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Max Reger’s music is not widely known and performdis music is often
thought of as dense, highly chromatic, and hamtigest. Thel'elemann Variationsffer
a different view of this highly prolific composevho was regarded as the most important
composer next to Richard Strauss in early twentetitury Germany. The theme, a
minuet in binary form, is taken from Telemaniafelmusik in B-flat MajarThe
variations exhibit a transparent texture, regulaapes, and formal balance.

There is a fair amount of literature about the éifel music of Reger, much of it
written in German. However, thieelemann Variationthemselves have not been subject
to many scholarly writings. Chapter One of thisutoent provides an introduction to the
subject matter and addresses the techniques usttkfmusical analysis. Chapter Two
features biographical information on the compo$he third chapter examines Reger’s
performance style at the piano. There are numearewspaper reviews, witness reports,
and letters describing his pianism. The focus & $kudy lies on relevant passages from
German newspaper reviews that haven’t been publishEnglish. Conclusions from
these reviews offer valuable insight into Reger&sm and musical conception, which
is helpful in understanding and performing this kv@hapter Four includes an



introduction to th&elemann Variationsas well as a musical analysis of each variation
and a discussion of differences among edition$ydieg suggestions for a new
performance edition. The musical analysis focusethe relationship of each variation to
the theme with particular emphasis on form, harmang melody. The understanding of
the relationship of each variation to the theme, thierefore also to the other variations,
is important in creating a coherent performancehisf huge variation set. Chapter Five
offers a summation and a conclusion. The appenchcasgle a list of Reger’s personal
piano performance repertoire, piano compositiond,@ano roll recordings.
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Chapter |
Introduction

Max Reger (1873-1916) was one of the most contsi@keand influential musical
personalities in Germany at the beginning of thertreth century. Although he is mostly
remembered as composer, he was equally well knbemas keyboard artist, conductor,
and pedagogue. Reger was a highly prolific compdsaving well over one thousand
compositions. He wrote in every genre except opera. HowevegytdRieger is known
mostly for his organ compositions.

Although Reger is a composer from the late romgieod, his compositions
were often subjected to harsh criticism due tortim@dernism. On the other hand, he was
held in high esteem by many of his contemporaaspecially for his progressive traits.
In fact, Reger was more frequently featured onctirecert programs of théerein fur
musikalische Privatauffihrungehat was founded by Arnold Schdnberg than anyrothe
composef. However, his works started to disappear from cdsaeght after his death,
even though he had been considered the most inmp@&rman composer besides
Richard Strauss later in his career. This is paltig to the stereotype that Reger’'s works
are very complex, highly chromatic, dense, and badigest. Whereas these
characteristics are true for some of Reger’s comipas, there are many facets to his

output. TheTelemann VariationgOp.134 provide a good example for that part sf hi

! There are 146 opus numbers, several of which ontanerous individual works. Additionally,
he left many unpublished works and arrangements.

2 Helmut BraussiMax Reger's Music for Solo Piar{f@dmonton: University of Alberta Press
1994), 2.



later compositional style, which exhibits neocleabtraits such as balance, simple
textures, and formal clarity.

The Max-Reger-Institdthas been avid in promoting Reger and has browgtit f
a substantial amount of research. However, themdask of in-depth writing about
Reger’s piano works, especially in the English &peaworld.

The present study of Regeffglemann VariationgOp.134 is divided into five
chapters. Chapter One provides an introductiohéastibject matter. It contains brief
reviews of two dissertations and one book that déhl theTelemann Variationgr more
or less detail and discusses the importance obthidy as related to these earlier writings
and the general research on Reger.

Chapter Two offers biographical information on twenposer, including musical
influences. There are numerous writings aboutiteef Max Reger. Therefore, the
purpose of this chapter is to introduce the comipasd to serve as reference for further
reading.

Reger’s scores usually exhibit great detail witlparel to expression markings. He
was concerned about promoting a certain way ofpnééing his works throughout his
life. There are no sound recordings of Reger playiis own piano musitlt is unlikely
that a rendition of one of Reger’s works will beaetty the way he wanted it to be, even
if the performer follows every detail in the scoreelieve that it is important to try to

understand Reger’s way of playing the piano toetktent that this is possible, in order to

% The Max Reger Institut/Elsa-Reger-Stiftung wasniied by Reger’s wife Elsa on October 25,
1947.

* Reger recorded several of his smaller pieceshfoi¥elte-Mignon reproducing piano. However,
it is uncertain how accurately these recordingecethe subtleties of his performances. See fdaet@6.



create a satisfying interpretation of his workse&though Reger did not play the
Telemann Variations concert, his renditions of other works providguable insights
into his personality as performer. There are nunegyewitness accounts of his playing.
However, most of these were written by close freeadd supporters and tend to be very
subjective. Only some of them are translated afdighed in English. Chapter Three
offers translations of several newspaper reviewRegfer's performances as well as
translations from other relevant German sourceshtinge not been published in English.
From these reviews, a picture of Reger’s pianstte emerges. The characteristics of
this style are similar in the accounts of his fderand supporters, even though they often
present them in a better light.

Chapter Four offers a formal analysis of Tredemann VariationsThe difficulty
in the performance of variation works is their eplie character. | believe that it is
important to understand how the variations relatéhé theme as well as to each other in
order to avoid a fragmented interpretation. Thdymmafocuses on the formal, harmonic,
motivic, and melodic relationships of each variatio the theme. Additionally, this
chapter provides a discussion of the differencésdrn the various editions and offers
additional editorial suggestions by the investigato

The final chapter provides a summary and concludengarks. The Appendices
offer lists of Reger’s personal piano performareggertoire, compositions for piano solo,
and piano roll recordings.

The bibliography at the end of this document presidn overview of the

numerous writings about Reger. Amongst them arg thmée major works that discuss



theTelemann Variationg1 more or less detail. The first of these is Jeetta Holliman’s
1975 dissertation entitled “A Stylistic Study of MReger’'s Solo Piano Variations and
Fugues on Themes by Johann Sebastian Bach and Bleidligp Telemann>Hollimann
provides a detailed analysis of these variationkeaising Jan LaRueGuidelines for
Style Analysié This approach examines the music for five elememtsvth, harmony,
melody, rhythm, and sound. Holliman also offer@mparison of the two works based
on these elements. This approach to analysis iskbd and interesting, but it is mostly
geared toward the music theorist and not the padorFor example, Holliman only
discusses a few of the variations based on howntledic material of the theme is used.
In my opinion it is necessary for a successful@anfince to understand how every
variation is related to the theme motivically andlodically. There has also been new
research on Reger’s music and Tedemann Variationsince 1975. Holliman points out
the differences between Reger’'s harmonization aldnfann’s original version. We
know now that Reger did not base the theme on Talem original score, but took it out
of Riemann’sAnleitung zum GenerallpsSpielen’ which provides only the melody and a
figured bass. Reger follows Riemann’s harmonization

The second work is Maria Hinrichs Kranz’s 1985 doak document entitled
“Max Reger: Piano Variations on Themes of Bach,tBeeen, Telemann®This

document provides an interesting, yet short, sumroBReger’s stylistic development.

® Jamesettadolliman, “A Stylistic Study of Max Reger’s Solod®io Variations and
Fugues on Themes by Johann Sebastian Bach and Blitipp Telemann” (Ph.D. Diss., New York
University, 1975).

® Jan LaRueGuidelines for Style Analys{slew York: W.W. Norton, 1970).

" Hugo RiemannAnleitung zum GeneralfsSpielen 5th ed. (Berlin: Max Heffes Verlag, 1917).

8 Maria Hinrichs Kranz, “Max Reger: Piano Variatioms Themes of Bach, Beethoven,
Telemann.” (DMA doc., American Conservatory of Mysi985).



Nevertheless, her discussion of the variation walssiperficial and frequently contains
mistakes. Therefore, this document is not use@fasance for the present study.

Helmut Brauss’s booMax Reger’s Music for Solo Piahoffers a valuable
overview of the solo piano works of Reger and tkgjlistic development. The
discussion of th@elemann Variationss fairly short due to the scope of the book, it
provides valuable information on the piano work&efer.

The present study attempts to present up-to-dédemation on Reger and the
Telemann VariationsThe analysis, including the discussion of théedént editions and
the investigator’s own editorial suggestions, iargd towards the performer. The
translations in Chapter Three, of material whict peeviously been available only in the

original German, provide valuable insight into Regeianistic style.

° Helmut BraussiMax Reger's Music for Solo Piar{f&@dmonton: University of Alberta Press
1994).



Chapter lI
Biographical Information

Johann Baptist Joseph Maximilian Reger was borWarch 19, 1873, in a small
village called Brand, which is located in the Falbebirge (a mountain range in
northeastern Bavaria). At the age of 2 his famityved to Weiden, a small town in the
nearby Oberpfalz (Upper Palatinate, Bavaria), wiisenother gave him piano lessons
and his father provided him with elementary indfiarcin violin and cello. His father
was a school teacher who also played the orgas,diasnet and oboe. He was the
author of a well-regarded textbook on harmony al anel undoubtedly influenced the
young Reger in these field$

At the age of eleven, Reger began studies withl#atalindner, who had a great
reputation as pedagogue, pianist, and organisterd&. During the following five
years, Reger’s future career as musician startestdtve. In addition to studying the
piano and organ, he showed great talent in impatiais, and at the age of sixteen wrote
his first major compositionQuverture in B-mingrunpublished}’ Lindner sent the score
of the overture to Hugo Riemann, who was a pronti@rman musicologist. Riemann’s
reply was not as enthusiastic as Lindner was hgopaaghe showed interest in Reger and
sent him a book about composition by A.B. Marx higlownKontrapunkt™? These
books, together with suggestions about melody and,fprompted Reger to compose

prolifically, and it can be said that his futuree= as composer was formed during these

2 Guido BagierMax Regel(Stuttgart: Deutsche Verlags-Anstalt, 1923), 28.
1 Eberhard OttoMax Reger: Sinnbild einer Epocki@/iesbaden: Breitkopf & Hartel, 1957), 14.
121

ibid, 15.



years. In 1888, he saw WagneDge Meistersinger von Nurnbe@ndParsifal in
Bayreuth'® Even though Wagner’s influence on Reger's musitaieed limited, he
admired the contrapuntal writing and increasingdyted to incorporate chromaticism
into his improvisations and compositions.

Reger began his studies with Riemann at the Coas®vin Sondershausen at
the beginning of April, 1890. Riemann was a stradgocate of the music of Bach,
Beethoven, and Brahms, and he became a major meciuen his student. Reger followed
in the footsteps of the great masters in writingadlite music, in contrast to the
programmatic music of Richard Strauss, who wa®ther important German composer
at the beginning of the twentieth century. In thk &f the same year, Reger followed
Riemann to the Fuchs’sche Konservatorium in Wiesh&tDuring his time in
Wiesbaden, Reger intensified his piano studiespdengbd theHandel Variationsoy
Brahms in a jury as early as 189He also started to become increasingly intereisted
chamber music. His first published works focus oat genre'®

After Riemann left Wiesbaden for Leipzig in thel fafl 1895, Reger was
employed by the conservatory as its teacher foiaribeory. During the 1890’s, he
became increasingly drawn to alcohol and nicotamel, he often had to fight

depressiort! Reger became more and more critical of Riemanrhathusical ideology.

'3 Brauss, 10.

14 John Williamson, “Reger, Max@Grove Music Onlinged. L. Macy (Accessed 15 March 2007),
<http://www.grovemusic.com>

* Otto, 19.

16 Among his early opuses are tBenata for Violin and Piano in D Minp©Op.1, thePiano Trio in
B Minor, Op.2, theSonata for Violin and Piano in D Majp©p.3, and th&onata for Cello and Piano in F
Minor, Op.5.

" Brauss, 12.



This eventually led to an increasing alienatiomfrois mentor. Also, Reger tried to
distance himself from the ‘Brahmsian’ influencesis works'® During that time, Reger
also established important professional friendsHgrsexample with the organist Karl
Straube, the pianist-composers Eugene d’Albertrarduccio Busoni, and Richard
Strauss.

Reger returned to Weiden in 1898, following finadifficulties and other
problems such as excessive alcohol consumptibuiring the following three years in
Weiden, Reger was not subjected to many culturdlnansical influences. The quiet life
apart from the big cities gave him the opportutityecuperate, and hence a copious
number of new compositions stems from these y#asss hard for Reger to stay in
touch with the professional world while he was ieidén. Therefore, he moved with his
parents and his sister to Munich in 1901. At theé en1902, Reger married Elsa von
Bercken, formerly von BagensH.

Reger established himself as pianist and chambsicran during his Munich
years, but his compositions were often receivetl Warsh criticism. He often felt
attacked and misunderstood by critics. He remaakealit reviews of hitntroduction,
Passacaglia and Fugu®p.127 for organ that he didn’t understand hosvdthtics could
dare to give a definite judgment after a singlerimggof such a complicated wofk He

often fought against his critics through his musior example, th¥iolin Sonata No.4 in

'8 Otto, 20.

19 Bagier, 54.

2 Helmut Niemann, “Max Reger in Miinchen,”itax Reger, Zum 50.Todestag am 11. Mai 1966
Verdffentlichungen des Max-Reger-Instituts Elsa-&e§tiftung Bonn, Heft IV, ed. Ottmar Schreiber and
Gerd Sievers (Bonn: Ferd. Dummlers Verlag, 1966.8.

ZLwilli Jinkertz, Mit Reger an zwei Flugel(Dusseldorf: Die Faehre, 1951), 32.



