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Abstract

This report is a studgf JohanrSebastiarB a ¢ Raitita in Cminor, BWV 826; Ludwig
van Be e tohatawn BE-shérsmarOp.78; FyderykC h o s &hebdzoin B Minor,
Op. 20; MMirorsa: W .eiséngx tristeslV. Alborada del graciosoV. Vallee de
cloches These compositiorasrepart ofthea ut hor 6 s Ma st gverios ApRllzano Reci

2017. The study mainlyistusses from historicaheoretical and stylistiperspectives.
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Chapterl-BaéhakP ti ta i n @2@i nor BWV

In the Baroque periodthe partitawas amulti-movemeninstrumentaivork. It contained
severakelatively frort movements. The majority of thewere dancesA partita wassimilar to a
suite, which usuallydiloweda certaintypicd layout. A suite usually begamith analemande,
followed by acourante, then sarabande andgigue Movements such asmenuet or abourree
were sonetimes includedGenerally, a partita haalless strict layout than most suites. Johann
Sebastian Bach composed pattitas (BWV 825830) for keyboard. Among them he used five
different types of openingaraeludium, mfonia, fantai, overture andoccataBac h és par t i t
were published separately from 1726 to 1786CGlavierUbungowhichme ans fAKeyboar d
Practiceo in English.

Bach composed hid'®partitain 1726. Theworb e | ongs t o (bsitoralds | at e
period. The Secondartita isoftenbelieved to be in a numericaéquencevith other partitas.
Starting from the first &tita in Bflat major, the keys of his six partitas-{BBt major, C minor,
A minor, Dmajor, G major, E minor) forra sequence of interval@hich create row of
numbers from 2 t0.6As seen in the table below, the distarmoaT B-flat to C is a major second
up. From C to A is a third down. From A to D is a fourth up. From D to G is a fifth down and

from G to E is a sixth up.

Partita No. | 1 2 3 4 5 6
Keys B-flat C A D G E
Interval 2 3 4 5 6
changes

Table 1 Bach Partitas.



Especially,PartitaNo. 2begins withasinfoniai Si nf oni ao i s the I tali
symphony, from the Latin worsymphoniaHere,Bach simply wanted texperiment wittthe
idea of orchestration, in an attempt toitrgut on a keyboard instrument. However, the term
fissk nf o<nDoandd t ¢ & pitentaasdulicezoéa debate abbuh e n at u rinkentions Bac ho
Many researchers consider thygeningmovement a French overtumaainly because of the
dotted rhythm in the openir@rave adagiowhich is followed by a lively fugal sectipa
structure clearly resembling the French Overture forthefOresearchers suggest that Bach
wanted to begin with moreflexible form- the beautiful Andante sectionthis partitad o e s n 0 t
really fit into the French Overtur&@hesinfoniais divided into three sections. The first one is
markedGrave adagiand the second &ndante In the final fugal sectiorthe time sigature
changsfrom4/4to %.Adagiq inltalian,i t means fl ei surel yo or dat
Andantemeandi at a wa |l khese markingsea anly indicate the tempos, but also give
performers a clue about different characters of each sethemdagiosection beginsvith
dramatic chords and cleadpunds like &rench overture. ikely, aharpsichordist would
possibly change registration at the dividing points ofsthimnia. However, pianists can make a
similar effect simply by using different levels of dynamics. ThaveAdagiosection should be
playedforte while theAndantesectionmezzo pianat a slightly faster tempo. The beginning of
the fugal section will sound light and energetic if plageho.

Bach named his partitdisk e y b 0 a r dHisfonicallg, this se@ms to be an experiment
Bach tried out on keyboard instrument. Latghe idea of orchestration pianotexturewas of
great importance to Beethoven. Thias nearly halfacemtr y af t er Bacho6s ti me.
feasible that already in his partitas Bach was thinking along similar lines. It can be clearly

imagined that in th&ndante theright hand imitates violin andtheleft hand representscello.



