonorities need to be rolled by pianists with small spans. Both 

composers write leaps and difficult rhythmic passages. While Muczynski's more 

traditional approach makes his variations initially more readable, neither set, ironically, 

requires Paganini's pyrotechnical wizardry. 

The IP"* century produced a pair of Paganini variation sets for solo piano by 

pianist-composers, Brahms and Liszt. Both these composers brought a unique approach 

to the treatment of this theme. In a strange twist of compositional fancy, Liszt, the 

master of the paraphrase, approached the original piece more from the transcriber's 

standpoint, albeit adding his own fireworks, while Brahms, the great classicist, took the 

theme on a personal journey. 

Similarly, in 20''' century composers, Niels Viggo Bentzon and Robert 

Muczynski have added fresh new approaches to the immortal theme. Bentzon is the 

only composer among all those mentioned earlier to approach the Paganini theme as a 

fantasia, and to conceal the relationship of his variations to the original within a forest 

of accidentals and complex polychords. Muczynski on the other hand has written a 

brilliant and grateful variation set with many ingenious, contemporary riffs utilizing 
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traditional technique and compositional crafl. These 'disparate measures' of two 20''' 

century pianist-composers are well worth study eind performance. 

Undoubtedly, Paganini could never have foreseen this long series of treatments 

of his theme when he composed op. 1 in his youth. Rarely has any other theme received 

as much attention in so many performing media throughout the nineteenth and twentieth 

centuries. Seemingly inexhaustible, this theme will perhaps arouse further interest in 

generations to come. 
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APPENDIX A 

MUSIC PUBUSHERS SINCE 1783 

March 23, 2000 

FGyono Bemier 
738 Edst Adams Street 
Tucson, AZ 85719 

Dear Mr. Bemien 

This letter will serve as your permission to include from DESPERATE MEASURES 
(#410-41307) by Muczynski, 30 excerpts, 4-12 measures in length, in your doctoral 
dissertation, as detailed in your e-mail request of March 6,2000. 

Our only requirement for this permission is the inclusion of the following credit line 
with the excerpts: 

This permission is granted with the understanding that no commercial use whatsoever 
shall be made of your dissertation. Commercial use would require additional clearance 
and the pavement of the appropriate fees. 

Wc do, ho'.vcvcr, grant pcrxnissicn to Unsvcrsitj- Microfilins tc make single copies of 
your dissertation on a demand basis. 

We thank you for your interest in our publications. 

FROM: DESPARATE MEASURES (PAGANINI VARIATIONS) 
© 1996 Theodore Presser Company 

Used By Permission 

President 

/bdr 
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APPENDIX A 

Subject: SV: SV: Copy Rights 
Date; Wed, 1 Mar 2000 14:28:12 +0100 

From: Kristiansen Mikael <ink@ewlLdk> 
To: "'kiyono@earthlink.net"' <kiyono@earthlink.net> 

Dear Kiyono Bemier, 
I'm sorry about the delay. 

I understand you just want to use some excerpts of the piece for studying purposes (in 
the dissertation, of course), and you can do that for free. If your dissertation is published 
somehow, or any excerpts from it using parts of Mr. Bentzons piano-piece, we would 
very much appriciate a copy of the publication. 

Please print in connection with the excerpt(s) (small letters are fine!): 

Copyright © 1968 Edition Wilhelm Hansen AS, Copenhagen. All rights reserved. 
International copyright secured. Used by permission. 

Or, if you have many small excerpts, print as an acknowledgement something like: 

Excerpts from Pagan in i-variation by Niels Viggo Bentzon used by permission from the 
publisher. Copyright © 1968 Edition Wilhelm Hansen AS, Copenhagen. All rights 
reserved. International copyright secured. 

I hope that is what you need. SOrry again for the delay in answer. Feel free to come back 
if you have further questions... 