C Major, Op.72 features the motives “Schafe” and “Affe” e tbass (in German, “s”
stands for the note E-flat and “h” for B, thereftine notes spell “sheep” and “apé?).
The growing number of critics who attacked Regersk is an indication of Reger’s
increasing popularity, and he also started to l@as®ong group of supporters. A few
days after a concert of tl&nfonietta in A-MajorOp.90 in 1906, his followers organized
a “Katzenmusik” (caterwauling) in front of the homithe critic Dr. Rudolf Louis, who
had published a negative review in the “Miinchnendéten Nachrichterf® In 1905,
Reger accepted a position in organ and composatidimne music academy in Munich. At
the same time, he accepted his first appointmeabvaductor, an activity that became
increasingly important to him. Reger resigned fribie position at the academy only one
year later, but he started to become frequentlaged for concerts in Germany and
abroad, such as in the Netherlands and St. Petgrdbiokofiev withessed a performance
of theSerenadeOp.95, which may have had an influence on theldgwment of the
younger Russian composer’s neo-classical $fyle.

Reger accepted a position as composition teachibe @ionservatory in Leipzig in
March, 1907. During the Leipzig years, his outgatted to focus on larger instrumental
and vocal form$? The orchestraVariations and Fugue on a theme by Hillé&p.100
from 1907 feature clear structures and other nassatal traits. Their compositional
style, which lacks much of the contrapuntal writthgt is so typical for Reger, is

common in several of Reger’s late works such a3 #emann Variation$p.134. The

*2ibid, 33.

% Otto, 40.

24 John Williamson, “Reger, Max@Grove Music Onlinged. L. Macy (Accessed 21 March 2007),
<http://www.grovemusic.com>

* Brauss, 18.
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creation of the first festival dedicated solelyReger’'s music, in Dortmund in May of
1910, indicates an increasing recognition of Regea major German compo$éHe
also received honorary doctorates from the unitiessin Jena and Berlin. During this
time Reger wrote his only piano concerto, which ywasniered by the pianist Frieda
Kwast-Hodapp on December 15, 1910, in@ewandhauin Leipzig?’

In December of 1911, Reger accepted a positiomrastdr of the orchestra of the
ducal court of Saxe-MeininggMeininger Hofkapellg which had gained a great
reputation under his predecessors Hans von Bulasharl Strauss, and Fritz
Steinbactf® He continued to teach in Leipzig one day per wéeking the following
three years, Reger had very successful concen toitin the orchestra during the winter
seasons and used his summer vacations for congosiine stressful concert life during
these years, together with the weekly train ridelseipzig, led to a breakdown in
February 1914, which forced him to quit his positio Meininger?® Reger devoted little
time to his recovery and almost immediately stattecompose prolifically. The
Variationen und Fuge Uber ein Thema von Mozay.132 were a significant step toward
the development of thEelemann Variations/Nhereas the theme of thiller Variations
is broken down into little units and manipulatedrarious subjective ways, Reger retains
the structure of the theme throughout bhezart Variations despite harmonic and
contrapuntal modifications. Reger said that he et create a work that is “full of

grace, without all earthly heaviness, totally puvaghout any outbursts” (voller Grazie,

% Bagier, 92.

' Otto, 48.

8 John Williamson, “Reger, Max@Grove Music Onlinged. L. Macy (Accessed 18 March 2007),
<http://www.grovemusic.com>

* Brauss, 19.
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ohne alle Erdenschwere, ganz rein, ohne irgendweleisbriiche¥’ The growing
tendency towards transparency, less contrapuntaitgieand clearer formal structure can
be observed in other works of that time as welthsas the Op.131 chamber works for
various string instruments.

With the outbreak of World War I, Reger wanted wport his motherland and
join the military. However, his short-sightednessd®a him unusable at the front, and he
was only employed for a short time during the sumoafié.914 as writer in a “draft
board” (Musterungskommissiofd Needless to say, Reger didn’t compose or coneertiz
during that time. However, he wrote thelemann Variationalmost immediately after
his release from the army. This set of variati@ihe only composition for piano from
the Meiningen years (with the exception of a varsar two pianos of th&lozart
Variationg and his last major composition for solo pianospite his success with the
Hofkapelle, Reger encountered growing resistand@aimingen and eventually moved to
Jena in March of 1915. He was hopeful of the insgienvironment of this university
town and started to talk about “the beginning effitee Jena Style’®* During the
following year, Reger continued to concertize, keicLeipzig, and travel, despite
growing depressioft. It was during one of his weekly trips to Leipzigt Reger died on

May 11, 1916, probably because of a heart attack.

¥ Otto, 61.

31 Bagier, 277Preludes and Fugues for Solo Vigli@p.131aThree Duos (Canons and Fugues)
for Two Violing Op.131b(‘im alten Stil"), Three Suites for Cell®p.131c, and hree Suites for Viola
Op.131d.

%2 Otto, 63.

33 Max Reger Briefe an Karl StraubgVeroffentlichungen des Max-Reger-Instituts Elsa-
Reger—SstLﬁung Bonn, Heft X, ed. Susanne Popp (B&end. Dimmlers Verlag, 1973), 249.

Otto, 68.
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Chapter IlI
Max Reger as Pianist

Reger’s scores are known for their detailed indicest of phrasing and
expression. However, it is in the nature of thettemi score that it can’'t express the
various tone colors and subtle rhythmic and textafeections that the composer has in
mind. In order to come as close to the composeté&ntion as possible, it is helpful to
examine his performance style to whatever extastishpossible. Many composer-
pianists from the beginning of the twentieth ceptsuch as Bartok or Rachmaninoft,
recorded their works. They often deviated signiitbafrom the score. These recordings
enable the listener to gain at least some insigbtthe way the composers perceived
their music. The impression of the composer’s stfien helps the performer to better
understand the subtleties of the score and therédocreate a more successful
performance.

Reger did not leave sound recordings of his waakbpugh he did make player
piano rolls of several of his shorter pieé@slowever, there are numerous reminiscences,
letters, and newspaper reviews that describe higrg. The majority of the writings
about his performance style are by his pupilsnttie and wif€® Many of these sources

have been translated into English and are eastigsaible. However, most of these

% Reger recorded several of his smaller pieceshii¥elte-Mignon reproducing piano. However,
it is uncertain how accurately these recordinglecéthe subtleties of the performances such a$inhig
inflections, dynamics, and pedaling. It is also kimdwn to what extent the recordings were editedrwh
they were transferred to paper rolls. Nevertheld®sse recordings provide an interesting resounce o
Reger’s playing. They largely correspond with ttat$ of Reger’s playing as described in the regiekor
a list of Reger’s piano roll recordings, see Appemnd.

% Elsa RegenMein Leben mit und fiir Max Reggreipzig: Koehler und Amelang Verlag,

1930).
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accounts are highly subjective and tend to look glasrtcomings in Reger’s playing.
Newspaper reviews are subjective as well. Neveriselthey tend to be more critical and
often provide a better picture of a performancgeborg and Ottmar Schreiber published
a collection of newspaper reviews about Reger'sens’’ These have not been
published in English. Following are excerpts frdrage articles which are relevant for
the understanding of Reger’s performance stylaa@aptano and their translations.
Additionally, there is a translation of the relevaassage from Walter Niemann’s book
Meister des Klaviers: Die Pianisten der Gegenwand der letzten Vergangenh&itThe
entry about Reger in this book is similar in styléhe newspaper reviews. Following
these articles is a summary of the most importaitstof Reger’s performance style and
a conclusion on how these ought to affect one’s migrpretations. The basic
characteristics of Reger’s playing as presentd¢dase reviews are generally consistent

with other writings and with Reger’s piano roll cedings.

Basel, 3/3/1913 (concert)
Basler Nachrichten Nr.105, 1. Beilage, 3/5/1918i6w)

Wie dammernd weich der Komponist alles auf§efaben will, zeigte er deutlich
am Klavier, dem er ein wunderbares Halbdunkel abaimgnen versteht. Die
Zartheit der Auffassung trieb er im Vortrag Bachechugen, der immerhin ein
sehr interessanter Beitrag zu dem Konzert war, neghem Empfinden zu weit.
Die Fis-dur-Fuge z.B. verrat doch schon im Anfarg @hemas eine gewisse
Energie, und auch der leidenschaftliche AnstiedeinFis-moll (alles aus dem
ersten Teil des Wohltemperierten Klaviers) verlamgth meinem Gefuhl eine
gewisse Kraft. Aber eins erreicht Reger: unbedikdéeheit, die sonst auf dem
modernen Pianoforte fast nicht herauszubringenndteinzelne Stlicke, wie das,

3" Ingeborg Schreiber and Ottmar Schreilddax Reger in seinen Konzertarersffentlichungen
des Max-Reger-Instituts Elsa-Reger-Stiftung Boneft¥Il. (Bonn: Ferd. Diummlers Verlag, 1981).

3 Walter NiemannMeister des Klaviers: Die Pianisten der Gegenwand aer letzten
Vergangenhei(Berlin: Schuster und Loeffler, 1921).
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Schumanns Eusebius vorausnehmende Fis-dur-Préaluspietie er
unnachahmlich schon. G¥é hatte die Ruhe in der Wiedergabe der F-moll-Fuge,
eine Gr@e, die die immer hastenden Berufspianisten leidankje erreichen.
Wenn diese Fugen vortragen, verfallen sie aucleizaitlin einen lehrhaften Ton,
wahrend Reger das Mechanische der Fugenform vwadigtdiberwand und nur

den Gehalt suchte und fand... (Karl Nef, in SchreipeB39.)

The composer showed at the piano, from which herstood how to win a
wonderful semi-darkness, how dusky-softly he wanesrything to be conceived.
To my mind, he drove the delicateness of his catimen the performance of
Bach fugues, which at any rate were a very intergsontribution to the concert,
too far. After all, the F-sharp major fugue, fomexple, gives away a certain
energy already at the beginning of the theme, &sulthe passionate ascent in the
one in F-sharp minor (everything out of the firattpof the Well-tempered
Clavier) demands, | feel, a certain strength. Beg&t achieved one thing:
absolute clarity, which is otherwise almost impbksto bring out on the modern
pianoforte, and he played individual pieces, sigtha prelude in F-sharp Major,
which anticipates Schumann’s Eusebius, inimitaleguifully. The calmness in
the rendition of the F minor fugue had greatnessatgess which the always
hasty professional pianists unfortunately almosenachieve. If they perform
fugues, they resort all too easily to a lecture-li&ne, whereas Reger overcame
the mechanical aspects of the fugue form completelgt was only looking for
the substance, and found it.

Bonn, 4/28/1913
Kdlnische Zeitung Nr.498, Mittags-Ausgabe, 4/29/391

... Regers Bachspiel weicht nicht unerheblich voniddichen Art ab. Man darf
wohl sagen, daer die Frihromantik des G¥ésten der Giigen wie kein zweiter
begriffen hat. Auch besitzt sein Klavierspiel, oimirtuos besonders entwickelt zu
sein, doch einen pianistischen Vorzug in dem ulsevaufeinerten Anschlag. Man
mdochte sagen, @eReger alles, was die Fugen an innerstem Seelenlebe
offenbaren, zum Vorschein bringt, oft zwar mit $egéesch zartem Ausdruck, fla
das architektonische Skelett der Fuge dagegen kunitticRegers Bachauffassung
besitzt einen fast feministischen Zug, der einendf, einer Fis-moll-Fuge sehr
zustatten kam und die in Fis-dur mit Lieblichkdieig®. Es ligd sich denken,

daB zwei so verschiedene Individualitaten wie Reget Erau Elly Ney-
Hoogstraaten im Schbstiick, dem C-dur-Konzert fur zwei Klaviere, allexiare
bieten wirden als ein “siamesisches” Zusammendpiall Ney vertrat dem
zarten Reger gegenuber das mannliche Prinzip, @meh \Reger, der seine Stlicke
gern langsam anfangt, um sie im Verlauf zu bescifgn — &hnlich wie Saint-
Saéns -, manchmal die rhythmischen Zlgel schiéégnFrau Ney zog sie
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wieder straff. A@er im zweiten Satz, wo ganz Regers verharmte Atteroschte
und auch dem Spiel der Frau Ney die Trane entg{@tto Neitzel, in Schreiber,
p. 340.)

...Reger’s performances of Bach deviate not insigaiftly from the common
way. One must be allowed to say that he has uratetshe early Romanticism of
the greatest of the great. His piano playing atssspsses, even though it is not
very developed virtuosically, nevertheless a ptamedvantage in its exceedingly
sophisticated touch. One would like to say thatdRdagings to light everything
that the fugues reveal in their most inner livdshaugh often with such an
elegiac delicate expression that the architecgkaleton of the fugue comes
second. Reger’s conception of Bach possesses astdieminine trait, which

was well suited for the F-minor and F-sharp minagyues, and which poured
delightfulness over the one in F-sharp major. Orghtthink that two so

different individuals as Reger and Ms. Elly Ney-ldetvaaten would present
everything but a “Siamese” ensemble playing infth& piece, theConcerto in C
Major for two pianos. Mrs. Ney represents the mascymeciple in contrast to
the sensitive Reger, and when Reger, who likegginbhis pieces slowly in order
to accelerate over their courses - similar to S8a#ns - sometimes let the
rhythmical reins drag, Mrs. Ney pulled them tighain, except for the second
movement, where Reger’s careworn way dominatededytind also inspired
tears to flow from the playing of Mrs. Ney.