In order to determinthe proper articulation, the key for a pianist is to play as if he wagnga
variousinstrumens in an orchestra. In his 1989 book, Fernando Valenti disctissé&sd of
articulation whichs sutable for the left hand in th&ndantesection in theSnfonia:

The staccato misconception persists in a great deal of Bach piano playing. Such detachments on
seeing a clearly designed continuo part in the left hand are mindless and should be ruthlessly discouraged,
almost without exception. They betray a céetp lack of understanding of what might be called the
continuo mentality. No cellist, real or imaginary, can be asked to play spiccato throughout an entire
movementhe is not paid that much! A constant staccato precludes both the necessity and thigypossib
of phrasing an almost inevitable result of detachment thalates every note from every othesome
players harbor the notion that these quaint effects provide a touch of antiquity. This nonsense also
deserves to be stamped dut.

As a result, somperformers insisthat the crispy sound of a harpsichord should be
imitated. On the assumption that Baganted to make his keyboard sound likeeshestra, the
modern piano has more potential to do so by not playing staccato. Last ledstthe score
just looks like what a cellist would play in an orchestra. However, vtltenmes tahe fugue, all
eighth notes aresually playedstaccatowhile 16" notes are more legatbecause it helps in
creatinga lively characterThere aretherdetails that need to be mentioned because of their
importance for the interpretation. In the openfxdpgiosedion, many pianists play thehordsin
arpeggiated fashion, in ordeer imitate the harpsichor@iVhile doing this, they should be careful
not to let the top melodic notes get overshadowed by the lower notes. Throughdadice
part, the performer should make sure thatrests are perfectly countéde rests should be as
important as the notes themaed. In baroque compositiortbe strict pulsewith the exception

of improvisational sections, is an essential elenoéthe style. The final measuresf the

1Fernando ValentihkPer f or mer 6 s Gu i drétastofa.S.tBachyal&UniydrsitysPress. pRB0



Andantecan be regarded as laost coda because of the pedal point D in the.bss coda
seemsmprovisational in character and should be played more fré&py pianists play

ritardandoin the last measuréo prepardhe fast fugue.

4 |
| ' i
ge L +2 fe , | +
e ‘

Figure 1-1 J. S.Bach, Partita in C minor BWV826, meas.29

Allemande

Thesecond movement of Partita NoiszanalemandeT he Fr ench word dall
means fAGer mano and i t4/4iTkis oae issir adypicalmarynficarmand a n c e
has a heavy polyphonic textuténlike the dramatic and serious firmbvement, théllemande
brings out the sadharacteristic of the key of ¢ mingkccording tothe dance historiahouis
Horst, Athe beauty of the All emande |l ay in it
arms, and in its outstanding peculiatitth at r equi res t he partnersod h:
throughout al |l t hehed tdugiosendaimofithigasticulbralémarala@iss o f t

melancholy, lyrical and tenddn this allemandethe sensef sentiment and gentlenass

2 Louis Horst,Pre-Classic Dance FormsThe Dance Observer, New York. 19%p. 28



created byasequential texture artieimitational counterpointThe imitated voice enters on an
interval of octavein the first full measurdt also creates a series of intervals Bfo@tween two

voices.
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Similar passage happens in the beginning of the B sectio
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Figure 1-2 J.S.Bach, Partita in C minor BWV 826, Allemande, mmZ:2, mm.1718



Courante

Following the usual order of dances in a suite, the courante follows the allerAande.
couranteis a lively baroquelance intriple meter.The initial form ofthe courantewascadled
corrente The root of the name confiem the Latin word currere, which meangio runo Indeed,
the danceontains many running passages. In this pathti@fimesignaturds 3/2, in order to
convey the idea of a fast tempo. It is in a binary foFhe main motive consistsf four 16"

notes preceding fogumping 8" notes in order to enhance the sense of flowing and running.
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Figure 1-3 J. S.Bach, Partita in C minor BWV826, Courante, mm 12

Sarabande and Rondeaux

A sarabanddollows the @murante A sarabandés a slow dance in triple metdt.
originated in Spain and was introducedhat French court by the end of thé"i@ntury.
Gradually,it was adopted as the third movement of the Baroque Suiteatatafter the fast
couranteTheSarabande n  Ba&o.hpartitdhas a beautiful top voice and many sequential
passagesdt has atypical layout ofa sarabandgwhich has an Asection with eight bars and a B
section with sixteen measures. Thsectionconveys a feetig of sadness in the key of C minor.

