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INTRODUCTION

The intent of this analysis was to discover what holds the
prelude of Bach's Second Ceilo Suite together, what makes it
flow, and how this can be transferred by the performer to the
ear of the listener, In doing this analysis the author did
considerable aural testing. An harmonic analysis was done first,
This proved to be the basis for the rest of the analysis, The
study of root movement was an excellent guide in the formation

of the great spans inteo which the music falls,
APPROACH IN THIS ANALYSIS

The composition broke into spans in which the most important
implied lower and upper lines were inclined to move simultane-
ously by thirds and sixths,

The lower line in the spans was derived by taking the lowest

1 The root movement and the hkarmonic

harmonic tones in the music,
analysis helped give the proper direction,

The upper line in the spans was derived from the music
auditorily., The problem was to find a continuous line that
would work with the lower line and correspond with the harmonic
analysis,

The first consideration was to derive the line from the

highest tones or highest harmonic tones in the music. This

procedure often yielded lines which were not musical. They

Tsee Appendix I, mm. 1 = 4,



violated the laws of melody and generated such untenabie

intervalic relations as are found below.

Example 1
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Example 1 represents an analysis of the highest and lowest
tones in the music. Wnhen played, they will be heard but they
lack the continuity to be heard as a unifying force.

The second consideration was to derive the line directly

from the harmonic analysis,

Example 2

Example 2, from the same passage, was taken from the final
analysis, When compared with the score and studied auditorily
one can hear that the continuity not present in Example 1 exists
here in the form of a progressive harmonic span,

The upper tones enlarge the scope of the melodic flow,



but they are controlled by the memory of the progressive
harmonic span,

The spans are broken down into phrases., The phrases are
controlled by the patterns of the melodic material, which are
broken down into groupings. The length of the groupings depends
upon the character of the patterns within them., When dissimilar
patterns are associated, as {n mm, 1 - 4, one grouping tends to
form; when simitlar patterns of patterns follow consecutively,
as inmm, 5§ - 6 and 7 - 8, each forms a relatively short group-
ing; when patterns are repeated in each consecutive measure, as
in mm. 18 - 20, they form a grouping in their entirity (such
groupings imply areas of considerable motion); when each beat
forms a separate pattern, as in mm, 21 - 24, (implying a high

degree of motion) they are considered in the same grouping,
DEFINITION OF TERMS

It has been necessary to use a few unusual terms in this
study. They are listed below:

8pan. The progressive harmonic line upon which one or
more phrases may be built,

Grouping. Groupings of patterns of melodic material of
which phrases are buifit,

Motive. A short figqure of characteristic design that
recurs as a unifying element throughout a composition,

Etision. An occurrence when the note or notes of one

phrase become the first note or notes of the following phrase,



Climax. The highest point in a phrase, pitch-wise or

tension-wise or both,

Harmonic Rhythm, The rhythmic pattern provided by the
change in 'harmony derived by analysis of root movement,

Harmonic Rhythm Chart, The heavy lines represent the

spans, The long dotted |ines represent the phrases, The short
dotted Iines represent the groupings. The chart shows the
rhythmic patterns created by the root movement within the spans,

phrases and groupings., [t fs found in Appendix II.
THE ANALYSIS

The first span, mm, 1 - 4, supports one phrase,

Example 3
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The phrase is constructed of dissimilar melodic patterns
and is a grouping in itself,

The phrase contains two motives, Motive A (Example 4) is
used to announce the main tonalities in the composition and
later to give extra stress to certain harmonies before the

climax of the composfition,



Example 4

Motive B (Example 5) is used in more dissonant harmonies

and often in sequence; e.g.ymm. 5, 7, 9.

Example 5

The climax of this phrase comes in mm. 35, The statement
of motive B embodies the most harmonic tension, a C sharp
diminished seventh chord moving to an A seventh chord, and the
highest tone in the line, There is also an increase in the
harmonic rhythm from the first two measurea.2

The second span, mm. 5 - 12, supports two phrases,

23ee Harmonic Rhythm Chart



Example 6
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The first phrase, mm, 5 - 8, contains two groupings of two
measures each, Measures 5 - 6 are sequenced by mm, 7 - 8,

These groupings are constructed of motive B fol lowed by an
answer measure,

The second phrase, mm, 9 - 12, begins with a sequence of
the first grouping and is extended and altered harmonicaliy to
accomplish a modulation to the key of F major., This phrase has
the same characteristic as the first phrase, mm, 1 - 4, and is
a grouping in ftself,

The sequences move downward creating an even flow in the
tension of the music., In mm. 11 there is an intervalic span of
an eleventh, from A to D, the largest in these two phrases, The
sweep upward in this measure brings a climax that enables the
following measure to siide into the modulation. A change in
the harmonic rhythm in mm, 10 preceeds the climax.J

The second phrase forms an elision with the third span.
The é)ision completes the modulation to F major.

The third span, mm, 13 - 24, supports three phrases.

3See Harmonic Rhythm Chart,



Example 7
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The span is built of a line of rising thirds, through
mm, 20, followed by descending sixths, mm, 21 - 24, A
modulation to the key of A minor is accomplished.