Berlin, 12/4/1913
Berliner Lokal-Anzeiger Nr.617, 12/5/1913

Als Solist im Brandenburgischen Konzert erbrachegé® mit der sehr
feinsinnigen Einfligung von Fillstimmen in seinemtBelege fur ein
kongeniales Bach-Verstandnis; sein weicher Ansciviaigdes weiteren
vortrefflich geeignet, den Klavierklang, soweit adaéglich ist, sozusagen
cembaloartig zu modifizieren. Nur scheint mirpdker Kunstler, wahrscheinlich
in Unkenntnis der akustischen Verhéltnisse des @erses, die Abdampfung
des Tones etwas Ubertrieb und damit die gesundgkeis der Bachschen
Linienfiuhrung manchmal gefahrdete. (Wilhelm KlaiteSchreiber, p. 356.)

Reger proved to have a congenial understandintghéomusic of Bach through

the very sensitive insertion of additional voicesis part as soloist in the
Brandenburg ConcertdHis soft touch was splendidly suited to modifg gound

of the piano towards the cembalo, as far as tipessible. It just seems to me that
the artist, probably in ignorance of the acoustizadditions of the opera house,
somewhat exaggerated the muting of the tone amdftire sometimes
jeopardized the healthy steadfastness of Bach'sajmumtal writing.
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Berlin, 12/4/1913
Vossische Zeitung Nr.618, 12/5/1913

Herr Dr. Reger gaselbst am Flugel. Er ist kein Pianist, sein Anaghivar
merkwtirdig diinn und entbehrte jeder Tragfahighefolgedessen wirkte das
Konzert matter, als es seinem frischen Inhalt rwitte der Fall sein missen...
(Franz von Hennig, in Schreiber, pp. 356-57.)

The great Dr. Reger himself sat at the grand pilieas no pianist, his touch was
strangely thin and was missing any weight-bearaqgacity. Consequently, the
recital seemed duller than it should have beer#ise according to its fresh
content.

Marburg, 11/17/1914
Oberhessische Zeitung Nr.272, 11/20/1914

Aus diesem Buche hatte sich Professor Reger dladfea und Fugen in C-Moll,
Fis-Moll, As-Dur und H-Dur zu eignem Vortrage ausgeht. Zollten wir dem
Komponisten am Fligel schon mehrfach als BegleerSolisten und Spender
eigner Lieder Bewunderung, so war es uns auchesenh Bachabend vergonnt,
seine reiche Gestaltungskraft aufs neue auf unewilassen zu kénnen. Jeder
grope Kunstler bringt als Interpret der Werke friheyéer iberhaupt anderer
Meister seine eigene Auffassung bei der Wiedergabe Ausdruck. Auch Reger
fesselte durch sein fein empfundenes Spiel. Erzgjidicht mit allerhand
Kunststicken — dazu ist ja auch diese Kompositiontrangetan — aber er taucht
tief hinein in seine Kunst und entlockt seinem Eligine Fille von
Empfindungen. Ob er im Praludium eine Farbenpraatfaltet oder dem Kanon
ernste Tone leiht, immer klingt eine Saite im Hdaret, die von der Echtheit und
Grope der Kunstler ein sicheres Zeugnis ablegt. Eseer Stunde kunstlerischer
Freude, in der man auch einmal seine kritischereNgédanken vergessen durfte.
— Nicht minder frischem Mitempfinden begegnete Sehnlvortrag des
Konzertes C-Moll mit seinen zwei belebenden Satdenen zwischengeflgt das
zarte Adagio erklingt. Auch die Ausfiihrung diesétzg mitRegerscher
Auffassungdildeten einen Hohepunkt in der Gesamtleistunddyekiinstler. (Elly
Ney-van Hoogstraaten) Das Zusammenspiel konnte faster abgetont, der
Inhalt nicht erschépfender vermittlet sein. Namiehtln dem im Schipsatz
gespielten, zum Teil in romantischen Bahnen wartigirKlangfreudigen
“Allegro con spirito” wipten die Kinstler tGber eine auch technisch tadellose
Wiedergabe hinaus mit schopferischem Erfolg dasikdlische herauszuheben.
(-m., in Schreiber, p. 367.)
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Professor Reger chose the preludes and fugueshaf@- minor, F-sharp minor,
A-flat major and B major from this book for his owerformance. We have
already often admired the composer at the gramibma accompanist of soloists
and contributor of his own songs. We also have lgganted the privilege on this
Bach evening to once again have his rich creatbveep have an effect on us.
Every great artist expresses his own conceptianutiir the performance, as
interpreter, of the works of earlier, or in genarhbther masters. Reger too had a
grip on us through his delicately sensitive playiHg does not shine with all
kinds of tricks — this composition is not suitafide that anyway — but he
immerses himself deeply into his art and coaxegatv of emotions out of his
piano. A string always sounds along in the listemdrich gives certain evidence
of the genuineness and greatness of an artistatiemnif he unfolds a blaze of
color in the prelude or lends the canon seriousgoh was an hour full of artistic
pleasure, in which one was also at times allowddrget one’s critical second
thoughts. The closing performance of @encerto in C Minowith its two
invigorating movements, inserted between whichddlecateAdagiois heard,
was met with no less fresh sympathy. The performafithese movements also
with “Regerian” conception constituted a high pamthe overall performance.
(Elly Ney-van Hoogstraaten) The ensemble playingai@t have been more
refined, nor the content conveyed more exhaustidyticularly in the way the
Allegro con spiritoof the final movement, which is partly strollingiomantic
paths and timbre friendly, was played, the arksi&sw how to bring out the
musical substance with creative success througina-the-less technically
immaculate rendition.

Kassel, 1/4/1915
Casseler Allgemeine Zeitung Nr.6, 1/6/1915

Vier Praludien und Fugen aus dem “Wohltemperiektiawvier” |0sten sich ab;

aus dem zweiten Bande die in C-Moll, Fis-Moll uns-Bur, aus dem ersten die
in Cis-Moll. In der Wahl der Tempi fit Reger vollstandig auf altklassischer
Anschauung, die einem Allegro nicht die heutige Bglichkeit zugesteht; in der
musikalischen Behandlung erkennen wir den modekf&ister, der in Bach
keineswegs eine Rechenmaschine, sondern eine igbermdn wechselndem
Empfinden beeinflgte Personlichkeit erblickt. Sein Anschlag ist einer
bezaubernden Zartheit fahig; der scharfen Prageadhiematischen Gehaltes, der
klar beherrschten Kontrapunktik steht manches mgagentber, das musikalisch
durchaus gerechtfertigt erscheint, aber manchengn Bachschuler wohl
befremden mag. (F.G., in Schreiber, pp. 368-69.)

Four preludes and fugues from tell-Tempered Claviervere heard one after
the other; from the second volume the ones in @miA-sharp minor and A-flat
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major, from the first the one in C-sharp minor. Belgases his choice of tempi
entirely on the old classic view, which does natrgrithe Allegro the modern
agility; in the musical treatment we recognize ith@dern master, who by no
means perceives in Bach an adding machine, buing Ipersonality, influenced
by changing emotions. His touch is capable of amenting sensitivity; a fair
amount of rubato, which seems to be musically péyf¢ustified, but which
might displease a good many strict Bach pupilsidgapposite to the sharp
character of the thematic content, which is defibgdhe clearly dominating
contrapuntal texture.

Mainz, 1/5/1916
Mainzer Anzeiger (Generalanzeiger), 1/6/1916

Abgesehen von der ungiunstigeéren Art des Spiels hatte man den Eindruck
nicht sehr sorgsamer Vorbereitung und reichliclgleser technischer
Behandlung, wozu noch die Freiheiten in rhythmischer Beziehung, vor allem
bei dem Bach-Konzert, (D-Moll) hinzutraten. (-ak,Schreiber, p. 378.)

Apart from his unfavorable appearance and mannplaging, one had the
impression of careless preparation and plenty adfose technical treatment, to
which also great liberties in rhythmical respectevadded, especially in Bach’s
Concerto in D Minor

Mainz, 1/5/1916
Mainzer Journal, 1/6/1916

Er ist ein ausgezeichneter Bachkenner. Des MeiBtem®ll-Konzert mit
Begleitung von Streichorchester hat er bearbeitdtagelbst vorgefuhrt. Die
Vorfuhrung stand freilich nicht auf der Hohe deaB®eitung. Reger blieb dem
rein technischen Teil viel schuldig. Manche Notd inter den Tisch, das Spiel
war sprode und ermangelte des rhythmischen Ausdrgclk-., in Schreiber, p.
378.)

He is an excellent Bach expert. He arranged theeria€oncerto in D Minor
with string accompaniment and performed it hims@ffcourse the performance
did not reach the level of the arrangement. Regjéslfiort of the purely technical
aspect. A fair number of notes fell under the tathle playing was brittle and
lacked rhythmic expression.



19

Koln, 3/31/1916
Kdlnische Zeitung Nr.388, Mittags-Ausgabe, 4/1/1916

Die drei Praludien und Fugen aus dem zweiten Tesl\@ohltemperierten
Klaviers, das herb-zarte in C-moll, das empfindueigée in Fis-moll mit der
machtigen Tripelfuge und das glanzvolle in As-daren schon allein wegen der
wirkungsvollen Steigerung wohl ausgewahlt. Regérsmin klarer, geistvoller
Nachzeichnung und durchaus im Geiste Bachs, indeateeMittel des modernen
Fligels, den gieéen Ton und die Pedalwirkung voll ausnutzte... (inr8der, pp.
380-81.)

The three preludes and fugues from the secondptreWell-Tempered

Clavier, the austere, delicate one in C minor, the rigelysitive one in F-sharp
minor with the massive triple-fugue, and the kailli one in A-flat major were
already well chosen because of the effective infieaion. Reger presented them
in a clear, intellectual interpretation and quiteghe spirit of Bach, by fully
making use of all possibilities of the modern granho, the big tone and the
pedal effect.

The following excerpt is from Walter Nieman’s boldleister des Klavierspielp. 141.:

So hep umstritten der Komponist, so unumstritten war Eli@anist Max Reger.
S&3 der méachtige und gedrungene Meister mit dem ungelighen
Musikerschadel und den dicken, fleischigen Handawer-higel, so erwartete man
auch von seiner &eren Erscheinung das ein wenig derbe und klanpbete
Klavierspiel eines urdeutschen Organisten. Wie edierde uns mit dem ersten
Ton, den Reger anschlug! G@wgpielte auch Reger Orgel auf dem Klavier; das
heipt: er zog gewissernfi@n auch seine “Register” und wechselte am liebsten
zwischen einem stahlernen fortissimo oder einenegjddn, schattenhaften und
gesauselten piano und pianissimo. Die gesunderlfaitben in Empfindung und
Ton fehlten. Aber wie spielte er Orgel auf dem KéavSein Spiel war das
unmittelbare Neu- und Nachschaffen eingfeagewdhnlichen Personlichkeit, das
weniger pianistisch-technisch, als menschlich undikalisch bewertet sein
wollte. Er verg@é Konzertpublikum, Konzertsaal und sich selbst, vasenkte
sich ganz und gar innerlich in die Musik, die ertieg. Er war Erzromantiker
auch als Pianist und spielte selbst Bach romantigelth, verschwimmend,
modern, stimmungsvoll, schon, doch charakterloie@end und génzlich
unbachisch. In romantischen Aufgaben, ganz beseradr beim Vortrag seiner
eigenen Werke wurde er dagegen zu einem der wuaidéeb und delikatesten
Klang- und Stimmungspoeten, den die Geschicht&tmserspiels ihr eigen
nennt. Seine ebenso gowie einseitig entwickelte Personlichkeit, die
auserordentliche Energie seiner Gestaltung, der ueietgiche Reichtum an
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zarten Mischfarben des piano, verlieh seinem Kiapiel einen scharfgepragten
und eignen “Regerschen” Charakter, doch einen Upkea Bach wie bei
Beethoven und Schubert, bei Brahms wie bei Regectgtn Stil.

As hotly debated a composer as he was, Max Regemaeputable as pianist.
When the massive and sturdy master with the unususician skull and the
thick, meaty hands was sitting at the grand piémen one expected from his
outer appearance indeed the kind of coarse antlytdraad piano playing of an
original German organist. How different we becanith whe first note which
Reger touched! Certainly, Reger also played orgatihe piano; this means: he
also pulled his “stops,” so to speak, and prefetoeglternate between an iron
fortissimo and a muted, shadowy and murmuring pambpianissimo. The
healthy middle colors in sensation and tone wessimg. His playing was the
immediate new and reproduction of an unusual paiggnwhich wanted to be
judged not so much pianistically-technically, butdanly and musically. He
forgot the concert audience, the concert venuehandelf, and immersed himself
completely in the music that he performed. He was an arch-Romantic as
pianist and even played Bach romantically: smolaéizy, modern, atmospheric,
beautiful, but characterlessly dissolving and ehtiun-Bachian. In romantic
tasks, but especially in the rendition of his oworks, he became, in comparison,
one of the most wonderful and delicate tone andsapere poets which the
history of music calls her own. His equally greatl mne-sided developed
personality, the extraordinary energy of his shgpihe incomparable richness in
delicate mixed colors of his piano, lend his piateying a sharply characterized
and own “Regerian” character, but one that is Hmesin Bach as well as
Beethoven and Schubert, in Brahms as well as Reger.

