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Abstract

The purpose of this research was to study the teaching activities with Thai Musical
Instrument and behavior of Down Syndrome Children who were participating in the musical
activities of Baan Keng Khim Thai Music School. By using the qualitative research in special
case, the research was conducted by in — depth interview and observation. The result of
research stated that the arrangement of teaching activities with Thai musical instruments for
Down Syndrome Children of Baan Keng Khim Thai Music School had three structures which
were “the teaching method which emphasizes on listening and singing, “the teaching method
which emphasizes on movement and the ability to perform with the teaching activities” and
“the teaching method which emphasizes on imitation and irritation”. The outcome was that
the sample would receive the important skill development such as emotional skill in motivating
the good learning, social skill to be assertive and improving the learning skill in musical
instruments. This would lead to good improvement and behavior development of the sample.
This would create a long concentration and happiness in “Khim” musical instrument performance.

However, music may remedy the physical disability and unwanted behavior in a better way.

Keywords: down syndrome, music teaching activities, Thai instrument
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Exploring Twelve-Tone Techniques:
Anton Webern’s
Variations for Piano, Op. 27

Duangruthai Pokaratsiri'

Abstract

Variations for Piano, Op. 27 is the only major solo piano repertoire by Anton Webern.
The composition consists of three movements composed with twelve-tone technique with
total serialism in term of pitch, dynamics, and articulation. The piece also displays Webern
late musical style, outlined by the use of few chords, disjunct intervals, grace notes, and
hand-crossing. In spite of the use of twelve-tone technique, the piece display composer’s
approach in classical form of theme and variation in the third movement and the contrapuntal
style of canon in the second movement. All three movements of Variations for Piano, Op. 27
are based on one basic tone row: E-F-C#-Eb-C-D-G#-A-Bb-F#-G-B. In this article, the treatment
of twelve-tone technique in each of the movement will be discussed as well as the musical

structure, style, and interesting elements.

Keyword: Variations form, serialism, twelve tone, Anton Webern

Introduction

Anton Webern was an Austrian composer and conductor, whose music had ereat influence
on the younger generation after World War II. He was one of Arnold Schoenberg’s pupils, along
with Alban Berg. Webern was a member of the Second Viennese School, becoming one of
the major exponents of twelve-tone technique in the second quarter of the 20th century.”
His style of music changed three times: (1) in 1908 when he abandoned tonality and started

' Lecturer at College of Music, Mahidol University

*Kathryn Bailey Puffett, “Webern, Anton.” In Grove Music Online. Oxford Music Online, http://www.oxfordmusiconline.com/
subscriber/article/grove/music/29993 (accessed March 30, 2019).
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to write short, pointillistic pieces; (2) in 1914 when he began to connect the scattered parts
of his ensembles to form continuities; and (3) in 1926 when he became interested in the
12-note technique.” His music carries several characteristics such as extreme brevity, balanced
form, wide intervals (7ths and 9ths), many rests, and low dynamic levels (p or pp), and use of
pointillism for creating the disruption of melody.” In his music, rhythm and meter are usually
not prominent, even his music is clear but complex. Moreover, he was interested in employing
canonic imitation and variation technique in his music.

Two of the most important compositional techniques found in Webern’s music are
brevity and the focus on individual sounds. His oeuvre of thirty one compositions is compact,
within the total duration of no more than three hours. Some movements of his music last
less than thirty seconds; for example, No. 4 of Five pieces for Orchestra, Op. 10 lasts for only
nineteen seconds.” Because of the brevity of his music, Webern put emphasis on each individual
note, articulation, dynamic, and timbre by means of twelve-tone technique, creating a technique
known as serialism.’

Webern’s Variations for Piano, Op. 27, is his only major work for solo piano, completed
in 1936. This work was premiered in Vienna on October 26, 1936, at a concert sponsored by
the Vienna chapter of the International Society for Contemporary Music.” This piece consists
of three movements composed using the twelve-tone technique. Only the last movement is
associated with traditional variation form. The first two movements show a balanced use of
mirror forms and also present variations in the sense of varying the tone row rather than

musical variation form. The work‘s duration is about seven minutes.

All three movements of Variations for Piano, Op. 27 are based on one basic tone
row: E-F-C#-Eb-C-D-G#-A-Bb-F#-G-B, serving as PO in the first movement of the piece (see
Example 1). The tone row PO is presented in the opening measures (mm. 1-7). The twelve-
tone matrix of Variations for Piano, Op. 27 in which PO is listed horizontally across the

top row and 10 is listed vertically down the left column, is shown in Example 2.

®Kathryn Bailey Puffett, “Webern, Anton.” In Grove Music Online. Oxford Music Online, http://www.oxfordmusiconline.com/
subscriber/article/grove/music/29993 (accessed March 30, 2019).

“Ibid.
* Music: The Definitive Visual History (New York: DK Publication, 2013, 210)

¢ Kassel, Richard, ed. “Webern, Anton (Friedrich Wilhelm Von).” Baker’s Dictionary of Music. New York, NY: Schirmer
Reference, 1997. 1153-155.