The first phrase, mm, 13 = 16, contains two groupings,

The first grouping, mm, 13 - 14, begins in the key of F major.
Motive A introduces the new key and is followed by an answer
measure, The second grouping, mm, 14 - 16, {s a varied sequence
of the first, in the minor,

The second phrase, mm, 17 - 20, is one grouping. It
begins with an elaborate varfation of motive A in the key of A
minor. Three presentations of motive B follow, forming a rising
A minor scale in thirds.

The third phrase, mm, 21 - 24, contains two groupings of
two measures each that are joined by an elision, Together they
form the descending scale in sixths.4 The increase in harmonic
rhythm in the first grouping leads to the establishment of the
key of A minor in the second grouping.

The climax is in the span rather than in the individual

phrase or grouping. The sequences begin the rising series of

45ee Analysis, mm, 21 - 24, Appendix I



thirds, mm., 13 - 16, and are the foundation of the modulation.
The span is built through mm. 20 and then allowed to fall off,
with an increase in the harmonic rhythm through mm, 24,

The fourth span, mm, 25 - 48, is the longest span in the

composition,

Example 8
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This span supports four phrases, It is built of an
ascending A major scale, mm, 25 - 29, to a pedal point on A,
mm. 30 - 35, to a pedal point on D, mm, 36 - 38, to another
pedal point on A, mm. 43 - 47, and resolves deceptively on a
C sharp diminished chord in the second inversion,

This span contains the highest pitch in the composition,
mm, 44, This measure i{s the climax of the composition as well
as §f this span, Tension is bufilt by the use of longer phrases.5

There is an increase in the harmonic rhythm in the first phrase,

5gee Analysis, mm, 25 - 48, Appendix I.



mm. 25 - 31, leading up to the pedal point.6

Phrasewise, the material of the span is distributed in
this way. The first phrase falls into two groupings, The first
grouping, mm, 25 - 29, begins with a variation of motive B, A
sequenced beat pattern leads the implied harmony into the second
grouping, mm, 30 - 31. The second grouping is short and the
patterns are dissimitar, It begins the first pedal point,

The second phrase, mm. 32 - 36, is one groupi#ng, It is
formed of a beat sequencing pattern, mm, 33 - 35, which is
introduced and ended with dissimilar patterns. This phrase lies
over an A pedal point which resolves to the D pedal point in the
tast measure,

The third phrase, mm, 37 - 42, contains two groupings,

The first grouping, mm, 37 - 39, is formed of a beat sequencing
pattern over the D pedal point., It begins the A pedal point in
mm, 39, The second grouping contains two statements of motive A,
mm., 40 and 42, separated by a measure of dissimilar patterns.

The fourth phrase, mm, 43 - 48, lies over an A pedal point,
The phrase i{s constructed of sequenced patterns, mm. 44 - 47,
which are introduced by a scale rising from the pedal point,

mm, 43, and are followed by a chord (triple stops) with a
fermata, The phrase is a grouping in itself,

The fifth span, mm. 49 - 63, supports three phrases,

63ee Harmonic Rhythm Chart,



Example O

v P o W— Sy L i &
n ;.-..n*\-—-as A IY'E SIE Sl B o — f =
. i €3 f4 ST So ST €8 63

The first phrase, mm, 49 - 53, is one grouping. The
patterns are dissimilar except in mm., 49 and 53, This pattern
is identical but transposed an octave lower i{n mm. 53,

The second phrase, mm, 54 - 58, contains two groupings.
Harmonfcally it produces a rising scale in thirds, The first
grouping, mm, 54 - 56, is built of a sequenced pattern of down-
ward moving scales. The second grouping, mm, 57 - 58, is of the
same construction but with a different pattern,

The third phrase, mm, 59 - 63, contains no melodic
material, It is a cadential phrase, one grouping, and strictly

harmonic,
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SUMMARY

It was found that the music is held together by great
spans generated by the harmonic movement of the music. The
phrases that these spans support are built of melodic patterns
that can be put into groupings. If this composition is performed
80 that the patterns emphasize these spans and their flow is
directed to the ends of the phrases the harmonic scope can be
realfzed,

The music falle into five spans, Each span supports one
or more phrases, The |ength of the phrases depends upon the
patterns of the mefodic material found therein, which fall into
groupings.,

The first span supports one phrase, The patterns in this
phrase are dissimilar and form one grouping.

The second span supports two phrases, The first phrase
contains two groupings of sequenced patterns. The second phrase
is one grouping of dissimilar patterns, This phrase Jjoins the
next span with an elision,

The third span supports three phrases, The first phrase
contains two groupings of sequenced patterns, The second phrase
is one grouping. This grouping is constructed of an introductory
pattern followed by a pattern that is sequenced to the end of
the phrase. The third phrase contains two groupings. The first
grouping is constructed of a beat sequenced pattern, implying
considerable harmonic motion. The second grouping, which is

Jjoined to the first by an eiision, 18 constructed of two
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dissimilar patterns.