Conclusion

Most writers agree that, unlike his friend FerraecBusoni, Reger was not a

virtuoso pianist. He did not perform any of theajreirtuoso works and refrained from

playing his own, more difficult compositions. Hovegyhis chamber music repertoire

was quite extensiv&.Judging from his concert programs, Reger was feahy

proficient enough to play most of the standard repre. He almost exclusively chose

39 For a complete list of his concert programs, fegeborg Schreiber and Ottmar Schreilhdax

Reger in seinen Konzertevieroffentlichungen des Max-Reger-Instituts ElssgBr-Stiftung Bonn, Heft
VII (Bonn: Ferd. Dummlers Verlag, 1981).
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selections from Bach¥/ell-Tempered Clavidor his solo performances during the last
ten years of his life. He often used them as inter$ in chamber music concerts. He
frequently performed music for two pianos and cotasefor one or more pianos. Several
writers compliment the clarity in his playing, esjaly in his interpretations of Bach and
accompaniments of singers. The footnote to thevasation of thelTelemann Variations
says that “absolute clarity must be the first g§&Reger’'s music is often dense and
complex. However, the performer must strive forubmost clarity in Reger’s works.
Another trait of Reger’s playing that is frequentigntioned is his refined touch.
He apparently was able to produce many colors aadiagjons opiano andpianissimo
even to the point where the notes were hardly dedie was able to produce massive
sounds as well. On the other hand, he hardly madeiithe many types of shading in
the middle dynamic range. Reger provides cleacatdins regarding dynamics. Reger
frequently differentiates betwe@mnao, pianissimg andpiano-pianissimoAdditionally,
he indicates the use of thea cordapedal frequently throughout tielemann
Variations Judging from the reviews and his scores, it waay important for Reger to
show even the most subtle differences in dynamics.

It is often noted that Reger made use of all efgbssibilities of the modern
grand piano, including a generous use of the damgeal, even in Bach. Several
variations, as well as the theme, of Tredemann Variationare predominantly marked
staccato It seems appropriate to use the damper pedabigr to create different colors.

It is often noted that Reger treated the pianodikergan, on which instrument the

0 See Chapter Four for the entire footnote andaisslation.
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performer has the option to change the tone cotanediately by pulling different
combinations of stops. Reger’s occasidndissimois sometimes described like pulling
all the stops on the organ.

Reger’s playing is often characterized as being &urm. He took many rhythmic
liberties, including the frequent use of rubatohis performances, these seem to have
happened unintentionally at tim&s:

Selbst von den Metronombezeichnungen in seinemeigeweiklavierigen

Variationswerken, die, wie er sagte, nur “ungeféddmbaltspunkte” geben sollen,

wich Reger, je nach seiner inneren Verfassung nmaatho erheblich ab, fla

man mitzukommen nur seine liebe Not hatte. Nacareirinmal beinahe
drohenden “Umschrfif — Reger hatte sich in ein derartiges Tempo
hineingesteigert, gaer einige Takte aussetzen fpbei— erhielt ich von ihm fur die
geistesgegenwartige Uberbriickung der dadurch exlsten Licke das hier
wiedergegebene Bild mit der Widmung “Dem Lickenigpié

Reger even deviated sometimes so significantlyedejmg on his inner state of

mind, from the metronome indications in his ownia@on works for two pianos,

that one had great trouble to keep up with him.eQaéter an almost imminent

“knock over” — Reger worked himself up into suctempo that he had to break

off for a few bars — | got the above printed pieténom him for the quick-witted

bridging of the resulting gap, with the dedicatitmthe gap-player.”

It is frequently mentioned that Reger tended ta $tia pieces slow and gradually
sped up. Th&elemann Variationare based on a Baroque minuet, and most of its
variations retain the basic form and charactessticthe theme. Reger does not indicate
subtleties in tempo and rhythm as frequently arasimuch detail as he does in many
other works. Seemingly, Reger wanted to have thiagations played rather strictly with

regard to tempo and rhythmic flexibility. Howevéhrere are variations where it seems

appropriate, if not necessary, to be rhythmicd#yible. For example, Variation Three

41 Jinkertz, 15.



23

seems to be more effective if one starts a litldar tempo, and then keeps accelerating

and relaxing. This variation seems rather stiff antiportraying thecherzando

character if it is played strictly in time. The sioariations exhibit a denser texture, more

chromaticism, and longer phrases. They are onbct¥fe with a generous use of rubato.
There is a quote by Friedrich Nietzsche which inapinion reflects Reger’s

approach to performing very wéfl:

Wie nach der neueren Music sich die Seele bewaiiler Die klinstlerische
Absicht, welche die neuere Musik in dem verfolghswetzt, sehr stark aber
undeutlich, als “unendliche Melodie” bezeichnetdyikann man sich dadurch
klarmachen ,daR man ins Meer geht, allméahlich ddresen Schritt auf dem
Grunde verliert und sich endlich dem wogenden Efgmauf Gnade und
Ungnade ubergibt: man seithwimmen In der bisherigen alteren Musik muf3te
man, im zierlichen oder feierlichen oder feurigan Hnd Wieder, Schneller und
Langsamertanzen wobei das hierzu nétige Malf3, das Einhalten besten
gleichwiegender Zeit- und Kraftgrade von der Seele Zuhorers eine
fortwahrendeBesonnenheirzwang: auf dem Widerspiele dieses kihleren
Luftzuges, welcher von der Besonnenheit herkam,desddurchwarmten Atems
musikalischer Begeisterung ruhte der Zauber jengsikl — Richard Wagner
wollte eine andere ABewegung der Seeleelche, wie gesagt, dem Schwimmen
und Schweben verwandt ist.

How the soul should be moved by the newer miikie artistic intention that the
newer music tries to convey is that which is nomnd “endless melody,” an
expression that is used with conviction, but littlarity. This artistic intention

can be made clear when one imagines walking irds#a: one slowly loses the
firm ground under one’s feet, and finally has taender totally to the surging
elements of the sea; one is at its mercy, for gwall: one ought to swim. In the
former, older music, one had to dance, in a daicslemn or fiery to-and-fro,
faster-and-slower; whereby the requisite levelheadnthe maintenance of
certain well-balanced degrees of time and eneegired a constant presence of
mind in the listener’s soul. The magic of thatesldhusic came from the interplay
of forces, on the one hand the cooler breezeseattfrom that presence of mind
and, on the other, the warm breath of musical masipn. — Richard Wagner

“2 Friedrich Nietzsche, “Menschliches, Allzumenschéis 11,”in Samtliche Werkevol. 2
(Munchen, Deutscher Taschenbuch Verlag, 1980), BBi$. excerpt was translated by Quentin Faulkner
and the investigator.



sought to move the soul in a different way, wheb described above, is
analogous to swimming and hovering.

24
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Chapter IV
Variations and Fugue on a Theme by Telemann, Op.134

TheTelemann Variationare the only major work for solo piano from Reger’
Meiningen period. He wrote the set in just eightsjdetween August 8 and 15, 1914.
The variations are dedicated to the Dutch-Germanigi and pedagogue James Kw/ast.
The premiere was given about half a year lateiylarch 14, 1915, in Berlin by Frieda
Kwast-Hodapp:* The work was published by Simrock in 19t/Reger used the minuet
from the “Minuet and Trio” in TelemannBafelmusik in B-flat Majoas the theme,
which he found in Riemann#&nleitung zum GenerallfaSpieler'

TheTelemann Variationfollow in the path of the great variation works fmano
such as Bach’'&oldberg VariationsBeethoven'Diabelli Variations and especially
Brahms’sHandel Variations The resemblance to Brahmsgiléndel Variationgs
immediately apparent considering the choice of @&ae dance as theme, the identical
key (B-flat major), the similar number of variat®(23 and 25), and the concluding
fugues. There are several different ways to viesvdasic structure of theelemann

Variations One possibility is to organize them by tempo:

Theme

Variations 1 through 9 Fast
Variations 10 and 11 Slow
Variations 12 through 14 Fast

*3 Jacob James Kwast (1852-1927) taught piano addiet’schen Konservatorium in Frankfurt
am Main and later at the Stern’schen KonservatoiiuBerlin.

** Reger dedicated hRiano Concertdo Frieda Kwast-Hodapp (1880-1949), who was knasn
an interpreter of Reger’'s music. She was the sewdiedof James Kwast.

%> Max RegerVariationen und Fuge iiber ein Thema von G.Ph. Taten(Berlin: Simrock,
1914).

46 Hugo RiemannAnleitung zum GenerallfaSpielen 5th ed. (Berlin: Max Heffes Verlag,

1917).
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Variations 15 through 17 Slow
Variations 18 through 23 Fast
Fugue

Another way of looking at this set is to consides key areas. All of the
variations are in B-flat major, except for variatsol6 to 18, which are in B-flat minor.

Helmut Brauss characterizes the variations in dfleing way*®

No. 1 and no. 2 melodic, figurative

No. 3 and no. 4 figurative, with chromaticism

No. 5 and no. 6 strong rhythmical figuration

No. 7 figurative, ethereal pianissimo scaldgras

No. 8 and no. 9 virtuosic pianistic patterns

No. 10 lyrical, slow, four-part writing

No. 11 lyrical with romantic melodious texture

No. 12 to no. 14 virtuosic figurative patterns

No. 15to no. 17 slower, lyrical, closer to clchea variations

No. 18 to no. 22 virtuosic figurative patterns.(@2
appearing as a double variation of no. 5)

No. 23 massive, organ-related sonorities

Siegfried Schmalzriedt offers yet another way aiduring theTelemann
Variations*® He organizes the variations into three types:riiuariations
(Figuralvariationen), character variations (Chagakdriationen), and etude-like
variations (Variationstyp mit Etidencharakter). &hsen this division, he comes up with
a four-part structure that resembles the four-mam@rsonata form. The first nine
variations are figural variations and could stamdtifie openingi\llegro movement, the

following nine variations are character variatidingt resemble the slow movement

*"Variation 23 is marke®oco AndanteHowever, if one follows the metronome markingog
quarter note equaling 76, the character of thigtian is fast rather than slow. The B section &ked
Vivace At the end of this variation, Reger adds a slaflective eight-measure transition to the fugue.

“8 Brauss, 164.

*9 Siegfried Schmalzriedt, “Max Reger’s Telemann-¥#dnen, op.134,” ilReger-Studien 6:
Moderne und Traditioned. Alexander Becker, Gabriele Geféller, Susaw@p (Wiesbaden, Breitkopf &
Hartel, 2000), 59.
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(Adagio, variations nineteen through twenty-two are etlikleand make up the third
movement $cherzd, and the fugue is tHeénale.

The following analysis focuses on the relationgifipach variation to the theme,
with particular emphasis on form, melody, and hamyndt is not the intention of this
analysis to examine this work based on a spedtigoretical approach such as
Schenkerian analysis. The following presentatigpeisormance oriented and intends to
provide a clear picture of the way the individuatiations relate to the theme and to each
other. It is the investigator’s belief that a basmlerstanding of the structure of the
variations is a necessary prerequisite for a sstglgserformance. For a different
analytical approach, the reader is referred to 3atteeHollimann’s dissertation which
examines th&@elemann Variationaccording to LaRue’s guideliné$.

The variations are presented individually in orefacilitate consulting,
especially for the performer who is looking foramation on a specific variation.
Following the analysis of each variation is a dsssan of the differences among the
various editions, including the author’s own sugiges. An overview of the editions that
the investigator has examined can be found in ithleography. Most available editions
are reprints of, or based on, the first editionjchtis referred to as FE in this docum&ht.

The other significant edition is part of the contple/orks published by Breitkopf &

%0 Jamesetta Holliman, “A Stylistic Study of Max RegeSolo Piano Variations and
Fugues on Themes by Johann Sebastian Bach and Blitipp Telemann” (Ph.D. Diss., New York
University, 1975).

°l Max RegerVariationen und Fuge iiber ein Thema von G.Ph. Taten(Berlin: Simrock,
1914).



28

Hartel? It includes a critical commentary by Gerd Sieanrd is referred to as SW. The
corrections in SW are frequently based on conjecamd analogy because there is no

autograph.

Theme

There is a footnote in later editions, startingwiiie 1942 edition of Peters, which
indicates the origin of the theme as the “Menue#t der Tafelmusik in B dur (Denkmaler
Deutscher Tonkunst Bd. 61/627” This footnote does not appear in the first ediiod
the 1928 edition of Peters. However, Reger usediheet as it is given as an exercise
in Riemann’sAnleitung zum GeneralppaSpielen Riemann provides just the melody and
a figured bass. There are several differences leetvielemann’s original version and
Riemann’s which indicate that Reger used the thieame Riemann'’s treatise.

Riemann’s version omits the original 4-3 suspengiam.8 and changes the
chord on beat three of m.11 from major to minorybemistakenly). Additionally,
Riemann omits the trills on the third beats of mmahd 27. Telemann’s original version,
as well as Riemann’s, is in 3/8 meter. Reger chatigeemeter to 3/4 in his theme. The
meter change and the thicker chords create a majestit character compared to the
original lighter texture. Furthermore, Reger addsrote E to the chord on beat three of

m.19 in order to make it a complete diminisheddiride also adds a passing harmony on

2 Max RegerWerke fiir Klavier zweihandig, Vol. Jléd. Gerd Sievers (Wiesbaden: Breitkopf &
Hartel, 1965).
%3 Denkméler Deutscher Tonkunst, vol.61-62 (WiesbaBeeitkopf & Hartel, 1958 - ).
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beat 2 of m.20 and a passing tone to the basslime27. The overall structure of the

minuet is shown in the following table (includingder's dynamic and other markings):

The theme is markeBempo di Minuett(@J =96-112).