" “Variations, Op. 277 In Classical Archives: Work: Anton Webern, http://www.classicalarchives.com/work/108157.html#about
(accessed March 30, 2019).
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Examplel
0 |
6 Zo Y to © O o ©
S——= o —————*° fo © i
Example 2 Matrix of Webern’s Variation for Piano, Op. 27
10 1 19 11 |8 10 | 4 5 16 | 2 13 |7
PO E F C# Eb C D G# A Bb F# G B
P11 Eb E C D B CH G G# A F F# Bb
P3 G G# E F# Eb F B C CH A Bb D
P1 F FH# D E C# Eb A Bb B G G# C
P4 GH# A F G E FH# C CH# D Bb B Eb
P2 FH# G Eb F D E Bb B C G# A CH
P8 @ C# A B G# Bb E F FH# D Eb G
P7 B C G# Bb G A Eb E F CH# D F#
P6 Bb B G A F# G# D Eb E C CH
P10 D Eb B C# Bb C FH# G G# E F A
P9 C# D Bb C A B F FH# G Eb E G#
P5 A Bb FH# G# F G C# D Eb B C E

Twelve tone treatment

In the first movement, twelve-tone is symmetrically arranged and it is obviously presented
in a typical “mirror” form. The first movement consists of three distinct sections through
textural contrasts. The three sections can be labeled as an A-B-A’ form: A (mm. 1- 18), B (mm.
19- 36), and A’ (mm. 37- 54). Each section has eighteen measures. Throughout the entire
movement, the first movement presents a pair of tone rows at a time (one in the right hand
and another in the left hand). The relationship between the pairs of tone rows in the first
movement is P and R or | and RI, suggesting a form of “mirror.” The use of tone rows in each

section in this piece as illustrated in the following diagram:

Form: A B A’
Tone rows content: PO 12 RO 12 7 R6 10 R11 15 P4 R4 RI6 111 R9
RO RI2Z PO RI2 RI7 P6 RIO P11 RI5 R4 P4 16 RI11 P9
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According to the diagram, the first movement consists of fourteen phrases, each of
which is determined by a pair of tone rows and considered as a palindrome. The following
paragraphs will describe how the palindrome operates within each phrase.

Section A comprises four phrases: mm. 1-7, mm. 8-10, mm. 11-14, and mm. 15-18.
The first phrase presents a mirror-image where mm. 4-7 presents a retrograde version of mm.
1-4, with the note G-sharp (m. 4) serving as the axis of reflection (see Example 3). The mirror

can be represented by the following numbers:

PORH.) 1 2 3 il
RO(LH) 12 11 10

© U
~N o
~N o

N
s W
=N
—_

mirror image
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=) r iy
< <@ & < bl Ry < Ia <
L &/ ] < </ 1 </ </
7 7/ Ilr’\ lr,\ 7 7 | — 7 7
D) oy ~ 77 B
T2 T ﬁ’ he I\
A YOI ) - i 7 o 2] i
hdll CIEDY ] (72 o - (72 72 | o g | & (72 ] | (72 < o | (72 (72
i o </ o (N P - 7 e/ & O
% 7—7 T AT — 7 r 7—7 ; 7—7

axis of reflection

Example 3
The second phrase also presents a mirror image similar to the first phrase. The third
phrase consists of the same material as the first phrase; however, the mirror image is treated

horizontally without crossing the line. The mirror-image is represented by numbers as follows:

RORH) 12 11 10 9
PO(LH) 1 2 3 4

I
o~
~N o
© U

N
oS W
=N
Sp

The fourth phrase is the same as the second phrase except for the use of ritardando at
the end of the fourth phrase, suggesting the end of the section A.

While the palindrome is presented within each phrase, it also operates within a two-
note group. For instance, in mm. 1-2, the right hand presents a dyad which goes to a single
note while the left hand presents a single note which goes to a dyad. Moreover, in mm. 3-4,
the material exchanges between left and right hands, creating an inverted palindrome (see

Example 4).
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Example 4
/’\ %
9 (3] ) I o
g I < | | 7 r ] < < | -
o6+, e e e
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an inverted palindrome

Section A texturally presents a series of dyads in the pattern of two-sixteenth-note
groupings in each hand. Although the time signature is 3/16, the two-note-group texture
suggests a sense of duple meter instead of triple meter. A sense of triple meter can be felt
in the second (mm. 8-10) and third phrases (mm. 11-14), where a rhythm of two-sixteenth-
notes is shortened, presenting a three-note-group. However, the fourth phrase combines the
three-note-groups to form a five-note group in mm. 15-17.

Section B consists of six phrases: mm. 19-22, mm. 23-26, mm. 26-30, mm. 30-32, mm.
32-34, and mm. 34-36. The concept of mirror image is presented in each phrase. The thirty-
second note is predominant throughout section B. The dynamics, tempo markings (tempo-rit.),
and retrogrades are among the factors that contribute to a symmetrical structure of this section.

The treatment of mirror image in each phrase is presented as follows:

mm. 19-22 22-26 26-30 30-32 32-34 35-36
Mirror point: G(m.21) D(m.24) C(m.28) G(@m.31) F(@m.33) C(m. 36)

Each note at every mirror point is often presented with sf. With the exception of the
last two phrases, the dynamics and tempo marking of each phrase are presented in a sym-

metrical structure as follows:

Tempo: Tempo rit Tempo rit Tempo rit Tempo
Dynamics:  f p f p f p f

In section B, hand-crossing frequently occurs. The texture of the last three phrases is
similar to the texture of section A, but in a group of two-note of thirty-second- notes.

Section A’ comprises four phrases: mm. 37-42, mm. 43- 46, mm. 47-50, and mm. 51-54.
Section A’ is similar to section A in terms of the use of mirror image and texture. The treatment
of mirror image in each phrase in this section is the same as in section A. However, the rhythmic

pattern is exchanged between hands, for example, the rhythmic pattern in the right hand in
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section A is presented in the left hand in section A’ and vice versa. Moreover, mm. 49-50 is
an inversion of mm. 47-48. The last chord clearly indicates an ending because it has the longest
value note of any notes in this movement. The first movement is built entirely from symmetrical
phrases, in the structure of mirror image.