Best regards, 

Mikael Kristiansen 

EDITION WILHELM HANSEN AS, COPENHAGEN 
Bomholmsgade I, DK-1266 Kabenhavn K, Denmark 
Telephone: +45 33 11 78 88 - Teleftx: +45 33 14 81 78 
Homepage: www.ewh.dk 

mailto:kiyono@earthlink.net


APPENDIX A 

VIA E-MAIL: kiyono@earthlink.net 

April 19, 2000 

Ms. Kiyono Bemier 
University of Arizona 
kiyono@earthiink.net 

RE; 24 CAPRICES, Opus 1 (Paganini) [IMC #2292] 

Dear Ms. Bemier 

Thank you for your e-mail of today's date regarding the above referenced 
work. 

We regret that we must deny your request to include a photocopy, or any 
other form of reproduction, of the music, in part or in whole, of the above work 
in your dissertation. 

We must also deny permission for you to include a photocopy, or any other 
form of reproduction, of the portrait of Paganini printed in the IMC edition 
#2292 of the above work. 

Thank you for your interest. 

Sincerely, 

Beebe Boume 

BB/]s 



APPENDIX B 

Paganini - Variationer for klaver 
Neils Viggo Bentzon 
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Features Variation 1 Variation 2 Variation 3 

Measures: 1-16 17-32 33-47 

Length: [16] [16] [15] 

Note Values: Q+H H+E H+E+S 

Dynamics: Mf mpcCxff Ppsub.< 

Form: a 1-8 
b 9-16 

a 17-20 
b 21-24 
c 25-29 
closing 30-32 

a 33-36 
b 37-41 
c 42-47 

Texture: 
Registration: 

chordal 
ext. range 

chordal 
ext. range 

linear 
middle reg. 

Features Variation 4 Variation 5 Variation 6 

Measures: 
Length: 

48 -65 
[18] 

66-97 
[32] 

98-147 
[50] 

Note Values: T+DSh- H+Q E+32iTri+64+H (^H+W 

Dynamics: 

Form: a 48-52 
b 53-564 
c 564-65 

fr/p< 

a 66-72, 
b 72,-81 
c 82-933 
d 933 - 98, 

flfe/pp<m Cp.esp.< 
<mf 
a 98-104 
b 104-109 
c 110-117 
d 117-122 

fFmpopp 

e 122-128 
f 128-132 

g 132- 139 
h 140- 147 

Texture: linear linear chordal 

Registration: higher reg. ext. range middle reg. 

0 Quarter Notes Tri Triplet 
H HalfNotes 32A-ri Thirty-second Triplets 
E Eighth Notes 64 Sixty-fourths 
S Sixteenth Notes Chordal: homophonic/poly Ext: extreme register 
T Thirty-second Notes Linear: thin texture Higher: treble register 
D Dotted Middle reg. of the keyboard 
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Paganini - Variationer for klaver 
Neils Viggo Bentzon 

Features Variation 7 Variation 8 Variation 9 

Measures: 148-181 182-215 216-252 

Length: [34] [34] 137] 

Note Value Tri+H+W+Q+E W+E+H+Q W+E+H 

Dynamics: mCsub.< pp<mf /pp/Cp mp<ff 
pp sub fT mp/mfe 

Form; a 148 -151 e 163-165 a 182-186 a 216-234 
b 152 -155 f 166-1692 b 186, - 194, b 235-252 
c 155 - 160 g 1693- 178, c 194,-201 
d 160 -163 h 178,-182 d 201-203, 
A 148 - 159 e 203,-207 
B 160 - 169 f 208-211, 
C 169 - 182 g 2II3-215 

Texture: linear linear chordal 

Registeration: middle reg. ext. reg. middle reg. 

0 Quarter Notes Tri Triplet 
H HalfNotes 32n'ri Thirty-second Triplets 
E Eighth Notes 64 Sixty-fourths 
S Sixteenth Notes Chordal: homophonic/poly Ext: extreme register 
T Thirty-second Notes Linear thin texture Higher: treble register 
D Dotted Middle reg. of the keyboard 
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APPENDIX C 

Desperate Measures (Paganini Variation)for piano 
Robert Muczynski 

Study Theme Var 1 Var2 Var 3 

Meas: 

Length: 

Tempo: 

Dyn: 

Form: 

Texture: 

Register: 

1-12 

t«21 

Allegro ma 
non troppo 

f> 

a b 
11:1-4:11:5-12:1 

linear 

high reg. 