Measure ||: 1-8 | | 9-15 16-20 21-28 |
Phrase a b C a
Section A B A’

Key: Bb I V| Vi Y V7| 1

Dynamics f sempre f| p > |p > f sempre f
Other dolce poco rit. | a tempo
Markings grazioso

In FE, there is &orte indication in m.1 and sempre fortendication in m.7. SW
replaces the firdbrte with sempre forteand omits the indication in m.7. There are no
changes in dynamics in mm.1-7. Therefore the chan§&V seems justified. However, |
believe that Reger indicategmpre forten m.7 as a visual reminder to stay loud. A
natural instinct of the performer is to taper thdiag of A, which destroys the dynamic
contrast opianoat the beginning of B. | believe that Reger wasrm@wof that and
therefore indicated theempre fortel believe that the indication should stay assaai
reminder. This replacement usually happens in S@¥inmlar instances. They will be
pointed out in this discussion, but not explained further. Theorte in FE in m.21 is
replaced by aempre forten SW, which is omitted in m.27. The following ftoote is

attached to the theme: “Beim Konzertvortrag said Wiederholungen in den
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Variationen wegzulassen” (In recital, one mustta&eany of the repeats in the

variations). The footnote is missing in MMP.

Variation |

L’istesso Tempo

=
&

—

v

marc.

The melody is present in its entirety, distribubedween the left hand and right
hand. Some notes of the melody are displaced log@mve and some are doubled. The
accompaniment consists of running sixteenth nétasare passed between the hands.
The motion is mainly stepwise.

The articulation of the melody is mainly staccat@arts a, ¢, and a’. Reger
changes the articulation to legato at the beginoinmart b. The phrase markings of b are
somewhat peculiar. The melody of the theme forntsttimo-measure phrases at the
beginning of b. The phrase marks in the first wasrabreak up that logical division.
These phrase markings seem to indicate that Red@oking for a contrasting, more
Romantic character in this passage. It was custpimdhe Baroque era to clarify the

rhythm by not slurring across the bar lines, a eoton that Reger follows in the theme.

** Max RegerVariations and Fugue on a Theme by Telem#&m134 (Boca Raton, Fl: Masters
Music Publications, 1991).
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The dynamic markings are identical to the themgeRaddsnarcatomarkings
to the beginning of A whenever the melody is passsdeen the hands in order to show
the line of the melody. He omits thdelcemarking at the beginning of b. However, due
to the slurred phrases and dynamic contrast, dusos exhibits aolcequality anyway.
The last two measures of B are markedpre pianoThe rising scale in the right hand is
tempting the performer to crescendo, which is obsip not what Reger intended. The
harmonic scheme of the first variation is basictily same as in the theme. Reger had to
change the inversion of some chords because g@ldlcement of the theme in the left
hand and the scalar sixteenth-note motion. Theadirst and second ending at the end of
A’. Variation eighteen is the only other variatiaith two endings, but there they are at
the end of A. This seems to indicate that Regéalty wanted the work to be performed
with repeats, but eventually decided that it isltoay for the audience and added the
footnote to the theme, specifying that one mustake the repeats. The tempo is marked
asL’istesso TempdHowever, Reger adds the following footnote: “Riggegebenen
Metronomzahlen bedeuten dergéarsten Grad der beim Vortrag zunehmenden
Schnelligkeit; absolute Deutlichkeit sei ersted!Zi@he given metronome markings
provide the outermost degree of speed that is takken in performance; absolute clarity
is the priority!).

In FE, there is &orte indication in m.1 and sempre fortendication in m.7. SW
replaces the firdborte with sempre forteand omits the indication in m.7. Tp&anoin FE
in m.15 is replaced bysempre pianan SW, which is omitted in m.17. SW replaces the

forte in m.21 withsempre forteand omits the indication in m.27. SW addsiuto
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marking to the very last left-hand chord. Thisesisistent with the right-hand marking
and the first ending. In FE, the sixth of the sixtéh notes in the right hand in m.27 is a
G-flat. Based on conjecture, that note is changed-hatural in SW. Both versions work

in my opinion. However, the G-flat seems to addca color to that passage.

Variation Il

L’istesso Tempo
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sempre ben marc.

The melody is stated clearly in the left hand inTAe accompaniment in the right
hand includes virtuosic scales in thirty-secondesoT he melody switches to the right
hand in m.9. However, the right hand does not exgéahe thirty-second notes with the
left hand, and thus the melody appears highly elishel. In A, the articulation of the
melody is the same as in the theme. However, ffitht time the accompaniment

exhibits articulation in contrast to the melody astegato for the most part. The melody
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assimilates the legato character in B since th@dyehnd the accompaniment merge. The

trills in mm.13-14 are replaced by descending sfiglees. The melody is returned to the

left hand in A’. The right hand has the last footes of the theme. The harmonization

remains unchanged. The dynamic structure followsettample of the first variation.
Thefortein FE in m.1 is replaced bysempre forten SW, which is omitted in

m.7. Thepianoin FE in m.15 is replaced bysampre pianan SW, which is omitted in

m.17. SW changes tlierte indication in m.21 t@empre fortelt restates theempre

forte indication of FE in m.25. FE has the note C-sharghe left hand on the third

guarter note in m.9. This is changed to C-natur&\lV to match the C-natural in the

right hand and to create a diminished triad whadidally leads to the following

harmony. It seems obvious that the C-sharp eanlidre measure was overlooked in FE

and the cancellation sign forgotten. The chordbeat one in both hands in mm.13 and

15 have d@enutomarking. The right-hand chord in m.14 hasm@automarking, whereas

the left-hand chord hasséaccatomarking. In my opinion this should bdenuto

marking as well. Based on conjecture, SW suggéaysng m.27 one octave higher.

Considering the register of the previous and theneotion to the following measure, this

seems to make perfect sense. SW addawomarking to the first note of m.28 in the

right hand which is consistent with the precedirgpsure.
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FE: mm.26-28 (suggestion in m.27 and correatiom.28 by SW in square brackets)

Variation Il

L’istesso Tempo (scherzando)
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The third variation is based on eighth-note trifiigires. Thus, Reger breaks the

natural accelerando caused by the diminishing valiges in the preceding two

variations. The melody is in the top voice of te#-hand chords and on the second and

third eighth-notes of each figure in the right hande trills are omitted. However, Reger

leaves the main note of the trill and the termoratnd gives them in equal note values.

The places in which the melody moves in eighth sidtee second of each pair is left out.

The outline of the melody remains intact. Regersddechange the harmonization in this

variation. However, it seems more chromatic bec#useipper note on the beats in the

right hand is a half-step below the following mejatbte and thus creates a dissonance
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with the left hand. This is the first variation ttadters the dynamic outline of the theme.
A beginspiang crescendos in mm.5-7 tdate and diminuendos in m.8. B is marked
sempre una cordand begingianissimo There is a&rescendan mm.13-14 to anezzo
forte, but it immediately returns faianissimo A’ is similar to A except that Reger uses
hairpins instead of words and he doesn't indiclag¢ddrte. A’ is markedtre corde One
can speculate that the difference in dynamic mgimetween A and A’ means that one
should play A’ differently, maybe with a crescermdy to mezzo forteThecrescendos
of this variation occur at the places where thginal melody has the trills. Thus, Reger
simulates the increasing tension that naturallyltegrom the use of trills.

SW replaces thpianissimoindication in m.16 witrsempre pianissimand omits
the indication in m.19. The first note in m.16 e top of the right hand is E-flat. SW
corrects that to E-natural. This correction seemsetright because the second eighth

note in the right hand is always approached byfastep from below.

A | | [ 1 AW | | 1 |
= =
D) I_j = < 3 fv gj ﬂz s _—

3 . . 3 .
__F s : l __F # :
e = o E = e e = o E =
L |4 b Irl L 1’4 b Irl

FE: m.16 SW: m.16
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Variation IV

L’istesso Tempo
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Variation four features ascending arpeggios iregmth notes. Reger keeps the
harmonic scheme from the theme. He creates harnmieiest through the addition of an
additional note to the arpeggiated triads, usufkymajor seventh. The melody is present
throughout and the trills are included as well. Tiedody frequently shifts between the
hands and some notes are omitted or altered. FFonge, the note F of the melody in
m.3 is left out because the B-flat and the D aspldced by one quarter note. The same
holds true for the F in m.7, even though it is pregsn the arpeggio of the right hand. The
last two notes of the melody in m.12 are switchdtere are frequent instances of octave
displacement. An example would be m.11, where #ighibor motion of a second is
expanded to a ninth. The dynamic outline of thendés basically followed, but Reger
expands the dynamic indications at several poirtieforte in A is interrupted by a
subito pianan m.5, which is followed by erescenddack toforte. Thecrescendan
mm.13-14 reaches only thezzo forténstead oforte. Thesubito pianoceffect returns in
A’. Reger creates contrast in the B section thradythmic shifts. The regular pattern of
two beats of sixteenth-note arpeggios followed eighth note and an eighth-note rest

in the A section is broken up into various comhrad. Reger most frequently employs
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the combination of four sixteenth notes followeddnyeighth note and an eighth-note
rest, which creates hemiola effects (e.g. mm.17-18)

In FE, the left-hand note on beat two of m.15 . &W changes that note to A
based on analogy and conjecture. Whereas it ighatan similar places in this variation
the left hand doubles the right-hand note, the@ipes that passage with a nice color.
There are also other instances where the left fands a triad with the right-hand
octave, such as on beat two of m.17. Since thedilaa C in m.15 belong to the F major
harmony, the C does not necessarily seem to bstakei However, the argument for the
A in SW seems valid. The right hand has a sixteaotk rest on beat one of m.15 in FE.
SW doubles the left-hand note A to provide a cdastseading of the right hand. This
change is unnecessary since the right hand onlgldsthe left-hand note. It also makes

it harder to read at sight.
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Variation V
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Variation five is the first variation that is moitwather than melodic. The basic
rhythmic movement is the eighth-note triplet. Sextth-notes sextuplets are used in b and
c. This is the first variation with a new tempoication, even though the basic pulse
stays the same. The left hand has a Scarlattalitkempaniment. The main note is
usually preceded by three grace notes that ammée note, the tritone, and the fifth. The
right hand features a three-note ascending stepfigise that is generally harmonized by
the tonic, the dominant, and the tonic in firstarsion. The lower of the two voices in the
right hand forms an ascending triad, which is tlegive of the theme in the first measure.
The top note is a filled-in third, the two outete®are identical with the first two notes
of the theme. Thus, the motto of this variatiothis ascending triad. When the sixteenth
notes are introduced in b and c, the right-handwaawitches to the left hand. The right-
hand figure is basically an embellished versiothefleft hand in A. In A, each
subsequent three-note figure is displaced by aavectThis taking of a motive through
different octave registers is typical for Regeisnpositional style for piano and can be

observed in several variations. The harmonic schemains unaltered. Dynamically,



39

this variation adheres to the theme with one exaepThere is @empre in m.15
instead of aliminuendo

In FE, there is &orte indication in m.1 and sempre fortendication in m.7. SW
replaces the firdborte with sempre forteand omits the indication in m.7. Therte in FE
in m.13 is replaced bysempre forten SW, which is omitted in m.16. SW replaces the
pianoin m.17 withsempre pian@and omits the indication in m.19. SW changes the

markings in A’ to match A.

Variation VI

Non troppo vivaceéJ =98)
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This variation continues in the spirit of the pys variation. The tempo
indication is the same and the dominating rhythehéseighth-note triplet. Each three-
note figure is displaced by an octave similar toateon five. The figure is related to the
right hand in variation five. The dominant is usyg@laced between two tonic chords.
The harmonic scheme is unaltered. Dynamically,\thigation follows the theme closely,
with one exception: for the first time in this wolReger uses the dynamic marking
fortissima The two instances are at the ends of A and A's Thimportant to keep in

mind when performing this work. The previous vaoas are often markefrte or
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sempre fortelt is important not to overplay these dynamicstider to bring out the
climactic effect of thes#ortissimoindications.
SW replaces thpianoin m.16 withsempre pian@nd omits the indication in

m.19.

Variation VII
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The predominating motive is a descending scaldepain sixteenth-note
sextuplets. These patterns are most often in gt hiand. Sometimes they are passed to
the left hand, which mainly has ascending, widglgced arpeggios in eighth-note
triplets. The melody is present, but it is disgdiseome of the main notes of the melody
are doubled between the hands. The melodic owténesasily be followed throughout,
although it is more disguised in B and often swetchetween the hands. Some notes are
incorporated into the sixteenth-note movement. désrending scale patterns are derived
from the B section of the theme, e.g. m.10. Thenoaic scheme is unchanged. It is
striking that Reger indicatempre una cordat three places in this variation

(beginnings of A, B, and A’). The dynamic markirsgpianissimoalmost throughout.
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There arerescendanarkings at the places where the trills are intileene. Reger
indicates aliminuendahat reaches a new dynamic level at the end sfvdiation:ppp.
The variation consists mainly of one-measure pls;asa&d it is important to avoid
making it sound fragmented in performance.