The fourth span is the longest in the composition, It
supports four phrases, The first phrase contains two groupings,
The first grouping is comstructed of beat sequenced patterns;
the secend grouping of dissimilar patterns, The second phrase
is one grouping, constructed of beat sequenced patterns over a
pedal point. The third phrase contains two groupings. The
first qrouping is constructed of beat sequenced patterns; the
second, two statements of a pattern separated by a different
pattern. The fourth phrase lies over a pedal point and is one
grouping constructed of a series of sequenced patterns that come
to a stop on a C sharp diminished chord with a fermata.

The fifth span supports three phrases, The first phrase
is constructed of diasimilar patterns and is a grouping by
itself, The second phrase contains two groupings. Both are
constructed of sequenced patterns, The third phrase is a
cadential phrase and fs a grouping by itself,

The climax falls in the fourth phrase of the fourth span.
It comes at the point of the highest pitch in the composition,
In this span the phrases are longer and except for the first
phrase, built over a pedal point, The construction of the
groupings s mainly of beat and measure sequenced patterns,

There are subclimaxes in the phrases of the other spans,
This building and reieasing of tension directs the motion of
the patterns and implied harmonies to the ends of the phrases

and spans.
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- The intent of this analysis was to discover what holds the
prelude of Bach's Second Cello Suite together, what makes it
flow, and how this can be transferred by the performer to the
ear of the listner., 1In doing this analysis the author did
considerable aural testing. A harmonic analysis was done first,
This proved to be the basis for the rest of the analysis, The
study of root movement was an excellent guide in the formation
of the great spans into which the music falls,

The composition broke into spans in which the most
important implied lower and upper lines were inclined to move
simultaneousiy by thirds and sixths,

The lower line in the spans was derived by taking the
lowest harmonic tones in the music, The root movement and
the harmonic analysis helped give the proper direction.

The upper line in the spans was derived from the music
auditorily. The problem was to find a continuous Iine that
would work with the lower line and correspond with the
harmonic analysis.

The first consideration was to derive the line from the
highest tones or highest harmonic tones in the music., This
procedure often yielded lines which were not musical. They
violated the faws of melody and generated such untenable

intervalic relations as are found in the folfiowing examples.



Examplie 1
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Example 1 represents an analysis of the highest and lowest
tones in the music. When played, they will be heard but they
lack the continuity to be heard as a unifying force.

The second consideration was to derive the line directly

from the harmonic analysis., Example 2, from the same passage,

Example 2

was teaken from the final analysis, When compared with the score
and studied auditorily one can hear that the continuity not
present in Example 1 exists here in the form of a progressive
harmonic span,

The upper tones enlarge the scope of the melodic flow, but
they are controlled by the memory of the progressive harmonic
span.

The spans are broken down into phrases, The phrases are



controtled by the patterns of the melodic material, which are
broken down into groupings. The length of the groupings depends
upon the character of the patterns within them. When dissimilar
patterns are associated one grouping tends to form; when similar
patterns of patterns follow consecutively each forms a short
grouping; when patterns are repeated in each consecutive measure
they form a grouping in their entirity; whem each beat forms a
separate pattern they are considered in the same grouping.

It was found that the music is held together by the great
spans generated by the harmonic movement of the music. The
phrases that these spans support are bufit of melodic patterns
that can be put into groupings. If this composition is performed
so that the patterns emphasize these spans and their fliow is
directed to the ends of the phrases the harmonic scope can be
realized,

The music falls into five spans, Each span supports one
or more phrases. The length of the phrases depends upon the
patterns of the melodic material found therein, which falls into
qroupings.

The first span supports one phrase, The patterns in this
phrase are dissimilar and form one grouping.

The second span supports two phrases. The first phrase
contains two groupings of sequenced patterns. The second phrase
contains one grouping of dissimilar patterns, This phrase joins
the next span with an elision.

The third span supports three phrases. The first phrase



contains two groupings of sequenced patterns. The second phrase
contains one grouping constructed of an introductory pattern
followed by a pattern that is sequenced to the end of the
phrase, The third phrase contains two groupings. The first
grouping is constructed of a beat sequenced pattern; the second,
of dissimilar patterns.

The fourth span supports four phrases. The first phrase
contains two groupings. The first grouping is constructed of
beat sequenced patterns; the second, of dissimifar patterns,

The second phrase is one grouping constructed of beat sequenced
patterns over a pedal point, The third phrase contains two
groupings, The first grouping is constructed of beat sequenced
patterns; the second, two statements of a pattern separated by

a dissimilar pattern. The fourth phrase lies over a pedal point
and fs one grouping built of a series of sequenced patterns that
come to a stop on a fermata.

The fifth span supports three phrases, The first phrase
ifs constructed of dissimiiar patterns, The second phrase
contains two groupings. Both are constructed of sequenced
patterns, The third phrase is a cadential phrase,

 The cltimax falls fn the fourth phrase of the fourth span.,
It comes at the point of the highest pitch in the composition.
In this span the phrases are longer and except for the first
phrase, built over a pedal point. The construction of the
grouping is mainly of beat and measure sequenced patterns.

There are subclimaxes in the phrases of the other spans.



This buflding and releasing of tension directs the motion of the
patterns and implied harmonies to the ends of the phrases and

spans,