The B sectiorbeginsin a brighterkey of B-flat majorand ventures into complex chromaticism



As for the choice of articulation, the idea in the andante panecsinfonia can be followed, in
which the right hand basically plays ttade of a violin and left hand imitates a cello.

After the Sarabande theers a movemerdd | e dnde@oR b hasits origin in French
poetry andvas taken up by musicians. However, it is debatable wheihdeauis related tahe
musical form calledrondg @which is much more common in the later classical period. It can be
speculated thahetwo forms are somehorelated. As we know, some possible patterns of the
rondo form in classical period includié-B-A-C-Ao0 or fiA-B-A-C-A-B-A.0 In this rondeau, the
form can besummarizedsfiA-B-A-C-A-D.o In the rondeau, between the A section and the B
section there is no tonal shift. Usually in a classical rondo form, there is a clear tonal change
from A section to B section. In the baroque period, the \iimddead properly refers only to
the repeated se&ment. In the musical aredtsis also called couplets. There is iamportantpoint

to be mentioned. The ornament on the third righntd eighth note has always been controversial.

Figure 1-4 J. S.Bach, Partita in C minor BWV 826, Rondeaux, mm. 1

As it is labelled, it appears thiats simply a trill with a prefix from belowHowever,if it is
played from the lower note from D, the prefix of the ornament, which is the C, has been heard

before If playedfrom D itself, the trill will go to Elat, which is the quartenote in the next



measure. Bth waysof performing itmake a real challenge for this passagsotend clearly.
Also, the ornaments make the counting more difficult. Throughout jfeershave beermany
solutions madé order to adjust this ornament markaiy welkknown pianistaveopted for

thesimplestway out of the problemthey skip thisornament.

Capriccio

The partita ends with a Capriccio. A capriccio is usually fast, intense and virtuosic in a
fairly free form. In this partita the Capriccio is like a concerto for two violmgtypical suite
set, aGigueis normallythe next movement followindné rondau. In this case, Bach used a
capriccioas the last movement of this partitaisithe only case when tlyggue is omitted in
B a csmaéjor suite collections (all the French and English Suites), as well as his partitas. The
effect is describelly Valentt

fiMoreover, your distress at the omission of a final gigue here should be mitigated by the degree to which

the Capriccio succeeds as a substitute. For example, the Capriccio benefits from fugal treatment of dazzling
ingenuity a cherished ingredient in soofeBachts best gigues. It also conducts itself formally very much as a fugal

gigue would, establishing the tonality of the dominant at mid part and driving homeward to the tonic during the

second half®
The somewhat fugal sounding subject of the Cagritccshown belowin the beginning of the

piece, the subject is ihe tonic,C minor.

SFernando ValentA Per f or me r 6 syboGrdPartitas oft).8. Bachyale Ukiversity Press. P.43
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Figure 1-5J. S.Bach patrtita in C Minor BWV826, Capriccio, Subject mm.1-2

At measure five, its second appearande the dominant kepf G Minor. In the eighth measure

the subjectappearsn the bass, again the dominant key. The subjectpgars again at measure

19 and this time iturns back to the tonic. At measure 28siin the dominant. The music
modulates tahe key of Eflat major andhe subject appears again at measure 35. In measure 37,
thesubjectrevertsback to the tonic. There are two places (measure 40 and measure 42) where
the subject seems to appdaut actuallyonly its opening motive (the eightiote and the quarter)

is there. Thigesembles falseentryof the subject in a fugue.
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Figure 1-6 J. S.Bach Partita in C minor BWV826, Capriccio, falseentry, mm.40-42



The A section ends G-major,which is the same keasthe next subjectiowever,in

the B sectiorthe subject is inverted.