The second movement extends serial organization to other structural elements such
as duration, dynamics, and articulation. Similar to the first movement, the organization of tone
rows in the second movement is executed by presenting a pair of tone rows at a time. The
relationship between the pairs of tone rows in the second movement is P and I. The overall
structure of this movement is binary form: A (mm. 1-11) and B (mm. 12-22). The use of tone

rows within each section is illustrated in the following diagram:

Form: A B
Tone rows content: P4 P11 |4 11
|6 11 P6 P9

The overall form of this movement can also be seen as a two-voice canon. The thematic
entries within the canonic structure are presented at the interval of a major second and the
time distance between the parts is an eighth-note. This canonic treatment is operative throughout
the second movement. The canon is presented only in one voice in each hand.

In addition to the canonic structure, the symmetrical centering on A4 is demonstrated
in this movement. Four pairs of tone rows are constructed symmetrically around the pitches
A and Eb, with A4 being the central point around which the symmetry of the piece is built. In
other words, for any pitch occurring below A4, there is a corresponding pitch at the same
interval above Ad. For instance, in the beginning, the lower voice presents B-flat which descends
a minor ninth to A, whereas the upper voice presents G-sharp which ascends a minor ninth
to A (i.e, mm. 1,9, 13, and 19).

According to Wilbur Ogdon®, the symmetrical centering on A4 is clearly seen, if all the
pitches in the movement are arranged in ascending order, from the lowest to highest (see

Example 5).

T batan’=heZ

iy ﬁ'e' A P
Y ] ] O O 4 EY €Y 7 Il |
il ) o O O il .4 Py 1 il |
V4 o —— I {D 1 Lk o O O™ I |
~7 AN hey € 7 1 |
LZAK S Rl

¢ Wilbur Ogdon,”A Webern Analysis,” Journal of Music Theory, VI (1962), 133.



MAHIDOL MUSIC JOURNAL 25
Vol. 2 No. 2 : September 2019 - February 2020

Example 5

The whole piece is built around A4 as the central point of symmetry. This piece has a
total of 90 eighth notes. Based on the total number of eighth notes, the golden section from
the end of the piece occurs in m. 9 and the golden section from the beginning of the piece
occurs in m. 13. Both golden sections occur on the A-A dyad. The golden section of ninety is
around fifty-five. The A-A dyad in m. 9 is the 53" -54" eighth note from the end, and the A-A
dyad in m. 13 is the 53 - 54" eighth note from the beginning.

The texture of this movement is mostly in a group of two eighth-notes. The rhythm of
this movement is determined by the rhythm of the first row as presented in mm. 1-6. This
rhythm forms a basis in other sections: mm. 6-11, mm. 11-17, and mm. 17-22.

The serial presentation of the dynamic and articulations of this piece is described as
follows: the dynamic p is quite consistently presented with staccato indication, for example,
mm. 1, 6, 9, 13, 17, and 19. Moreover, the dynamic of the juxtaposition of grace note/eight-

note is symmetrical as illustrated in the following diagram:

mm. (grace note occur ) 3 6 8 17 18 21
Dynamics: p ff p Yii f ff

A sense of unity in this piece is achieved through the recurrence of Ad as a central pitch
of symmetry of the piece throughout the movement, and the movement ends with the same
two pitches (Bb-G#) with which it began.

The third movement is the most extensive movement of all. This movement is the one
that the title of the piece “Variation” refers to. This movement employs the canons and
mirror-phrases as a means of expanding the musical ideas almost in the form of variation.
Unlike the first two movements, the third movement presents only one tone row at a time.
This movement consists of six sections (theme and five variations). Similar to the first two
movements, all sections of this movement are equal in length, 11 measures each, making the
whole movement 66 measures long. The overall structure and the use of row forms in each

section is illustrated in the following diagram:

Theme mm. 1-12 R4 Ri6 P4

Variation 1 mm. 12-23 R5 16 Rd I7 11 7 15
Variation 2 mm. 23-33 15 P10 P5 10 P5

Variation 32 mm. 33-44  RI3 |3 RI2 12 R4

Variation 42 mm. 45-55 15 R7 I8 R10 111 R1 12

Variation 52 mm. 56-66 R4 P4 RI7 7T P4 RI6
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The Theme presents simple material which will be varied in the variations. The theme
plays a major role in unifying the entire third movement by starting and ending on the same
note (E-flat). Moreover, the dynamic markings create a palindrome: p-f-p-f-f-p-f-p. The variations
employ a structure similar to the theme, but with expanded proportions.

The textures of this movement are mostly thin, consisting of single-notes with occasional
chordal contrast. The texture varies from one variation to the next. Each variation of this
movement shows rhythmic flow, progressing from stately to faster rhythms: the theme is
mostly in half-notes and quarter-notes; the first and second variations are mainly in quarter-
notes; the third variation in eight-notes. The rhythmic pattern returns to the quarter-notes in
the fourth variation and quarter-notes and dotted half notes in the fifth variation. The fifth

variation is built entirely on a weak beat which creates a sense of syncopation.

