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JSBach: Sarabandeand Giguefrom Partitano. 4in D major, BWV 828
Background

JS Bach published his six partitas separately between 1726 and 1730, and then, in 1731, as acollected

edition under thetitleof Clavier Ubung (Keyboard Practice), catal oguing them as Opus 1. The BWV
numbers used are amodern catd oguing system and refer to entries in Wolfgang Schmeider's 1950

bibliography, Bach-Wer ke-Ver zei chinis, the sandard manner of identifying Bach's music today. Apart from
two early Miilhausen cantatas, written for council dections, the partitas became Bach'sfirst printed works.
Their title conscioudy refersto the keyboard suites of Johann Kuhnau (1660-1722), Bach's predecessor at
Leipzig, whose own Clavi er-libung was published some years previoudy. Four years later, Bach wasto
publish the second part of the Clavier Ubung, which contained the Italian Concerto andthe French
Ouverture in b minor, each an assmilaion of the styles and tastes of their respective countries. The fourth
andfind part of the Clavierlibung containsthe Gol dber g Varitations which was printed in 1742.

Despite the somewhat cool reception Bach's later printed works were to receive, the partitas achieved a
wider acoeptance amongst his contemporaries: the musical scholar Lorenz Christophe Mizler von Kolof
(2711-1778) commented: "Whoever does not know how to place hisfingers better will only with difficulty
learn to play & the keyboard passages of our cdlebrated Herr Bach of Lepzig'. Johann Nikolaus Forkd
(1749-1818), Bach'sfirgt biographer, went further: "Whoever learned to play well severd piecesfrom this
work could make hisfortune in the world with them'. However, theimportance of the collectionisnot so
much in the virtuosity they require, but in their musical content, which ranges from the d egance of the
French syle to the more up-to-date style galant that was popular a thetime.

It gppearsthat seven partitas were planned initialy, the precedent set by Kuhnau's publications, each of
which contained seven sites; dthough six was Bach's preferred number for instrumental sets (cf. the
orchestrd suites, English Suites, c.), the publication of the D mgor partitain 1730 indicated that another
two wereto follow. The keysof the partitas are arranged ingenioudy: the set spreads outwardly from B-flat
mgjor in zigzag patterns. B-flat mgor, ¢ minor, aminor, D mgor, G mgor and e minor, which corresponds
to the notes of the Gresk hexachord. One might expect the missing seventh partitato have had akey of F
mgjor, whichisincidentaly the key of the Italian Concerto which opensthe second part of the Clavier-
Ubung.

The movements of the partitas, and their sequencing, are oriented towards the mode of the French suite,
which hed become an etablished genre in Germany by the beginning of the eighteenth century, following
the examples of such composers as Jeen-Henri dAnglebert and Johann-Jacob Froberger. Bach had usad a
dmilar formet in hisso-cdled French Suites (BWV 812-817), the movements of which generdly followed
the following order: Allemande, Courante, Sarabande and Gigue. However, many dance Syles had changed
corsiderably from the early French moddls, favouring the more populer Itdian style. Thus, we have more
exciting Courantes and Gigues, where subtlety becomes a casudty in favour of quicker modds effused
with sophigticated (and, the words of some, retrospective) German counterpairt.

The partitas dso contain an extralarge-scale movement at the beginning. Again, the precedent is French

but the execution quintessentialy Bachian. The suites of the French masters generdly opened with a
prélude non-mesuré, the harmonies of which were indicated in a series of metricdly -free samibreves,
without any forma rhythmic pattern. The opening of thefirst partita, aPragludium, givesway to the
Sinfonia of the second, in which the dotted rhythmsrecal the French style beforeamore subtle cantabile
bi cinium whichinturnleadsto afuga two-part invention; the a minor-centred Fantasia of thethird partita
yiddsto the D mgor Ouverture of thefourth, in which Bach's assmilation of the French style, made
famous by Lully's operas, manifestsitsdf in adow, dotted introduction that isfollowed by aquick, three
part fugue. The opening of the Sixth partitadso displays the same discretion, where we have an Itdianate
toccatathat openswith four decorated, arpeggiated chordsthat givesway to a Corrente-likefigure,
accompanied by awalking bass, that isfinaly capped with athree-part fugue