/ ‘ - "\ ql - ‘ [ . .
1 | rescoEee—————SmmTAR
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Figure 1-7 J. S.BachPartita in C minor BWV826, Capricdo, inverted subject, mm. 4951

In measure 52, thaverted subject moves the key of C major. fie key of the inverted subject
movesagain, this timdo the key of G major in measure 60. The next place whelavbged

subject appeansill be in measure 77. Is still in the key of G major. In measuv®, the

invertedsubject is presented in theginal keyof Cminor.The subjedd s f i nal entry i s
measure 87ten measures before the end of the pi€be.Capriccigqand the entire Partitdas a

strong,virtuosic andalmost triumphant ending.

10



Figure 1-8 J. S.Bach Partita in C minor BWV826, Capriccio, final entry, mm.87
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Chapter2-Ludwi g Vv an& Bb&attgaodOe n

Beethoven composed HiSonata .78 in Fsharp majavin 1809,four years after the
A Ap p as ssonatapnd oehid most welknown sonats During thattime, Beethoven
sufferedmore and more from his deafness. The year beferinished hisfifth symphony.The
fiSonataOp. 7&is very different fromthei A p p & & n lamaaterfolly showshe rare sides of
Beethoven, such agricism and tendernes$he piece was giveanicknamefiA Thérese
because it was dedicated to Countess Therese von Brunsvik, who was speculatively known as
Beet hovenoBelfidvwanb.rd al

In an unusuakey of F sharp minor, the sonata has a rather atypical beginvisded
Adagio cantabilethe piece beginwith a beautiful themewhich is justfour measures long. Not
until theAllegro ma non troppowhere he real expositin of this sonata starts, orealizes that
the previous sections servedaasintrodiction. Even though the themetbe introduction will
not gpear again throughout the rest of this movemergrelated to the main theme and some
trarsitional motives. With a pedal point esharp, the slow introductids like a declaratia of
love. The particular pitchesf this theme, sharp, Gsharp, Asharp, followedy A-sharp, B, €

sharp represenimportant elements that wdoe later heard throughatliis movement

| Adagio cantabile. % ~

— = < A
R

| ElE !

Figure 2-1 L. van BeethovenSonata Op.78, Adagio cantabile, mm. 14

12



Forexample, the main theme started with a dottezharp, B, and-sharp. Moreover, at
measire 12 those three notes in the top voice of the transitional theme are the same ones in the

introduction Adagio cantabile.

Allog’llo ma non troppo.

1411- Riiciae N
g

=% =

Figure 2-2 L. van BeethovenSonata Op.78, start of the main theme mm.5

A

P— |

l

Figure 2-3 L. van BeethovenSonata Op.78, transitional theme, mm. 12

Following the transitional theme, the connecting episode consists of md8iwtess. They

smoothly move the Kketo the esharp major, Wich isthekey of the2"® theme

13
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Figure 2-4 L. van BeethovenSonata Op.78, second theme, mm. 230

As lyrical as the main theme, th& gheme is written in triplets a contrapuntal manner.

Tripletsdo not appear here for the first time. They were used in the transitional material before

/Jv/f \
il 4 3 J
tj 11
——— +
4 crese, L of

Figure 2-5 L. van Beethovensonata .78 mm.10-11

Unl i ke many other of Beet hosenataiérotdramatige sc al

Thedevelopmensection is very gbrt; it lasts for only 17 measures. It seems theg¢tBoven

wantedhis beautiful theme back as soon as possWle.at 6 s moisthatthen us u al

developmentaltogethersounds like a transiinal section. The materiaif the development

14



section consists of the same rhythmic pattern usttedieginning of the maiinom the main

theme.

»

-
\1
‘\—

Figure 2-6 L. van BeethovenSonata Op.78, development,part of mm.48-50

The recapitulation secticarrivedvery soon. Everything in the recapitulation is similar to the

exposition, except that th8%2heme is presented in the hokey. How does Beethoven shift

keys around gentlyFle manages to do so hgding two sequential passages from mea86reo

measure 66Thecomparison of similar sectioms the exposition anthe recapitulation can be

seen below:

L
Sicio—— o
leggiermente = ==
— 3% i Y
b ¢ = M i | 58
L o r—
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crese,
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Figure 2-7 L. van BeethovenSonata Op.78 mm.8-10
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Figure 2-8 L. van BeethovenSonata Op.78 mm.63-66

This sequential passafangsthe piece to the key of Eajor. The following section continues
ambiguously between the kegf E andF-sharpmajorand minoruntil aF-sharpdominantchord

brings out a B major chord.