Conclusion

Webern’s Variations for Piano, Op. 27 features his late musical style, characterized by
the use of few chords, disjunct intervals, grace notes, and hand-crossing. This piece exemplifies
the composer’s concept of integration and unity. Webern employed twelve-tone technique
with the serial organization of pitch, dynamic, and articulation (total serialism). This piece also
features stylistic traits of Webern’s twelve-tone music: use of symmetry, pointillist texture,
and contrapuntal style (canon). The concept of mirror image is conveyed by means of
symmetrical construction of the tone rows. Finally, this piece also features his creative approach

to the in the classic form (theme and variation).



MAHIDOL MUSIC JOURNAL 27
Vol. 2 No. 2 : September 2019 - February 2020

Bibliography

Kassel, Richard. “Webern, Anton (Friedrich Wilhelm Von).” In Baker’s Dictionary of Music.
New York, NY: Schirmer Reference, 1997.

Music: The Definitive Visual History. New York: DK Publication, 2013.
Ogdon, Wilbur. “A Webern Analysis,” Journal of Music Theory, VI (1962), 133.

Puffett, Kathryn Bailey. “Webern, Anton.” In Grove Music Online. Oxford Music Online,
https://doi.org/10.1093/gmo/9781561592630.article.29993 (accessed March 30, 2019).

Roig-Francoli, Miguel. Understanding Post-Tonal Music. New York, NY: McGraw-Hill, 2008.

“Variations, Op. 27”7 In Classical Archives: Work: Anton Webern, http://www.classicalarchives.
com/work/108157 . html#about (accessed March 30, 2019).

“Webern, Anton.” In Anton Webern, http://www.wwnorton.com/classical/composers/
webern.htm (accessed April 30, 2009).



MAHIDOL MUSIC JOURNAL 28
Vol. 2 No. 2 : September 2019 - February 2020

Ballades from Thai Literature for Piano Solo:
“Phra Abhai Mani” by Denny Euprasert

Ramasoon Sitalayan'

Abstract
The composition Phra Abhai Mani by Silpathorn Artist Dr. Denny Euprasert was

commissioned by the author as part of the project “Ballades from Thai Literature for Piano
Solo.” The project started in May 2017 after the author received a grant from the National
Research Council of Thailand.

The author then selected four distinguished Thai contemporary composers to write
piano works that show a strong relationship with Thai culture and literature. Therefore, each
of the composition was named after famous Thai literature. Four composers participated in
this historical project were Professor Dr. Narongrit Dhamabutra (Three Perspectives of I-Nao),
Assistant Professor Dr. Denny Euprasert (Phra Abhai Mani), Associated Professor Dr. Wiboon
Trakulhun (Ramayana) and Assistant Professor Dr. Saksri Vongtaradon (Mattanapata).

This paper focused on Phra Abhai Mani and the compositional style of Dr. Denny
Euprasert that combines Jazz idiom with classical element. The composition has 10 movements
and demonstrats advanced techniques required by both composer and performer. Four main

movements were selected to discuss in this paper.

Keywords: Ballade, Piano solo, Thai literature, Contemporary music, Denny Euprasert

' Assistance professor, Faculty of Fine and Applied Arts Chulalongkorn University
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Introduction
The composition Phra Abhia Mani by Silpathorn Artist Denny Euprasert subtly combines

Jazz and classical idioms. Dr. Denny Euprasert, a leading Jazz pianist in Thailand and the Dean
of Rangsit University Conservatory of Music, drew inspirations from the favorite Thai literature
of the same name, written by Sunthorn Phu, the great poet of Rattanakosin period.

This composition has ten movements named after the important characters or places
from the literature. Most of the harmony and other significant musical ideas are mainly Jazz-
influenced.

The composer used thematic transformation and cyclic form throughout the entire

composition, thus creating a unity for this multi-movement work in a very stylistic and pianistic

way.

The Two Brothers (1 movement)

This movement was written in Binary form. Both of part A and part B features the two
main characters: Phra Abhai Mani and Sisuwan. The texture of this movement is homophony
and was written in C major.

Measure 1 is an introduction of part A. The composer used the opening gesture that
presented the main chord in Jazz style, which has E and B as the third and seventh note of

the C major chord in Rootless voicing style.
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Measure 2 - 5 introduce melody C - F to B - F in the right hand to emphasize C major

7 chord followed by a melody derived from A harmonic minor scale.
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The melodic line beautifully combines some chromatic notes with A minor
scale, creating a flavor of contemporary Jazz music. The syncopated melody in the
right hand was written in a group of eighth notes in 12/8 time signature. Left hand

accompaniment was written in E - B ostinato.

& — e A
I | sl !
I ANYy & D (7] T
bel 117 7 7
ﬁ bty :
>

o < o < o < L) o < o <
v —a N 7 N7 7 71 7 | A— N/ 7 N7 7 N\ N
A 1 | 1 | A} ] N+ NL

EEEEEEE R EEED

D

Ne|




MAHIDOL MUSIC JOURNAL

Vol. 2 No. 2 : September 2019 - February 2020 31

Measure 6 — 8 use Chromatic chord progression, which is F major chord and E

major chord, and uses Ab in measure 8 as an enharmonic note of G# in the previous

measure to continue the melody in two-handed unison.
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Measure 9 — 10 use standard chord progression Il =V — | which is D7 - G7 - C

with the melodic line in chromatic scale followed by E Phrygian mode.
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Measure 11 — 12 return to Homophonic texture by using the cluster notes

from E Phrygian mode in the right hand. The accompaniment in left hand uses E — B

combination to gently create the sound of C major 7 chord in Rootless voicing style.