For the other movements, asimilar variety occurs between the partitas. His trestment of the Allemande,
aways written as a serene movement in even time, demondirates differentiated rhythmic and metrical
Sructures: despite the movement deriving from adance, no two Allemandes are the same, despite each's
conformity to the standard binary structure. Bach not only provides avariety of form by changing the
rhythmic and contrapuntal structures, but aso variesthe length of each and its affekt in adeparture from
standard practice. Itsorigina inception was as a piece for the keyboard, in contrast to the other movements
of the gandard suite, and this gives the sructure of the dance alarge freedom of moverment. Comment has
dready occurred concerning the Itdian nature of the Courantes, and only two of the partitas (c minor and D
mgjor) contain movements that conform to the French practices of interplaying 3/2 and 6/4 bars, their syle
chosen to suit the French pretensons of their opening movements. The remainder incline towardsthe
Corrente amorergpid movement in 3/8 or 34 time, especidly in patitas 1 and 5 (B-flat and G mgor),
wherethey reflect the didtinctly Itaianate nature of their introductions. Those of theaand e minor partitas
suggest mixed forms, thefirgt an interplay between dotted rhythms and invertion-like bi cinium
counterpoint, the second a play on syncopationsin quavers. This discretion employed for the Allemandesis
dsoto befound in the Sarabands. Findly, the Gigues are didtinctly diversein metre from one partitato the
next, employing thetime signatures of C, 12/8, 9/16, 6/8 and 4/2. The lagt isinteresting in thet Bach used
the ol d-fashioned designation once reserved for tripletime, @. That of thefirst partita, distinctly modelled
on theltdian Gigais non-polyphonic in nature and consists of flowing triplets that outline the movement's
harmonic progressions. Four of the Gigues are treated fugdlly, with that of partita’5 (G mgjor) turninginto a
double-fuguein its second section. The D mgor Gigue (partita4) is not as complex, but its counterpoint
juxtgposes with its theme a the beginning of the second hdlf. In the remainder, the theme of the second
section mirrorsthe firgt, dthough in the e minor Gigue, rather than being in the dominart, isretained,
inverted, inthetonic.

The remaining movements are not standardised. The Minuets follow discrete stylistic conventions: those of
theB-fla mgjor aredidinctly Itdian inther lightness; the D mgor is French whilst the G mgor haslittle

in common with its designation of Tempo di menuetto, with arhythmic structure that alternates between 3/4
and 6/8. The ather dance movementsinduded are the more conforming Passepied and Tempo di gavotta,
aswedl asmovements of amore virtuoso nature, the Burlesca, Scherzo, Rondeau and Cappriccio.

On ancther levd, the partitas provide a certain intellectua stimulus through their proportions and design, in
which numerologica 'games occur: the firgt two movements of the B-flat mgjor partitahave 21 and 38

bars, the ciphered numbers of B-A-G-H, where B (the German labd for B-flat)=2, A=1, C=3,H (B-
natura)=8 Another important number, and one which gppears congantly in the cantatas, is 14, the sum of
the four letters of his name. Thus, the Sarabande of the firgt partita contains 28 bars (2 x 14) and the
important cadencein the Sinfoniato partita2 aso lies a bar 28. The D mgjor Ouverture contains 112 bars
(8 14) and the G mgjor Prasambulum, where the important fermata occurs at ber 86 (8 + 6 + 14), has 95
bars (9 + 5=14). Other numerologica references are asfollows:

Rondeau in =112 bars
Courantein a=56 bars
Sadbandeine=28
Allemandein D=28
Minuetin D=28
Allemandein G=28

Multiplications aso occur since the product of BACH is48 and corresponds to the Gigue in B-flat and the
Passepied in G (48), the Capriccio in ¢ and the Giguein D (96). Further to this, adding the digits of the totd
number of barsin dl six partitas also comesto 14!



Analysis

Type Sarabande

Key: D mgor

Form: binary, with each section repested

No. of bars: 38; 12 + 26 (2-bar introduction + 10 bars; 2-bar introduction + 14 bars; petit reprise of 10 bars)
Timesgnaure 34

Principd key structure: 1 - 12: Tonic - Dominant; 13 - 38: Dominant - Tonic.