3-44 

[32] 

45-58 

[14] 

59 -68 

[10] 

Allegro moderato Poco piu mosso LMstesso tempo 

f/sub. p/cresc7f 
p/Cp/mC<f7p 

a 13-20 
a' 21-28 
b 29-36 
b' 37-44 

linear 

middle & high 

f<mfof< 

a 45-48 
a' 49-52 
b 11:53-58:1 

linear 

middle 

mf<fi>p 

a ||:59-60:| 
b 11:61-68: 

linear & chordal 

middle & high 

Study Var 4 Var 5 Var 6 

Meas: 69-92 93 -109 110-133 

Length: [24] [17] [24] 

Tempo: Scherzando Andante Allegro ma 
tranquillo non troppo 

Dyn: fi'p<mfi'C>p p/mfi'p/pp f<mf<P> 
sub.f^p sub.mfomf omC^p 

Form: a 69-72 a 93-96 a 110-116 
a' 73-76 a' 97-100 a 117-125 
b 77-84 b 101-104 b ||:126-I33:| 
b' 85-92 a+b 105-109 

Texture: linear & chordal linear linear & chordal 

Register: ext. range low & middle ext. range 
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Desperate Measures (Paganini Variation) for piano 
Robert Muczynski 

Study Var7 Var 8 Var 9 

Meas: 134-149 150-174 175-192 

Length: [16] [25] [18] 

Tempo: Allegretto Tango 
(moderato) 

Slow 
waltz tempo 

Dyn: mCp<mf<f 
mCcresc/P>p 

f<mf<f<piu f 
p/f>pp 

p<p<mf> 
of7p 

Form: a 134-137 
a 138-141 
b 11:142-149:11 

a 150-153 
a' 153-157 
b 158-164 
b' 165-171 
coda 172-174 

a 175-181 
b182-185 
b'186-189 
a'189-192 

Texture: linear & chordal linear & chordal linear & chordal 

Register: middle & high ext. range ext. range 

Study Var 10 Var 11 Var 12 

Meas: 193 -221 222-235 236-271 

Length: [28] [14] [36] 

Tempo: Andante e 
Sempre accelerando 

Andante Allegro energico 

Dyn: p/mfcresc.f<ff popp f<p<f<fP>p 
f<ff<sfr 

Form: a 193-200 a 222-225 a 236-241 
a' 201-208 
b 11:209-220:11221 

a' 226-227 
b 228-231 
a" 232-235 

a' 242-245 
b 246-253 
b' 254-259 
a" 260-265 
a'" 266-271 

Texture: Thick chordal & linear linear linear 

Register: ext. range middle & high ext. range 



Svend Ravnkilde 

Fra: 
Sendt: 
Til: 
Emns: 

Svend RavnKilde (sr@mic.dk] 
n.februar 200013:06 
'kiyono@earthlink.nel' 
Niels Viggo Bentzon 

Dear Ms Bernier, 

The address is 

Niels Viggo Bentzon 
Egernvej 39 
DK-2000 Frederiksberg 

In all fairness I have to warn you that maybe no answer will be forthcoming, or if so; only after some time or via 
someone else. Mr Bentzon is past 80 and not always in the best of health and so cannot be expected to fully engage 
in correspondance, not even about his own works. 

It goes without saying that we are very happy to learn that Danish music is being studied and presented in your part of 
the world, so very far from here. 

Sincerely yours, 
SVEND RAVNKILDE 

Svend Ravnkilde (Mr) 
Consultant/Librarian 
Dansk Musik Informations Center (MIC) 
Danish Music Information Centre 
GraabroedreTorv i6 ''' DK-ii54 Copenhagen K''' Denmark 
Phone: +45 33 n 20 66 Fax: +45 33 32 20 16 
e-mail: sr@mic.dk 
MIC homepage: http://ww\v.mic.dk 

mailto:sr@mic.dk
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