Measure 14 — 15 use melodic sequence that combines chromatic notes with

some principle notes of G7 chord, which is the dominant seventh chord of C major.
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Measure 17 - 18 are the cadence built on V - | relationship with motif from the previous

sequence. The left hand continues to use C major 7 chord in Rootless voicing style.
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Measure 19 - 20 introduce the new melody of B section. Both hands continue to use

a similar rhythmic motif with chromatic harmony.
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Measure 21 — 23 show an ascending melody that reaches to the first climax of this

movement at the C minor chord in measure 23.
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Measure 27 — 28 are similar to measure 11 — 12 but uses thicker harmony.
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Measure 30 - 36 prepare the cadence by using the previous melodic motif with chromatic

notes, which will lead to the polychord creating from F major and A major chords at measure
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Measure 37 — 42 is the recurrence of two main melodies from the beginning of this
movement. This section also functions as a small coda by showing the main melody in revers-

ing hands to reinstate the title “The Two Brothers”.
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The Mermaid (2" movement)

In this second movement — The Mermaid - Dr. Denny Euprasert wrote in a through-
composed style, which means the whole movement continues without interruption and does
not separate into multi-sectional form. The tempo is quite slow but flowing naturally, imitating
the beauty of the mermaid’s movement. The mysterious charm of the mermaid is developed
through an obscure harmony and spontaneous melodic line.

Measure 1 - 4 is an introduction with melodic motif borrowed from the second theme

of the first movement. The composer used F major 9 chord with sequential movement in the

bass line.
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Measure 5 — 9 present the main theme in C major but added extra notes developed

from 2™ and 3" intervals.
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Measure 10 — 14 use a melody based on G melodic minor scale in the right hand with

descending bass line in the left hand. A large interval in the left hand creates a broader sense

of harmony.
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Measure 15 - 17: The main melody was developed by expanding the range and using

harmony that is more remote to the principle key.
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Measure 21 — 23: The melodic line in the right hand continues to develop to the climax
in measure 23 that uses D augmented chord in the left hand with chromatic notes in the right
hand.
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Measure 24 — 28: The composer used B major as a principle tonality in this section. Most
of the melodic notes are in black keys with a very high register. This movement beautifully
finishes with C major 7 chord. The last note in the melody emphasizes the B which is the 7"

note of C major scale.
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The Two Sons (6" movement)

Even though the composer is a remarkable Jazz performer and composer, this polyphonic
movement showed a strong influence from the music of Paul Hindemith and Samuel Barber.
Two main subjects of this Fugal movement represent two sons of Phra Abhai Mani. The
composer subtly created the subjects by combining the theme of their parents. Sutsakhon
theme started with Phra Abhai Mani’s material but finished with a motif from the Mermaid
theme. On the other hand, Sinsamut theme combines Phra Abhai Mani with Orgress melody.
Therefore, the creation of Fugal subjects corresponds with the story line from literature. This
movement was written in Binary form.

Measure 1 - 3 present first subject (Sutsakhon theme) by combining Phra Abhai Mani
motif from measure 19 - 20 of 1 movement with the main theme of the Mermaid movement

fromm measure 16.
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Similar to other typical Fugal movements in Baroque style, the followed statement was

presented in 5" interval below the first statement.
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Measure 4 — 5 follow the standard fugal technique that has each subject or voice
introduced in different register. The upper voice that used to be the subject will play a

countersubject or a contrapuntal line that was a continuation of the previous voice.
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Measure 6 — 9 develop the main melody by using thicker texture in the right hand and

adding octave virtuosic passage in the left hand.
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Measure 10 — 14 is the third entrance of the main melody in the right hand with an

inversion technique.

10
St ety
o ———beks

= = P . s s Tho—* ;L

*  i%he
130
P’ A I‘_ﬁ N\ ﬁ_l
wgf o ﬁ N— T i |n ! == —_— t‘,:‘rﬁiz
© ' ! #;F reh h;:[,j
= e — SR | S

o T O A

Measure 15 — 17 is the last appearance of the subject.

V-olLL| | V-4l

X

[ Y

[ B

il
V

Iy

§ X |
LI

I

Measure 18 — 20 is section B of the movement, which presents the new Sinsamut theme.
The ostinato in left hand borrowed materials from previous movement, while the syncopated

rhythm added a strong Jazz flavor into the section.
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Measure 21 — 26 is the recurrence of the main melody from previous movement but

was slightly altered by thematic transformation technique.
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Measure 27 — 30 function as a small coda or a codetta that brings the same thematic

materials from the beginning of 1* movement but changes the rhythmic grouping from triplet

to sixteenth note. The movement dramatically ends with F major 7 chord in the highest

volume.
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The Hermit (9" movement)

The composer wrote this movement in two-part polyphony. Two main characteristics
of the Hermit, according to the interpretation of Dr. Denny Euprasert, are mystery and humor.
Some of the previous motif reappears again in this movement, though being altered by thematic
transformation technique.

Measure 1 - 2 bring the main melody from the “Dragon Horse” movement and created

the answer by inverting the previous subject.
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Measure 3 - 5 extend the melodic line by adding the longer unit creating from the same

rhythmic motif.

Measure 6 — 8 show an ostinato in right hand that was created from dotted rhythm on

repeated note F.
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Measure 9 - 17 add a syncopation to the extended melodic line in left hand, while right
hand continued to employ the same ostinato. The dissonance from the melodic line in left

hand and rhythmic syncopation emphasizes the dry humorous character of the Hermit.
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Measure 18 — 19 briefly bring some previous melodic materials from 3 movement.
Another important compositional technique in this section is polytonality, which created a

strong dissonance between two hands.
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Measure 21 — 22 is a coda with polytonality technique, which is one of the main
compositional devices of the composer in this entire work. The melody in the left hand is on

G pentatonic scale while the right hand is in F# pentatonic scale.
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Measure 23 — 27 present the ostinato and fragments of the main melody again before

ending the movement with fading Jazz harmony.