2 Principa motif typesin 2-part writing

BAR COMMENT

Section A: Thefirg four bars have the function of an introduction - with the tonic key
remaining somewhat ambiguous, not becoming properly established until the beginning
of bar 5, with the first important cadence. It isonly after this point thet its melodic
rhythm atersto indude the ssmiquaver decoration that forms the bulk of the melodic
movemernt.

1-2 Generd: 2-bar introduction that acts as afermata before thefirgt principd motif is
introduced.

11-12 | Progresson: D mg. (I) to Em7 (117) isa7 - 6 suspension. Whilst in actudity it is chord
VI, it acts as afake dominant seventh (A7) before an anticipation (with last semiquaver
of bar) of thetonic.

2 A dnglelinewith aC-nat. thet suggedts the dominant of G mg.. The A minim, which
fallowsthe C-nat. in fact suspends the harmonic rhythm, adding to the ambiguity before:

3 agatement of the principa motif in the sub-dominant. However, the ambiguity of the
preceding bar suggests G mg. asatonic, and it is only with theintroduction of the C# on
the second beet, that we are again certain of the key-centre. Thewalking bass
reminiscent of acontinuo line suggests the harmonic outline of thebar: SD - ST7- D
before

4 the proper establishment of the tonic key as an extended perfect cadence. The rhythm,
however, isnot dlowed afermaasncein

5 theharmonic and medlodic movemert, in which demi -semiquavers are introduced
ornamentaly for thefirst time, shifts quickly: the G# (RH) suggests A mg., asdoesthe
second quaver begt, in which the use of the b7 (beat 1.5) actsas chord |17 before areturn
to A mg. (beat 2) and the E6 chord (best 3.5) (which becomes the dominant of the
dominant), facilitating atemporary modulation to

6 A mg. The harmonic rhythm continues, however, sequentidly in the dominant (A mg.),
leeding to the dominant of itsdominant (B mg) to settleon

7 E mg. in which the same sequence darts, but disperses with the minor 7th legpin the
bass (beet 1.5) to form the dominant 7th of A mg. (E mg7). Beat 3 ssesastroke of
geniusin thet chord VII of E mg. is set up with the introduction of the D# (asin bar 1,
acting as afdse dominant) of

8 E mg., which is arrested by the movement of the treble to a D-net, making a dominant
seventh chord of A mg. Beat 3 extends this dominant with ademi -semiquaver scde

leaing to

9 A ma inwhich thamdndic line harnmes <t irated witth demi -eamion aver dernratinn




over ardaivdy ill harmonic bess and

10 D mg., asequentialy-treated repest of the previous bar, now acting as the subdominant
of

11 E mg.. This bar is certainly the dominant of the dominant, on beet 3 of which thereisan
introduction of a3rd part and

12 a4th pat, A mg. with, in the second begt, the use of achord V119 (last inversion) to add
atouch of spice.

13 Section B: Like the beginning of Section A, this opens with the arresting introductory
motif. Here, rather than asugpension, Bach usesadiminished chord of Ci thet createsa
fase dominant of thetonic key and suggestsareturn to D mg.. Insteed, however,

14 he twigts the harmony with theintroduction of an A#, creating an F# mg7 chord which
acts asthe dominant seventh of the rdative minor (b), here extended with the only use of
tripletsin the wholework.

15-16 | (cf. bars3-4) Smilar function to bars 3 & 4, but here with touches of demi -semiquaver
movement.

17 Note how the risng matif in the RH takesthe mdody to a pitch-pesk at the beginning of
18

18-19 | fromwherethe mdodic line descends two octaves, ill inb min. using mainly tonic and
dominant chords

20-22 | Theonly appearance of an gopoggiaturain thework, hereforming a9 - 8 sugpension
and used rather than aconventiond noteto firmly establish the key centreof bmin. In
the next three bars, we see the reverse of the previous three, with the meodic linerising
two octaves, and depite touching e min., remaining firmly in the new key.

23 The chromatic twist of this bar alowsfor aB még.7 chord to be set up on best 3, thus
acting asanew dominant, thistime through acyde of fourths

24 first toemin., then

25 amin. (beet 1) and D mg. (beat 2), which hereindudes amin. seventh (Dmg.7) to take
themusictrangitorily to

26 G mg. (beet 1), which hasthe function of chord IV inthe hometonic; A mg.7 (beets2 -
3), acting aschord V and areturn to

27 thetonic for an extended tonic melisma. Here a G# isintroduced to the RH to suggest
the dominant of A mg., which, dthough appearing to established by the end of the bar

28 isinfact dill acting asthe dominant of the home key. Note how the writing in the bar
ddiberatdly avoids the seventh, thus creating yet another harmonic ambiguity.