Based on analogy and conjecture, the appoggiatuteeiright hand in m.8 is
changed from the note A to F in SW. The reasontitat is that every other appoggiatura
in this variation forms an octave with its mainedtowever, the right-hand
appoggiatura and the upper-octave main note usfoalty a third or a sixth with the left-
hand bass note. The only exception to that ocauilseat three of m.27 which is
analogous to the third beat of m.7. The analogats im m.28 to the note in question
does not have an appoggiatura. Therefore, | betleatethe note A in FE makes perfect
sense given that it logically proceeds from thdd@-dnd that it forms a third with the
left-hand bass note. SW adds a slur to the sixteauies in the left hand in m.17. This is
consistent with the other left-hand figures in thasiation. SW replaces tlsempre
ritardandoindication in the last measure withitardanda Even though it is the final
measure and theemprendication seems superfluous, | believe that itiaécation might

stand for a greater degreertérdando.
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FE: mm.7-8 SW: mm.7-8
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Variation VIII

Tempo Primc(J =108)
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It is interesting to note that the metronome maykimvariation eight is slightly
faster than in the preceding variations that areketilempo PrimoThe basic motion is
in sixteenth notes. The left hand moves in eigluies, the right hand interjects octaves
on the second and fourth sixteenth notes of eaah bhe entire variation is marked
staccatq there are no phrase markings. Parts of the meloglincorporated into the
texture, but these are hard to hear. The easissaga to hear the melody is in mm.5-8 in
the right hand. The melody in B is present almosts entirety in the left hand. The
opening measure features a descending scale ds hithe left hand, spanning a sixth.
This is reminiscent of the scalar patterns in ttez@ding variation. The harmonic scheme
is basically intact, but it sometimes is disguif@@dugh passing harmonies. Dynamically,
this variation follows the basic outline of thetiie There is one exception, however,
namely the echo effects in mm.3-4 and 23-24 thsivanthe preceding two loud
measures ipianissimo

FE indicatedorte in m.1 andsempre forten parenthesis in m.2. SW indicates
forte with sempren parenthesis in m.1 and omits the indicatiomi. The same occurs

in the following two measures withianissimo A’ is analogous to A. SW offers an
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editorial suggestion to change the last note iddfidhand of m.27 from G to G-sharp
because the other right-hand octaves in this pass@gapproached from a half-step

below. However, in the investigator’s opinion te@unds awkward and disturbs the

natural line A-G-F of the left hand.

Variation IX

Non troppo vivaceéJ = 86)

BV
v

ﬁ. .
e

S

%__

The ninth variation is the last one of this initigbup of fast variations. The A
section is markedempre fortissimand features octaves and massive chords in both
hands. In addition to thfertissimomarking, Reger adds accents on every beat. The two
hands move in contrary motion. The basic rhyththéssixteenth note. The melody is
present almost throughout in the right hand. ihighe left hand in the first measure,
which also doubles the melody in m.5. The noteheftheme that are not on the beats
are omitted. The B section is contrasting througtsofter dynamics and a change in
texture. Each melody note in the right hand is appined by a half-step from below and

repeated one octave lower. The first melody nosp@oached by a half-step in the right
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hand, the second by the left hand. This additiothefhalf-step approach has already
been seen in several variations: 3, 4, 5, 8 (mh3), Through this addition of the half-
steps, the B section seems very chromatic compared A section, which emphasizes
the triadic structure.

In FE, there is &ortissimoindication in m.1 and sempre fortissimandication in
m.7. SW replaces the first widempre fortissimand omits the second. This is analogous
in A’. SW replaces thgianoin m.17 withsempre pian@nd omits the indication in

m.19.

Variation X
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Variations ten and eleven provide a welcome breatk the rapid, virtuosic
variations preceding. The basic rhythm is the éigitdte. This is the first variation that is
highly chromatic, even though the outline of thdadg is still present. The melody is
well hidden in the mostly stepwise motion of thghtihand. Reger uses the term
espressivdor the first time. The variation seems to beginaoD minor chord. However,

the note A in the top voice merely functions asH-btep approach to the B-flat. This use
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of the half-step has already been discussed irraeveriations. The harmonies are
highly chromatic and the text is marked by accidentwhich are so typical of Reger’s
compositional style. The music is organized intaglgphrases and it is to be played legato
throughout. This marks a drastic stylistic changepared to the preceding variations.
There are numerous hairpins which also serve tararehthe expressive style of this
variation. The dynamics are generally kept betwmano andpianissimo There are two
forte indications at the ends of A and A’. However, Reagds the terrdolceto indicate
that these loud passages should stay within thergecharacter of the variation. The
half-step approach figure is very prominent thraughn both hands. In m.1, not only is
the B-flat approached by half-step, but the twodowoices also ascend by half-step.
This motive can almost be seen as a motto throughetentire work.

In FE, the last eighth note of m.11 in the loweicef the right hand is a G-
sharp. This is corrected in SW to a G-natural oheoto form an octave with the right
hand. In FE this is clearly a mistake, and the @qslearlier in that measure was probably
just overlooked and the cancellation sign forgatterm.22, the E-flat in the left hand is

not tied as it is in the analogous passage in 8\2 corrects that mistake.
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Variation XI
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This variation is also marke@uasi Adagipbut the metronome marking is
slightly faster. These subtle changes in tempdygieal for Reger’'s music. The left hand
moves in sixteenth notes and features broken cetdvee harmonic scheme is very clear
and adheres to the theme. The melody is presé¢heilast four measures of A and A’
Reger returns to one-measure units in this vanatiee articulation is still legato. He
indicatessempre una cordand the dynamic stays mostly betw@eandppp. The main
effect of this variation is the dynamic contrastwesen the first two beats of each
measure and the last beat. Reger is consisteperifging that the third beat is one
dynamic level softer. The motto of this variatisrthe half-step, which is most often used
in a neighbor-tone fashion. This movement can badan both hands, but they usually
move in contrary motion. This variation is very eagsive. One of the challenges for the
performer is the register shifts in the left halhds important to keep the music moving
through these shifts.

There is an obvious mistake in m.6 in FE. The nadadlice of the right-hand

chord on beat three should be a B-flat instead®diatural. It should read like the
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analogous passage in m.26. SW corrects that midgkikhagenutomarkings over the
first left-hand note of the first four measuress8&a on analogy, SW indicates them on
the remaining measures of A as well as A’. Theheftd figuration is the same in B, and

therefore the investigator believes thattdr@utomarkings should be added there as well.

Variation XlI

Poco vivace(J = 96)
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The twelfth variation returns to the virtuosic, d¢dike style. Reger employs
various Italian tempo markings in many of the vi@oias even though the basic pulse
remains the same. This seems to be an indicatadritth Italian terms describe the
character of the variation rather than the absatrteo, for which he provides the
metronome markings. This is the first variationt tti@es not make use of dynamic
contrasts at some point. Similarly, the textureasr® the same in B. Sections A and B
are markegempre forteA’ sempre fortissimolhe melody is not present, but the
harmonic scheme is unaltered. This variation coedbilements from several earlier
variations. The first group of sixteenth noteshia tight hand is taken from the right hand

of variation five, the accompanying figure in tledt lhand is taken from the left hand of
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variation six. The second half of the first meadaréerived from variation eight. The
technique of combining elements from earlier vasiat into a new variation is featured
several times in the later variations. The only ification of tempo in this variation is
theritardandoat the end of B, which helps to increase the emsc effect to the return
of A in fortissima

SW replaces thiorte indication in m.1 wittsempre forteand omits the indication
inm.7. A’ is treated likewise. Reger mark$ddte and employs two additionakmpre
forte markings in mm.12 and 18. SW reduces these markmgsesempre forte
indication at the beginning of B. In FE, the ridtend octave figuration is inconsistent in
mm.18-20. SW changes the single notes in mm.1&@rid octaves. This makes sense
since the right hand doesn’t have single notekigfiguration at any other place in the
variation. It also increases the crescendo effettleads into A’. It doesn’t seem logical

to reduce the texture for that transition.
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Variation thirteen is markefiempo Primpbut yet again with a slightly different
metronome marking. The basic rhythmic motion isdixéeenth note. Reger once again
uses material from earlier variations. The regglauping of two beats with sixteenth
notes followed by an eighth note and an eighth-nedeon beat three is reminiscent of
variation four. The use of the half-step approachh®@ beats stems from variation three.
This variation is markedempre una cordand only departs from th@anissimo
dynamic at the places of the trills in the themee Teft hand imitates the sixteenth-note

figure of the right hand an octave lower. Theresmme hemiola effects, e.g. in mm.11-
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12 and 15-16. The harmonic structure adheres tthémae, except for the places of the

hemiolas where the harmonic rhythm is modified.

| believe that the right hand on the last beat & should read like the analogous

passage in m.25. Similarly, based on analogousanjgctural reasons, the appoggiatura

on beat three of m.9 in the right hand should idelthe C natural and lead to the octave

A. These inconsistencies are not considered iwrikieal report of SW, whose score

reflects that of FE.
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Variation fourteen is based on trill figurationssixteenth-note sixtuplets. The
melody is clearly brought out through accents mright hand. It is often doubled in the
left hand which features thick chords and an ofithmass line. The dynamic of the A
section id, crescendoing tfortissimoand ending irmezzo forteln the B section, the
trill figurations are passed to the left hand. Tiglt hand moves in eighth notes and still
has the melody. The dynamic markingriezzo piandor b andpianofor c. A’ is marked
sempre fortissimand ends on affz accent. The grace notes in B appear in two earlier
variations: 7 and 13. The harmonic structure iarcénd adheres to the theme.

A’ is markedsempre fortissiman SW and the indication in m.24 omitted. The top
note of the left-hand chords on the beats is wrige quarter note in the first four
measures of A. | believe the same should be doAésimce it emphasizes the theme.
The last eighth note in the left hand in m.5 i ke analogous spot in m.25 has a B-flat.
Therefore SW changes m.5 to a B-flat based on can This seems logical and

appropriate because the first and third beatsdamtical in the right hand as well.
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Variation XV

Andante(J =72)
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Variation fifteen is the first of a set of threewsker variations. It moves in
sixteenth notes. The theme seems to be absenbamatmony very chromatic. The long
phrases, soft dynamics, apdco espressnarkings are reminiscent of variation ten. The
left-hand, rising melodic line is also similar teetright-hand line in variation ten. The
variation begins on a first-inversion E-flat magtrord, which is already an indication
that this variation is not harmonically clear. Tdeesic harmonic outline is kept intact but
highly distorted. The half-step motive is very pioent in this variation. The first and
third sixteenth notes of each beat in the rightthasually form a half-step, surrounded
by an octave. The pattern is kept throughout thtran. There are traces of the theme
at various points in the variation. The melody bartraced in the left hand on the off-
beats throughout A and A’. It can also be discosténethe right hand in b.

The B section is markesempre dolcea restatement of that indication in m.17 is
omitted in SW. Additional indications sempre dolcandsempre poco espressivo
m.21 are omitted in SW. Thmoco a poco sempre ritardandom.27 is changed to

ritardandoin SW. The left-hand chord on beat one in m.1&isarpeggiated in FE. SW
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marks it arpeggiated since all of the other leftdhahords that span more than an octave
are arpeggiated. Even though large hands can thaathord, it makes sense to
arpeggiate it for consistency. Arpeggiation alsipi¢o bring out the top line in the left
hand, which is the main melodic line. In the B #&idections, FE uses a different way of
notating the left hand, using eighth- and quartgemests to separate the melodic line
from the underlying chords. SW continues in theesamy as the music is notated in A
to facilitate reading. SW points out that gnéempan m.9 points to a forgotten

ritardandao, probably in m.8.

Variation XVI

Adagio(J = 60)
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Reger introduces a change of mode to the parall@mm variation sixteen. It is
markedAdagioandespressivoThe basic rhythmic motion is the eighth note. bhsic
harmonic scheme is intact, but there are some @samgulting from the switch to the
minor mode. In the theme, m.3 is in the relativaaniof B-flat major, G minor. In this

variation, m.3 is in the relative major of B-flaimor, D-flat major. The melody is often
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present in the right hand and adapted to the nmmamte. One can also find the chromatic
neighbor motion that is so prominent in many vaoiad. One good example occurs in the
first measure of B. There are long phrases andi&etghair pins that magnify the
espressivaffect. Some passages in the left hand are recemiof variation eleven, such
as the upper-neighbor motion in the inner voicehefright hand in mm.5-8.

SW changes thespressivandication in m.1 tespressivo sempand omits the
indication in m.9. In SW, the last three eighthasoon C in the right hand in m.13 are
tied, making it correspond to the following measdiee first C in m.14 is changed to a
qguarter note and stemmed with the lower G, follgatime notation of the previous
measure. The last C in the right hand in m.14ed tiver to the next measure, similar to

the previous measure.

Variation XVII

Poco andante(J = 68)
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This variation stays in the minor mode. The righméh features continuous eighth-
note triplets that once again incorporate the ldwaf-step motion. There are traces of

variation three that can be seen very clearly énripht hand of m.5. There are only
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traces of the melody, but these can hardly be paxddy the listener. The opening triad
motion is inverted in the left hand. In mm.5-8, thelody can be found in the right hand.
The harmonic scheme is similar to the preceding@tian. The score is markebblceand
espressivoThere are long phrases and numerous dynamicatoins.

The upper voice of the left hand in m.27 is a qeranbte F in FE. The analogous
passage in m.7 has an eighth-note F followed bgigirth-note B-flat. SW changes m.27
to match m.7. In m.16, the F in the right hand eatliwo is written as a quarter note in
SW, the following E-natural is double-stemmed idesrto maintain the two-voice
texture. Similarly, SW changes the right-hand notain m.13 to match the notation in
m.14 (stemming on second beat). SW points outthiest tempoin m.9 indicates to a

forgottenritardando, probably in m.8.