ETSET TR R
o L 1 q | L3 | T ;,Tf
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Figure 2-9 L. van BeethovenSonata Op.78, recapitulation, mm. 70-77
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The remaining sections of the recapitulation do not introduce any ideas not previously heard in

theexposition. The coda is short.

While this sonatapossiblyb e | on g s

to one

of

Beet hovenos

yet again showelis great poweof creating musical unities in terms of motives, rhythm and

harmony.

The second movement of this sonata hesmapletely different mood. It kst

humorous and lively. It begingith an Italian augmented sixth chord.

Allegro vivace.

Figure 2-10L. van BeethovenSonata Op.78 mvt.2, opening motive
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The form of this movement is not so straightforward. The analytic chart is showed below:

Themes Keys Measure number
A Home key 1-11

B Home key 12-21
A Home key 32-42

B Home key 4350

C D-sharp (major & minor) | 57-74
A0 B major 89-99
Bo6 B major 100-110
Co F-sharp (major & minor) | 116133
A Home key 150-159
Coda Home key 160-end

Table 2 Beethoveris Sonata Op.78 mvt.2 Formal display.

The movementan be regarded as a combination of softata and rondo form. fere are
severalransitional sections betweémemes. They are formed by short"Ites in groups of
two, just like B themes. And the motive, which is simply fodnbg two chromatic notes, is from
the top voice within thepening themeThis is another example showing hekillfully

Beethoven combines motives ahémes

18
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Figure 2-11 L. van BeethovenSonata Op.78 mvt.2, transitional subject. Mm.22-23
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Chapter3-Ravel sMi rMvitr. 2, 4 and 5

Ravel: Personality and musicianship

The French composer, pianist and conduktaurice Ravel was born dviarch 7, 1875.
In the 1920s, Rvel becamene of the most celebrated composers in Europe, as well as one of
the most favoredomposes by the public. He enjoyed explaining his music or artistic thoughts
to the public. He told a journalist in 192¥fore his tourto Americéi |l n my c¢chdd dhood
great interest in mechanical things. Machines fascinated me. As a small boy | often visited
factories with my brother, very often. It was these machines, their clanking and roaring, and the
Spanish folk songs sung by my mother in the evenings to red sieep, which forntemy
first musi Raveeddcdtson. on order to satisfy A
which helped people understand his music betRavel preferred his music to be played
exactlythe wayhenotated it Paul Rob#gs recounts:

iHe famously refused to acknowl edgeBolemscanini 6
that had incensed him because the maestro had taken the piece too fast; and he was annoyed with Ricardo
Vines when he refubedsltowttakmp @ Lien djii batt &éd atedause,
bore the pshiwédiicd .toh Ragltetls about the performance of
ask for my music to be®interpreted, only to be pl

Ravel was a devoted Claude Debus$y.Around 1900the youngMaurice Ravel joined

a group of innovative young artists, poets, critics, and musicians referretidse Apachesr

4 Paul RobertsReflections The PianMusic of Maurice RaveR012, p.11
5 Paul Roberts, 2012, p.14
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"'h ool iateanmadep by Ricardo Vines to refer to his band of "artistic outca#tf of

the members of that group were devoted fans of Debussy. Debussy, tivnssdh yars older

than Ravel, wathe leading composer of the avayarde. The Apaches, according to Ld®sul