23 it.. . . . _ . _ .
YD ] I H ol l'\l 4 i m
= G © 177 ‘: L.i } I
e e | LT EE S o
w T | LR
mp
S : 2 bd ] ~
2= —beke Ao - ©
o oo h-e — J—
O e
Conclusion

The aforementioned analysis shows that Denny Euprasert is a Jazz virtuoso who could
write with variety of compositional tools and, at the same time, demonstrate a great architectural
design of his work. The author strongly feel that Phra Abhai Mani and three other compositions
from the same set stand on equal term with standard classical repertoires, as well as with the
new music by leading contemporary composers from the West and other Asian countries.

It is a great hope that the analysis of Phra Abhai Mani will encourage more Thai pianists to
perform this monumental work and will inspire other Thai composers to create more piano

works that represent Thai culture.
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Selected Didactic works for Keyboards
by Johann Sebastian Bach

Onpavee Nitisingkarin'

Abstract

J.S. Bach is known as the great organist and composer in Baroque period. There are
many compositions he composed for a commission, leisure, church, and many more. However,
it could be seen as well that one genre of his composition that lends a huge impact to
musicians in the next generations until today, is the pedagogical work. This document provides
a discussion about selected didactic repertoire by Johann Sebastian Bach. There is a discussion
about J.S. Bach’s pedagogical method which led to the reason why he would write a piece
of music to make a connection between such technical or musical issues and the actual
composed music. The selected repertoire illustrated in this paper are the first, three Clavierbtchlein
for Wilhelm Friedemann Bach, and the other two for Anna Magdalena Bach. The second
selected set are, Aufrichtige Anleitung or two-part and three-part inventions and eventually,
the third selected set is The Well-tempered Clavier. The general information about each works
as well as historical background and significant information regarding to specific pieces such
as sinfonia no. 1, 6, and 11 in the selected set are also provided in this paper. This document
also examined historical line of some musical genre, for example, an emergence of prelude
and fugue as well as the development of this genre from then until these days. This document
will help expanding the understanding of Bach’s didactic works especially in the keyboard
pedagogy area.

Keywords: J.S. Bach, didactic works, pedagosgical works, keyboard works
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Introduction

“Only he who knows much can teach much. Only he who has become acquainted with
dangers, who has himself encountered and overcome them, can properly point them out and
successfully teaches his followers how to avoid them.”? Bach had all of this integrated in
himself and it makes his teaching to be most instructive, proper, and secure. According to
Forkel’s biography of Bach that provides a discussion of his pedagogical method, Bach first
taught his students by to practice isolated exercises for all fingers with utmost clarity. After
several months of practicing these rather boring exercises, some students began to lose
patience, so Bach would write little connected pieces for them in which those exercises were
incorporated. Some examples of such pieces are the Six Little Preludes for beginners and
two-part Inventions. Bach initially composed these pieces during his teaching hours and later
transformed them into beautiful and expressive works of art. Then, Bach would introduce his
own greater works to his students by playing for them the whole piece that they will study,
and saying “so it must sound”. This was to give an idea at once of the character of the piece,
and also of the degree of perfection the students have to aim at. Moreover, Bach’s teaching
methods in composition was also excellent. He continued at once from the thorough bass to
four parts instead of beginning with dry counterpoint that leads nowhere. And then chorale
exercises were introduced in which Bach set the basses himself, and made his students invent
only alto and tenor to them. Moreover, Bach always required his pupils “to compose entirely
from the mind, without instrument and to pay a constant attention to the consistency of each
single part” .’

“The best method of instructing youth, therefore, is to accustom them to what is good.
The right understanding of it follows in time and can then still further confirms their attachment
to none but genuine works of art”." Bach’s method of teaching obviously directed his pupils
farther. This can be proven by all his students who became distinguished artists, such as his
two eldest sons (W.F. and C.P.E. Bach), Johann Gottlieb Goldberg, Johann Philipp Kirnberger,
and many more.”

The most significant keyboard works by Bach that were intentionally written to be
pedagogical works are the following: 1) three Clavierbtichlein for Wilhelm Friedemann Bach,
and the other two for Anna Magdalena Bach. 2) Aufrichtige Anleitung or two and three part

inventions and 3) The Well-tempered Clavier.

Hans T. Devid, Arthur Mendel, and Christoph Wolff, “Bach the Teacher” in The New Bach Reader: A Like of Johann
Sebastian Bach in Letters and Documents [New York: W.W. Norton and Company, 1998], 453.

® Ibid., 455.
“Ibid., 456.
* Ibid., 457.
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Clavierbiichlein for Wilhelm Friedemann Bach

”

Clavierbtichlein or “little keyboard book(s)” is a set of three well-known manuscripts
written as a pedagogical work for Bach’s family. The first one is Clavierbtichlein vor Wilhelm
Friedemann Bach and the other two manuscripts called Clavierbtichlein vor Anna Magdalena.