Variation XVIII

Tempo Primc(J =112)
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This is the only fast variation in the minor mottdeatures rapid thirty-second
note arpeggios. This is only the second time tleafeR bases a variation on thirty-second
notes, the first being variation two. It is theymhariation that has two endings for A.

This is probably to facilitate the transition tolB.A, the right hand plays a staccato
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eighth note followed by a four-note ascending agoe thirty-second notes in the left
hand. The first three notes of the left-hand gratgusually a simple triad. The fourth
note is a half-step below the next right-hand nolkes half-step approach has been
observed in numerous other variations. The rolesarersed in b where the right hand
starts with a descending arpeggio in thirty-secooies, followed by an eighth note in the
left hand. The melody can only be clearly heartheasecond halves of A, B and A’. The
dynamic outline is similar to variation eight. Toely difference is b, which is mostly
forte in variation eight and predominanfijanoin variation eighteen. Both variations
endpianissimoin a high register. Harmonically, the variatiorhates to the scheme of
the preceding variation. Even though the arpegaiesvritten out, they belong to the
following beat and can be seen as grace notes.appioach is similar to the left-hand
arpeggios in variation five.

SW provides a NB that the left-hand arpeggio ort ieae in m.3 has an F,
whereas the analogous arpeggio in m.23 has a (B versions seem valid and |
don’t see the need to change the score. Howebelidve that it would be appropriate to

play the same arpeggio in both places (either witin G-flat).
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Variation XIX

Poco Vivace(J =106)
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Reger returns to B-flat major in variation ninete€he variation is based on
sixteenth notes and exhibits traits from severdiezavariations. The right hand features
an octave in sixteenth notes followed by a slusiedle inner voice. It then returns to the
initial octave following the lower half-step. Thetave going to an inner voice and back
out occurs in variation six. The use of the octamdabe right hand can be found in
variation eight. There is an ascending stepwiseandtom the third sixteenth note of
each group to the next beat. This motive is usegirations five and twelve. The first
four measures of A are very effective. The musactspianissimoand crescendos over a
four-measure, ascending line (spanning a tentfgrte. The theme can be found in the
last four measures of A and A’; in the right handnim.5, 7, 8, and in the left hand in
m.6. It is prominent throughout the B section. Reg&oduces a different texture in the
B section that alternates with the initial pattéfhe theme can be found in the right hand
during the new texture and in the left hand duthmginitial pattern. In the second half of

b, Reger doubles the last two sixteenth notesdi geoup in the left hand, either in
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parallel thirds or parallel sixths. The half-stggpeoach can be found throughout the
variation, such as the note A in the left hand df that leads to the B-flat.

SW changes thpoco a poco crescendiodication in mm.1-4 tarescendoThe
right-hand eighth note on beat two of m.8 is marlegaita This is omitted in SW,
probably mistakenly because it corresponds witHdfidhand. In m.12 of FE, the D-
sharp at the end of beat two in the left hand shbaela D-natural as it is in SW. It seems
like the sharp at the beginning of the measuresiaply overlooked and the cancellation
sign forgotten. There are several differences betviee A and A’ sections that don’t
seem to be mistakes or musically “wrong.” Howeteese changes are inconsistent with
the other variations and could be assimilated iropipion. The corresponding measures

are: 1/21; 3/23; 4/24; 6/26. SW replacesdbmpre ritardandan m.27 withritardando.

Variation XX

Poco Vivace(J =98)

Variation twenty resembles variation eleven. Theidehythm is the sixteenth
note. Similar to the earlier variation, the meassmivided into two beats plus one. The

last beat is kind of a reverse echo in a highemvaxtUnlike its predecessor, the third beat
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in this variation is louder instead of softer. Tdszending filled-in third on beats two and
three is reminiscent of variation five. The hakstpproach also plays a role in this
variation. In the first measure, the left hand se¢oplay with the mode of the triad.
However, the minor third of the chord can be seea half-step approach to the major
third. It can also be seen as part of a diminigeeenth-chord on the second half of beat
one that serves as passing harmony. The melodt gresent. There are snippets of the
melody such as in the right hand in mm.7 and 8. él@w, these can be seen as resulting
from the chord progression. The pattern of tworsldisixteenth notes followed by two

staccatonotes is taken from the preceding variation.

Variation XXI

Vivace(J =102)
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Variation twenty-one is essentially a study in @oloctaves. It features broken
octaves in contrary motion in both hands in sixteetes. The melody is present in the
second halves of A, b, and A’, as well as in c,afsvin the right hand. The harmonic
scheme adheres to the theme. The A section is chéoke and crescendos fortissimo

in m.7 before it diminuendos taezzo forteThe B section introduces scalar passages and
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chords that are combined with the broken octaviepet. Here we can also find the half-
step approach such as the C-sharp going to thenb9nReger marks long phrases in the
B section that start soft, grow louder and end. Sdits creates the impression of a wave-
like motion. | believe that it would be appropri&tethis type of motion to begin each
phrase slightly slower, accelerando towards thedlaidnd then to pull back again at the
end.

Based on conjecture and analogy, SW changes #td\iio sixteenth notes on
beat three in the left hand in m.2 from E-flat tol Gelieve that the E-flat works better
and that, on the contrary, the C in m.22 shouldhianged to E-flat. SW is correct in
saying that whenever the contour of the right hiarike m.2, the left hand follows that
contour in parallel motion. However, in the oth&ages where that figure occurs, such as
at the end of m.4, the left hand imitates the semé motion of the right hand. Therefore,
the notes in m.2 should be C-sharp rather thant@-adaNevertheless, since there is no
C-sharp in either m.2 or m.22, the E-flat seenisetthe right choice in both measures.
SW replaces thiorte in m.1 withsempre forteind omits the indication in m.5, likewise
in A’. In FE, the first sixteenth note on beat g m.19 is an E-natural and should be
changed to an E-flat, as does SW. It seems obW@ais-E simply overlooked the natural

sign at the beginning of the measure.
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Variation twenty-two also draws on material froneyious variations. It plays
with two-against-three sixteenth notes betweerhtmals. The one-beat pattern is
repeated in various octaves which is similar toatemns five and six. The left-hand
figure can be seen as a diminution of the left-hizgnare in variation four or a
rhythmically altered version of the right-hand figun variation five. The A section is
markedsempre forteand crescendos tdf@rtissimoclose. Whereas the A section does
not superimpose the duplets and triplets, the Baeteatures triplets in the right hand

versus duplets in the left hand. Reger also plays the juxtaposition of legato and
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staccato in this variation. The B section begina wrery high register and is mainly kept
in pianissimo There are traces of the melody such as in the hignd in mm.5-8 and in
the right hand of the B section. The harmonic sahentlear and adheres to the
harmonization of the theme.

SW offers a NB that points out that the registebexdits two and three in mm.2
and 4 is different from the analogous passages.iinAny opinion, the way it is written
in A’ works better because it creates a nice artierefore, | believe that A can be
played in the way A’ is written. SW replaces thete in m.1 withsempre forteand omits

the indication in m.5, likewise in A’.
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Variation XXIII
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The last variation is different from the otherseveral ways. This variation is not
based on a single motivic or rhythmic pattern. @keending arpeggio in thirty-second
notes in m.2 with the added major seventh is tdik@n variation four. The A section is
markedsempre fortissimand does not use the melody. The B section isnispgnt of
variation eight, except that the right hand hax&enth-note triplet figure that interjects

the eighth notes in the left hand instead of sinoglaves.
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Reger uses a different tempo marking for the Bisegtivace He gives it only in
parenthesis. | believe that this means that theepstiays basically the same, but that the
Italian marking, as | have explained earlier in @imalysis, describes the character rather

than an absolute tempo marking. Performers oftemttae A section a lot slower than the
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indicated metronome marking. This alters the charasignificantly and requires the B
section to be played a lot faster than A. | belitheg Reger would have indicated a new
metronome marking for the B section if he wanteat #ffect. Also, he hardly would
have put therivaceindication in parenthesis. The B section is kepegthroughout.
Another difference to the preceding variationsh the return of the A section is varied
significantly. The variation ends fif with a fermata.

SW ties the first two C’s in the middle voice ofabéhree in m.6 to match the
preceding measure. In m.19, SW changes the miadéeat the first chord in the right
hand of beat three to B-natural. Obviously, FE msrlooked the natural sign earlier in
the measure. SW ties the last two F’s in the ringintd on beat three of m.25 to match the
preceding measure. The left hand in mm.1, 3, 20 2&nis analogous. Therefore |

believe that m.3 should be played in the same sag the other measures.
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Transition

Molto adagio(J’ = 60)
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Reger attaches an eight-measure transition ta#te/ariation that is marked
molto dolceandsempre dolcissimo ma espressiias kept very quiet and exhibits a
chorale-like, four-part texture. The left hand @ubled at the octave, which shows the
influence of an organ chorale where the pedal meghploy an eight-foot as well as a
sixteen-foot stop. This transition is very chroro@nd exhibits many half-step motions.
Surprisingly, this transition ends on a G majorrcho

SW changes thgoco a poco sempre ritardando m.6 toritardando.
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Vivace con spiritds = 138-144)

The following chart illustrates the formal plantbé fugue:

66

Exposition Episode ME | ME I
Measure 1 8 18 26 33 41 52
S S| (Bb) SI(g)
A A (F)
T S| (Bb)
B A (F) Sl (d)
Remarks incomplete
Episode ME 1l Episode | ME IV ME V Transition|  Subject I
58 73 80 84 94 100 109 12
S| (Bb) S| (Bb) Sl
S| (Eb) S
mm.2 and 4
of Sl are in inversion
the soprano
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ME ME . . , Cadential
VI ME VI Vil Episode| ME IX | Episode Final Entry Material
132 144 161 166 179 186 200 206
Si (d) S| SI (Bb) Sl (Bb)
(F)

Si(@) | SI (Bb) S
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Reger concludes his set of variations with a fonice double fugue. The subject
is first stated in the right hand (sopranopiano-pianissimolt can be divided into three
parts: X, y, and z. The second part is a repetaidhe first a step higher. At first it seems
that the subject of the fugue is not related melalty to Telemann’s theme. However, a
closer look reveals that the first two measuredased on the first two measures of b.
Measure three of b starts as a repetition of tbeqating two measures a fifth higher.
Even though the subject of the fugue exhibits atigpn a step higher, we can still see
the resemblance. The phrase structure of b anfigfoe subject is also similar: two plus
two measures plus a longer tail. The subject end3-flat on the third beat of m.7.
Alternatively, the subject can be related to tinst iwo measures of the theme. That

connection is shown through circles in the follogvmusical example.



68

_i%
f

pPpPpP sempre molto grazioso
(una corda)

PIDw P I NN P> B9 B I

—
o5
(

p dolce
tr
m |.|". 1'; }me ]
> i = : =1 ; { H |
S5 =
Theme: b

The second entrance of the subject (answer) oatums8 in the alto voice. After
a short bridge, the subject enters in the tenan.itB. There is no countersubj@er se
even though Reger uses similar material as couniterp he last entrance of the
exposition (answer) occurs in m.26 in the bags. dbubled at the octave. Following is a
short episode that features sequences and pdhaitid in the right hand. The next
entrance of the subject occurs at m.41 in the smpiraG minor. After a short episode,

the subject is stated in the bass in D minor inlmThe tail of the subject is altered and
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leads to an episode that introduces new material.@2. The melodic outline of the top
notes foreshadows the second subject. The sixteenéhfigurations in the right hand are
very virtuosic and reminiscent of Liszt or Rachnmaxfi etudes. These figurations are
interrupted by the ascending stepwise third madtmat we have encountered in several of
the variations. This episode leads to a middleyesftthe subject in E-flat major in m.73

in the soprano, which is doubled an octave lowed, the bass. The tail of the subject is
taken over entirely by the bass. After a shortages the subject enters in the soprano in
m.84 infortissima The left hand introduces new sixteenth-note atjons as

counterpoint. After a short bridge, the subje@gain stated in the soprano in m.94.
However, this time the subject occurs in inversibime music subsequently slows down

and leads to a contrasting section that featuresnasubject.
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The first entrance of this new subject is in thpraao. It is difficult to determine
the exact end of this new subject because it doekead to a definitive cadence, but
rather stays open. There is another entrance ©&thoject in the bass in m.119. This
section has a chorale-like quality, similar to ttemsition passage at the end of variation
twenty-three. The first subject suddenly emergabthis section in the soprano in D
minor in m.131. After a short episode, the subgters again in the bass in m.143. It is
in augmentation and accompanied by virtuosic figunethe right hand. One of the
peculiarities of this entrance is that the secamtifaurth measures are taken over by the
top voice and given in the original time. The fellag episode is rather rhapsodic and
includes an abbreviated entrance of the subjeittarsoprano in F major in m.160. Reger
slows down the tempo for the next section of tlgueuthat starts in m.178. The subject is
stated in the bass, followed one quarter note lateanon in the soprano. It is in B-flat
but finishes on a C-flat instead of a B-flat. Adfistringendosection leads into the next
episode. This episode starts at m.186 and featutessic eighth-note triplets. The
climax of the fugue occurs at m.199 when Reger ¢nesithe two subjects inple-forte
andmeno mossorhe fugue closes with brilliastringendafigures intriple-forte.