Fargue, one ofthe grpud s f o u notingssassinglecperfdna nce of Debussyods ¢
during its first run of twentyice performance$.Later,Ravel was often associated with the

term Impressionismalong with Debussy

Mir oirs

The AMiroir sadaffive mecea forgiaro.livasfitstiperformedn 1906by
RicardoVinespone of Ravel 6s c¢ | osMNosuellesfwhithemedas ®Neghtr
Mo t hissa,highly chromatic work. The second ofgseaux tristesmeansi Sor r owf ul Bi rc
Third,Une bar que meandi Al Boa te amn The foueth coeAbaada del
graciosq meandi Mo r nonga thed e s tTleerdast onel.a valleedes clochesneans @A The
Val | ey dfe thBdepietamdfodrth piece werelaterorchestrated biravel himself
Each of the pieces in thMdiroirswas adicated to a fellow membertifed L e s A@The h e s
first of the piecedNoctuelles, wasdedicated to the French poet LeBaul FargueOiseaux
tristeswas dedicated to Ricardongs, a close friend of Rave| a Spanish pianist and a leading
interprete of Ravel 6s, Debussyds and ot herUnd eadi ng
bar que s was dddidat@d te Banl Sordes, a French paisleorada del graciosevas
dedicatedo Michel D. Calvocoressg music critic who was an admiref Ravel 6s musi c

La Vallee des Clochewas delicatedo the omposer Maurice Delagi.seemghatMiroirs

6 Paul RobertsReflections The Piano Music of Maurice Ra2€l12, p.37
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represents a stagelha v alévélagpment oértistic maturity. It is deeply groundeéadl Rav el 6 s
own understanding of the piano
fiMiroirs, begun in the autumn of 1904, represents this deliberate departure, an ambitious set
of five pieces that he intended would offer a far wider range of pianistic possibilities and a
canvas on which he could explore a new harmonic idiom. He always drew musjition
from the piano, whether composing at it or writing directly for it. Manuel Rosenthal, a pupil and
close friend of Ravel s after the First Worl d
referred, he cl ai med t hadanidct hter epa tainsoe .i sl ttéhse tct

everyfthing. o

600i seaux tristeso

At the end of his I|ife Ravel spoke of the
termsof Obirds | ost in the torpor ofdumme fitésr y dar k
often suggestetthat thedirectinspiration came from the famotmrest of Fontainebleau, located
southeast of Parisvhere Ravel used to spewdekend.
This piece is distinguished kg improvisational nature. It is rather sekplanatory thatfithe
pianist is planning to imitate birgdhatthe rhythnic aspect of the piechould not benterpreted

in a way that isoo measured ansteady. Regarding the opening of giece, Ravel wrote some

" Paul RobertsReflections The Piano Music of Maurice Ra2€l12, p.40
8 Paul Roberts, 2012, p.56
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notes in theepil @amiug ee®ledsiad otehat At he arabesaql

played strictly in timebut quicker. If you play stricty what 6s writt%n, it | o

Tres lent J_‘= 80

e e
O] = R e
tres doux PP

o 1 I3 - —— -
| L ¥
L

Figure3-1Ravel 6s Miwfrwl shi Ses r oiAlBi rd songo, mm.

In the cadenza&avel used halsize notation as a sign for decoration and improvisation, as

showenbelow.

Lent

9 Paul RobertsReflections The Piano Music of Maurice Ra2€l12, p.153
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Figure3-2Ravel 6s Mirrors, Sor30&mwn82 Birds, coda,

Alborada del Gracioso
This workis inspired by Spanish musithe imitation of a guitar can be heandts first
measures. It isnportant to execute the accentsll in order to establish the somewhat dancing

rhythmic pattern.

Assez vif J->= 92
A A [—

mf sec les arpéges lrés serrés

Wf‘rﬁ—?
| e Y —

-
——

Figure3-3Rav el 6 s Mi rdaaelrGsaciosd bpbning, amP

24

r



From measure 6 to measure 8, there is a melodic line formed by the G and D in the right hand

and all the notes in badsis important to bring out this little scale.

= 3

2 N | — .

la I ol %:

o = £ :g!
> 4 = d qe 4_; f +

Figure 3-4Ra v e | 0 ss, AMorada del Gracioso, mm. 58

In measure 14, the interval of the fifthklk i n t he [ eft hand could be
impossible to hold those two notes while playing other notes. The sostenuto pedanakeld

the staccato notes longer than desife@roper solution couldéoplaying the @ as an accent.

Loud notes simply last longer. Moreover, the staccato B in the right hand could be

accommodated as a longer note with the bass.

Figure3-5Ra v e | 6 s, AMorada dellGecioso, mm. 14
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