Among the children of Bach, Wilhelm Friedemann received the most extensive education
from his father. Bach provided Wilhelm Friedmann the first lessons when the latter was
barely ten years old. It is also undoubtedly true that the very first lessons that Bach taught
his eldest son contained a substantial material from Clavierblchlein vor Wilhelm Friedemann
Bach.6 This book served the purpose of teaching clavier and organ as well as composition.
According to Schulenberg, Bach was considered to be an experienced teacher by this date as
substantiated by the music of the aforementioned book and its extraordinary teaching plans.
In fact, Bach taught numerous students (e.g., J.C. Vogler and J.T. Krebs) since 1706-7; but at
that time, he had not yet written keyboard just for the sake of teaching purpose’. It might be
too advanced and not common for a ten-year-old child to receive such books filled with
sophisticated keyboard music.. However, Bach clearly knew how and what to teach and W.F.
Bach showed his brilliance. Clavierbtichlein vor Wilhelm Friedemann Bach was begun on
January 22, 1720— exactly two months after Friedemann’s ninth birthday and was finished
in 1724 during Bach’s Cothen years. Bach compiled several keyboard pieces for Friedemann
and inscribed them into a small oblong volume.? There are certain significant similarities
between Bach’s own early musical experience and that of W.F. Bach. “First, composition and
performance are united through the medium of the keyboard”’. For example, it is modeled
on the use of ornamentation, fingerings, and the singing style. Secondly, W.F. Bach learned
the same way as his father by copying and writing out other composers’ works. And lastly,
W.F. Bach’s experience in composition at an early age involved improvisation, is similar to his
father’s educational experience. Although, the term “Clavier” in the title of those works is in
doubt as to what instrument is intended, nevertheless, the clavichord is the “most likely

candidate”.”

®David Ledbetter, “Bach as Teacher” in Bach’s Well-tempered Clavier: the 48 Preludes and Fugues [New Heaven, CT: Yale
University Press, 2002], 127.

" John Butt, “Bach as Teacher and Virtuoso” in The Cambridge companion to Bach [New York: Cambridge University Press,
1997], 143.

® Robert Lewis Marshall, “Johann Sebastian Bach” in Eighteenth-century keyboard music [New York: Routledge, 2003, 96-97.

? John Butt, “Bach as Teacher and Virtuoso” in The Cambridge companion to Bach [New York: Cambridge University Press,
1997], 143.

" David Schulenberg, “The Clavier-Bichlein vor Wilhelm Friedemann Bach and Related Works” in The Keyboard Music of
J.S. Bach [New York: Routledge, 2006], 162.
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Clavierbtichlein vor Wilhelm Friedemann Bach (CB) can be divided into five main sections
as follows'":

1) tables illustrating clefs, the names of the notes, and an Explication of ornament
signs and their meanings;

2) a group of simple pieces, starting with a demonstration of keyboard fingering
and including several preludes and two chorale (CB1-13);

3) eleven preludes, later included in WTC | (CB14-24);

4) the fifteen two-part Inventions, here termed Praeambula (CB 32-46);

5) the fifteen Sinfonias, today called three-part Inventions but here designated

Fantasias (CB 49-[63]).

This manuscript for W.F. Bach directs us to reestablish the first steps of Bach’s pedagogical
method. It begins with basic knowledge such as pitch and clef identification. It then proceeds
to a discussion about the famous ornament table, the Explication, to demonstrate how the
ornaments are to be “properly” played. Applicato, an extensively fingered piece in C major
and in binary form, consists of running-scale patterns with an accompaniment chord figurations;
as well as general principles of keyboard fingering. Later, the other compositions such as

dances, preludes,etc.; were gradually added to the CB with more complexity."

Clavierbiichlein vor Anna Magdalena

After Bach’s first wife, Maria Barbara, died, and leaving him seven children, he remarried
to Anna Magdalena Wilcken, a soprano at the court at Anhalt-Céthen where he served as a
court capellmeister. They had thirteen more children together between 1723-1742. It was a
happy marriage and they shared common musical interests. Therefore, Bach dedicated some
of his most inspired works to her. In 1722 and 1725 respectively, Anna Magdalena received
two notebooks as personal gifts from Bach. These two notebooks were manuscripts called
Clavierblichlein vor Anna Magdalena. It was undoubtedly written for the musical instruction

of Bach’s children. In addition, it could also be considered as a family’s musical album.”

The 1722 notebook consisted entirely of original works by Bach including an early version
or first draft of the French suites, a few minuets, and some fragmented pieces. This notebook

may have been a wedding gift for Anna Magdalena which later served as a sketchbook for

" lpid., 163-4.
" Robert Lewis Marshall, “Johann Sebastian Bach” in Eighteenth-century keyboard music [New York: Routledge, 2003, 96-97.

" Malcolm Boyd, Oxford Composer Companion: J.S. Bach [New York: Oxford University Press, 19991, 112.
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Bach himself. On the other hand, the 1725 notebook is a collection of pedagogical and
recreational pieces by Bach and other composers of his time, including his sons, that Anna
Magdalena used presumably for either her own enjoyment or the instruction of the children."
The early version of the partitas in A minor and E minor by Bach were utilized as opening
pieces of the book, followed by compositions of other composers such as numerous minuets,
polonaises, and other short mostly-anonymous keyboard works. However, they are not arranged

in any particular order.”

Aufrichtige Anleitung

Another set of renowned keyboard teaching pieces, intentionally written for his pupils
and children, by Bach is the fifteen two-part Inventions (BWV 772-86). They were composed
from 1720-1723 during Bach’s residency in Cothen. They appear in ascending order by pitch,
starting from C. Each contains only two voices within contrapuntal texture; each is restricted
to only major and minor keys that employ no more than four sharps or flats; and each is
limited the use of thematic materials and performing techniques. The two-part Inventions an
advance over the eleven preludes of CB, in terms of both techniques and musical complexity;
they lead to the three-part Invertions or Sinfonias. The structures of all the /nventions can
be seen through its clear sectional divisions. Each part is clearly defined by either a conclusive

16 «

cadence, or by recurrent themes.® “Bach appeared to have borrowed (the term “invention”

from the Inventioni da camera op.10 of F.A. Bonporti.”"