SW changes theempre crescenda m.26 tocrescendoThepianissimoin m.41
is changed teempre pianissimand the indication in m.45 omitted. SW changes the
sempre crescenda m.51 tocrescendplikewise in m.64. SW adds a missing flat to the
bass note on the second quarter note of m.71. l&ces thdortissimoindication in
m.73 withsempre fortissimand omits the indication in m.79. SW changes tlenAeat

three of the left hand in m.89 to A-flat. This mnsistent with the motion in parallel
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thirds between the hands. SW replaceptied a poco calmatm m.92 withcalmando

It also changes theempre poco a poco ritardando m.105 taritardando. SW moves
thesempre dolcén m.113 andempre ben legatom m.121 to m.109. Theempre poco a
poco crescendm m.134 is replaced bgrescendan SW. Likewise, thsempre
stringendcandsempre molto crescendom.191 are simplified tetringendoandmolto
crescendoln m.197, SW adds a missing flat to the G inrtgkt hand on beat two. SW
omits thesempre fortissimadication in m.213 and changes gampre fortissimm
m.216 tofortissima | believe that m.177 should be played in the sauag as the

preceding and the following measure, e.g. B-flacwery eighth note in the right hand.

b
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SW/FE: mm.176-178 (suggestions in parenthesis)

Relationship between the Variations and the Fugue
The discussion of the fugue has already pointedonne of the motivic

relationships between the fugue and the variatiGhsistoph Winsch presents the
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following table that shows a possible relationgbfiphe overall form of the variations to

the fugue>
Variations Fugue
Theme Phase 1 Theme A
Var.1-5 Theme in its original form/ Phases 2-6  The&in its original form
figural and in minor
Var.6-10 new motives, harmonic Episode new mategiaiments from
scheme of the Theme the variations
Phases 7-9  Theme, each time with a new
texture (no contrapuntal
voices)
Var.10-11 slower tempgiano Middle Part Theme Branquillo, piang,

three-voice texture/
subjective tempo reduction
since the movement is in
guarter notes

Var.12-15 motives from the Theme Phases 10-12 Thewsried, head in all

modified episodes

Var.16-18 minor, Head A, dynamic minor, last mgificationp-f
contrasts

Var.19-22 elements from earlier Phases 13-14 Eh&rariginal/ stretto
variations, Head B, Phase 15 synthesis of TherardA
intensification (note values, Theme B/ dynamid an
density, and ambitus) textural final intensifioa/

fluctuating tempo

Var.23 rapid structural changes, Coda rapid gtratchanges,

reminiscences reminiscences

This correspondence between the variations anflthe is very interesting.
However, it seems unlikely that Reger followed tblain in the compositional process,

considering the free treratment of the fugue.

% Christoph WiinschTechnik und Form in den Variationsreihen von MagétéStuttgart: Carus-
Verlag), 224.
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Performing this Work in Concert
TheTelemann Variationtake about one hour to perform if all of the rapeae
It is not easy for an audience to focusinaously for such a long time on difficult
Helmut Brauss recognizes the problem andiges the following thought¥

The performer requires not only superior technstamina but also a keen sense
of dynamic and agogic differentiation in order tegent this work successfully
on the concert stage without burning out the awdien display of pyrotechnics.
Since heretical thoughts ought sometimes to be rmpabkc, if only for the sake
of a fruitful discussion, one could argue that ublic performance of this piece it
might be most effective to omit variations 6, 14d &0, and possibly to place
variation 19 between variations 16 and 17. The @afee of the work would be
considerably strengthened.

Reger probably realized that the duration of theéati@ns is not beneficial for its

promotion and added a footnote to the theme ofitsteedition that explicitly states to

leave out all repeats in the variations in perfaroga Another flaw of this work is that

the variations get somewhat repetitive after aevhiihere is a piano roll recording of this

work by Frieda Kwast-Hodapy,who played the premiere. Kwast-Hodapp shortens the

work, apparently with the approval of Reger hims@lf the recording, variations 11-15,

17, and 22 are omitted. The theme is not repelt@dst-Hodapp changes the sixth

variation from fast to slow. She plays the left thas written, but alters the right hand to

eighth-note octaves. The dynamic is soft and thtemuch slower. The two-against-

three eighth notes between the hands create aassiype texture. There are other

peculiarities about this recording, such as rhythir@edom, that will not be discussed.

% Brauss, 170.
" Reger Plays Reger: The Welte-Mignon Mystery VoCBmpact disc Tacet 152. Tacet, 2006.
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Chapter V
Conclusion

Unfortunately, Reger’s piano music has not mad&at the standard repertoire,
especially outside of Europe. | am saying “unfoa@hy” because | believe that many
pianists do not play and listen to these works bse&f stereotypes about his music.
Whereas these stereotypes undoubtedly are paggdr® output, much of his piano
music is easy to listen to and in my opinion carabattractive to the concert audience as
the piano music of one of his great influencesadoles Brahms.

This investigation has presented a brief overviéeReger’s life and works in
Chapter Two. Whereas there is no new or groundbrgakformation presented in this
chapter, it hopefully provides a helpful introdactito who Reger was and hopefully
serves as inspiration for further reading. Theeerarmerous books about Reger’s life,
many of them being reminiscences by his pupilenfis, and supporters, foremost the
recollections by his wife, Elsa Reg&r.

In this author’s view, it is necessary to underdtReger’s approach to
performing at the piano as much as possible inrdadsuccessfully understand his piano
writing and perform these works. Many of his supg who wrote books about Reger
discuss his performance style. However, many cfehieports are very subjective and
tend to skip possible criticism. Even though newspaeviews are subjective as well,
they nevertheless tend to be more critical anchgftesent a better picture of his playing

in public. The articles presented in Chapter Thraee not previously been translated

%8 Elsa RegerMein Leben mit und fir Max Reg@reipzig: Koehler und Amelang Verlag, 1930).
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into English. The traits of Reger’s playing desedbn these articles are generally
consistent with the recollections of other writdrsgeneral, his performances seem to
have been especially valued for their use of matfigrdnt colors ofpiano and
pianissimo Reger apparently took great rhythmic freedonerofitarting pieces under
tempo. Many sources mention the clarity of the @mintal textures in his performances
of Bach fugues. However, most writers agree thageRevas not a virtuoso pianist like
his friend Busoni.

The analysis focuses on the relationship of eadatian to the theme, especially
with regards to harmony, melody, and motivic relaships. The difficulty in playing a
variation set is its episodic character. | belithet a good understanding of how the
variations developed from the theme, and theredts® how they interrelate, is necessary
for a successful performance. Chapter Four aldades a discussion of the differences
between editions, mainly the first edition and Beepf & Hartel's complete works. The
variations are discussed one by one in order tcentadasier to look up information on a
particular variation. This chapter also includega@al suggestions by the investigator.

This investigation does not aspire to be a comprakie examination of every
aspect of th@elemann VariationdHowever, | hope that it provides people who are
interested in Reger’s music and performers who waptay his piano works with a
deeper understanding of his pianistic style anerpretation. | also hope that this
document will serve as a reference guide to piamgio want to work on this set of

variations in particular. Undoubtedly the piano kgof Reger vary in quality. Reger
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himself strongly disapproved of his works up to ®20°° However, | believe that much
of his output deserves to be part of the standgpdrtoire, and | hope that the present
investigation helps to promote his works and alléfnesm to gain their proper

recognition.

%9 Jinkertz, 31.
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Appendix |
Reger's Personal Piano Performance Repertoifé
Composer Work

J.S. Bach Well-Tempered Clavier (selections)
Brandenburg Concerto No.5 (ed. Reger)
Brandenburg Concerto No.6 (ed. Felix Mottl)
Goldberg Variations (ed. by Joseph Rheinbergetwor

pianos)
Concerto in D Minor (ed. Reger)
Concerto in C Minor for two pianos
Concerto in C Major for two pianos
Concerto in D Minor for three pianos
Concerto in C Major for three pianos
Prelude and Fugue for Organ in D Major (ed.dReg
Partita No.4 in D Major

W.F. Bach Concerto for two pianos

Ludwig van Beethoven Concerto in G Major, Op.58
Sonata in C-sharp Minor, Op.27/2
Sonata in D Major, Op.28

Johannes Brahms Haydn Variations for two pianos
Rhapsody in B Minor, Op.79/1
Rhapsody in G Minor, Op.79/2
Sonata in F Minor for two pianos, Op.34b
Sonata in C Major, Op.1
Sonata in F-sharp Minor, Op.2
Fantasies, Op.116
Three Intermezzi, Op.117

Frederic Chopin Scherzo in B-flat Minor, Op.32
Ballade in A-flat Major, Op.47

Couperin Suite N0.26

% For a complete list of Reger’s concert repertaieluding chamber and orchestral
performances, see: Ingeborg Schreiber and Ottmaeber,Max Reger in seinen Konzerten
Verdffentlichungen des Max-Reger-Instituts Elsa-&e§tiftung Bonn, Heft VII (Bonn: Ferd. Dummlers
Verlag, 1981).



Hasse

Huber

Kaun
Kirchner

Liszt

Mendelssohn

W.A. Mozart

Muffat
Rossi
Scarlatti
Schubert
Schulhoff

Schumann
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Variations for two pianos, Op.1 (premiere)

Sonata in B-flat Major for two pianos, @b.
Sonata giocosa in G Major for two pianos, Of.12

Passacaglia for two pianos, Op.81
Zwei Klavierstiicke

Harmonies du soir (Etudes d’Exécution B@ndante
No0.9)

Lieder ohne Worte (selections)

Concerto in E-flat Major for two pias, K365
Sonata in D Major for two pianos, K448
Concerto in E-flat Major, K271
Concerto in D Major, K537
Fantasy in C Minor, K475
Second Suite

Andantino and Allegro

Tempo di ballo

Sonata in B-flat Major’(inovement)
Sonata in F Minor

Andante and Variations for two pianqs46

Bilder aus dem Osten for piano four hands, 6p.6
Fugue on the name BACH
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four-hands, and works without opus numbers, seasBfa

Opus

11
13
17
18
20
22
24
25
26
32
36
44

45
53
79a
81
82/
89/1
89/l
82/
99
89/111
89/IV
114
115
82/1
82/IVvV

Title

Sieben Walzer

Lose Blatter, 14 kleine Klavierstticke

Aus der Jugendzeit, 20 kleine Klavierstiicke
Improvisationen, 8 Klavierstticke

Funf Humoresken

Sechs Walzer

Six Morceaux pour le Piano

Aquarelle, kleine Tonbilder

Sieben Fantasiestlcke

Sieben Charakterstiicke

Bunte Blatter, 9 kleine Stiicke

Zehn kleine Vortragssticke zum Gebrauch
beim Unterricht

Sechs Intermezzi

Silhouetten, 7 Stlicke

Zehn Klavierstiicke

Variationen und Fuge uber ein Thema von JashB
Aus meinem Tagebuch, vol. |

Sonatine e-moll

Sonatine D-dur

Aus meinem Tagebuch, vol. I

Sechs Praludien und Fugen

Sonatine F-Dur

Sonatine a-moll

Klavierkonzert mit Orchester

Episoden, Klavierstiicke fur geund kleine Leute
Aus meinem Tagebuch, vol. llI

Aus meinem Tagebuch, vol. IV

1994).
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Chronological List of Reger's Compositions for Sold?iano

For a complete list of Reger’s piano works, inchglthe works for two pianos,

Date

1893
1894

895L
1896 (?)
1898
1898
1898
1898
1898
1899
1899

1900
1900
1900
1901-1903
1904
1904
1905
1905
1906
1906/07
1908
1908
1910
1910
1911
1912

1 Helmut BraussiMax Reger’s Music for Solo Piar{@dmonton: University of Alberta Press



134

143

Variationen und Fuge tber ein Thema von
G.Ph. Telemann
Traume am Kamin, 12 kleine Klavierstlicke

1914
391

80
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Appendix 11l
The Piano Roll Recordings of Max Reger
Several of the following recordings include the sgmeces. However, there are
differences in sound and other performance defsuish as slight variations in tempo or
dynamics) based on the reproduction system thaused. The original machines were
destroyed. The recordings can even sound diffgushbecause they were recorded on a

different piano or in a different hall.

Reger Plays Reger: The Welte-Mignon Mystery VaCbmpact disc Tacet 152. Tacet,
2006.

Humoresques, Op.20, No.5

Intermezzo, Op.45, No.3

Silhouetten, Op.53, No.2

Silhouetten, Op.53, No.3

My Diary, Op.82, No.3

My Diary, Op.82, No.5

My Diary, Op.82, No.6

My Diary, Op.82, No.10

My Diary, Op.82, No.11

Telemann Variations, Op.134 (played by Frieda Kwiéatapp)

The Definitive Piano: Famous Composers Play Thain®usic (from the Welte piano
rolls). LP record TH 97009. Telefunken, 1962.

My Diary, Op.82, No.3
My Diary, Op.82, No.5 (recorded 1905)

Welte-Mignon Digital: Grieg, Mahler, Skrjabin, Reg®ebussy, Saint-Saéns, Ravel,
Strauss spielen eigene Werke. Compact disc INT85G0 Intercord, 1986.

Intermezzo, Op.45, No.3
Silhouetten, Op.53, No.3
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Great masters of the keyboard Vol. 5: Famous coergamnd pianists in their own
history-making recorded performances: Richard SsaGustav Mahler,
Alexander Scriabin, Max Reger. LP record. Columb&g0.

From My Diary, Moderato
From My Diary, Andante

Liszt Schiler spielen Liszt. Compact disc 8.4393ldec, 1981.

Humoresques, Op.20, No.5
Intermezzo, Op.45, No.3
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