29-30 | A petit reprise thet reiterates the opening two bars,

31-32 || suggesting arestatement of bars 3 - 4, but indeed continuing Bach's very digtinctive
figuraionthrough

33-end || anextended mdismathat firmly establishes the perfect cadencein bar 38.




Type Gigue, fugd, three-parts

Key: D mgor

Form: binary, with each section repeated

No. of bars 96; 2 x 48 bars

Timedgnature 9/16

Principa key structure: 1 - 48: Tonic - Dominant; 49 - 96 Reative minor - Tonic.

BAR

COMMENT

1-6

Section A: Fugue subject, consisting of 6 bars of rgpid semiquaver movement that
touches G mg. and e min. before a codetta takes the harmony to the dominant in
ber 6.

Red answer inthe dominant that mirrors the harmony of the opening bars. The
countersubject dovetails with the subject so that thereis a congtant stream of
semiquavers, itsfiguraion isthe antithesis of the subject, however: wherethe
subject relies on arpeggiaed figures, this employs conjunct movement until bar 11,
where dotted quavers add harmony notes.

13-15

Episodd materid that takes the harmony through b min., G mg. (acting as Chord
V), A mg. (15.3) and

16-20

D mg. for agtatement of the subject in the tonic, with the dto voice carrying the
countersubject

21-25

Episode. The materia in the bassis a sequence derived from the codetta, and is
here accompanied in the upper register by dotted-quaver chordswhich point the
harmonies through a series of perfect cadences A mg. (22); E mg. (23); b min.
(24); f#min (25). The cydeof fifthsis played to its natural conclusion with the
three f# min. chords, these ultimately acting as adominant of

26

b min., the dominant of

27

emin., where afdsestatement based on the subject takesthe music through acyde
of fifths to

28

A mg. and

29-32

D mg (note how the top part dludesto the inverse subject); G mg and then its
relaive minor (€) which acts as the dominant of

33-37

A mg. that picks up on the arpeggiated feature of the subject.

38-40

D mg. acting as1V of the dominant. The figuration aludes to second hdf of the
subject, here accompanied by astring of arpeggiosfirmly in A.

41-44

Four barswhere the figuration interplays between the RH and LH, the harmony of
each seeming to build up to thefind cadence of thissection: A mg. (41); Amg7in
itslagt inverson (42); D# dim7 (43) and amin. (44), which virtudly arretsthe
harmonic rhythm.

&

A diminished seventh chord on D# prepares usfor

Emg7 (last inverson) that hasto lead to




48 A mg. (s inverson); D mg (IV of the new key) and aperfect cadenceon A.

49-54 Section B: Bach provides anew subject for thefugd materid inb min. (based on
dominant chord). Similar to Section A, 6 bars (5 + codetta) which unusualy tekes
the harmony to D mg. for the answer.

55-60 A droke of genius the origing subject from Section A is usad as the countersubject
to achieve unity, the second bar of which, once again, prepares usfor atrangtory
modulationto G mg. (56 - 57), amin. (57 - 58), etc. The codetta, which finished
the origind subject, isinverted and transferred to the other part. The last beat of 60
presents a perfect cadence

61 in G mg. which givesway to adominant seventh of E mg.

62 Actsasdominant of A mg. Perfect cadence takesusto

63 - 66 A mg. Thisisonly trangtory: Bach is preparing theway for b min. by giving usa
diminished chord on E#, acting as afake dominant to take the mudic to f#min (VII
- |, bar 64) with arestatement of the new subject in f# min. accompanied by chords.

67-69 take the harmony to emin. for

70-73 episoda materia based on the three-note groupetti figuration of the subject, which
in turn preparesthe way for

4-T771 the new subject, herein the dominant, again without the Section A subject as
countersubject, instead accompanied by chords.

78-85 Free writing in three partsthat takesthe music to G mg. for

86-89 two-part writing that combines the 4th - 6th bars of both subjects, preparing the
way for a

89 -end atonic restatement of materia usad inbars41 - 48.