The two-part Inventions originally
appeared in Clavierbtichlein vor Wilhelm Friedemann Bach called Praeambula, suggesting an
improvisational genre. All the most commonly used keys were represented in the symmetrical
order C-d-e-F-G-a-b-Bb-A-g-f-E-Eb-D-c in the earlier version."” Later the Praeambula became
the two-part Inventions and were rearranged in a new key order (C-c-D-d-Ee-E-e-F-f-G-g-A-a-
Bb-b) similar to the Well-tempered Clavier Part 1."” The word Invention primarily means “idea”

or an initial musical thought that is subsequently elaborated to form a composition.”” Bach

 Malcolm Boyd, Oxford Composer Companion: J.S. Bach [New York: Oxford University Press, 1999], 112.

® Jane Magrath, The Pianist’s Guide to Standard Teaching and Performance Literature [Van Nuys, CA: Alfred
Publishing Co., Inc., 1995], 4.

' Jane Magrath, The Pianist’s Guide to Standard Teaching and Performance Literature [Van Nuys, CA: Alfred
Publishing Co., Inc., 1995], 4.

" Malcolm Boyd, Oxford Composer Companion: J.S. Bach [New York: Oxford University Press, 1999], 241.
® |bid.
¥ Ibid.
“ Ibid.
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clearly stated the didactic purpose of the Inventions or Aufrichtige Anleitung (Upright Instruction)”
on the title-page of the fair copy: “not only 1)learn to play clearly in two voices but also,
after further progress, 2) to deal correctly and well with three obbligato part; furthermore, at
the same time not only to have good inventions but to develop the same well and, above
all, to arrive at a singing style in playing and at the same time to acquire a strong foretaste of
composition [a volume of 62 pages in quarto format, dated 1723]”.%

The formal structure of the Two-part Inventions can be bi-tripartite, fugue, as well as
through-composed. The Italian compositional style is evident in these pieces with certain
elements of French dance types (i.e. Gigue). All are imitative in terms of texture. Though none
is a complete fugue, some represents double-fugal technique. Each subject of the Inventions
has its length, varying from two beats to four measures. Each invention usually begins by
stating subject and countersubject simultaneously, followed by inversion of the parts in a
dominant key.”

Invention no.1 is among the most popular of the entire collection. The stepwise motive
permeates almost the entire piece. Invention no. 2 features a long lyrical melody that indicates
independence between the hands in shaping the phrase. It is constructed as a strict canon.
Invention no. 3 presents the use of scale figuration rather than arpeggiation. What is demanding
here, is fitting ornaments in the countersubject to the running 16" notes in the other part.
Invention no. 4 presents the difficulty of extended trills. Invention no.5 is presumably the most
difficult of all, both technically and musically. An invertible counterpoint is also presented in
every section.”

Invention no. 6 features an invertible counterpoint, structured in a rounded binary form,
which requires legato playing and cantabile touch. It also has a dance-like character with some
ornaments. Invention no.7 is lyrical, the ornaments must be executed smoothly without
interfering the long flowing line. Invention no.8 is the most famous and approachable of all.
The harmonic outline is clearly presented with some rhythmic difficulties. Invention no.9 is
lyrical with eighth-note leaps in semi-staccato. The black key passages are occasionally difficult

to play with accuracy. A double counterpoint is also presented. Invention no.10 is constructed

2 Christoph Wolff, “Capellmeister in Céthen ” in Johann Sebastian Bach: the Learned Musician [New York: Norton, 2000],
227.

= Christoph Wolff, “Capellmeister in Cothen ” in Johann Sebastian Bach: the Learned Musician [New York: Norton, 2000],
226.

* David Schulenberg, “The Clavier-Biichlein vor Wilhelm Friedemann Bach and Related Works” in The Keyboard Music of
J.S. Bach [New York: Routledge, 2006], 188.

* Jane Magrath, The Pianist’s Guide to Standard Teaching and Performance Literature [Van Nuys, CA: Alfred Publishing Co.,
Inc., 1995], 14.
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from broken chords. A proper tempo and hand coordination are required.”

Invention no. 11 has a three-part phrase as its main subject, each phrase separated by
the skip of a seventh. Expressive and lyrical playing are required for developing mature
musicianship. Invention no. 12 is lively and happy. The theme is written in fugal style. Its
difficulty is comparable to a movement of a French Suite. Invention no. 13 presents a broken-
chord pattern that varies throughout the piece. The three short themes are also linked together
in this piece. It can be considered as one of the most frequently played inventions. Invention
no.14 is based on an elaborated brokenchord. Thirty-second notes must be played accurately
and evenly without conflict with the melody. Now we come to the last two-part Invention of
the set, no.15. Its structure is symmetrical through a presentation of three pairs of entries.
Mordents are to be played precisely.”

After a brief survey of the Inventions, Bach exhibits a wide variety of techniques and
styles in these short teaching pieces, such as canonic passage, syncopation, chromaticism,
Gigue-like figuration, and elaborate ornamentation. The chart below illustrates some comparisons

with the earlier version in the CB as well as details of form, length, and etc.”

» Jane Magrath, The Pianist’s Guide to Standard Teaching and Performance Literature [Van Nuys, CA: Alfred Publishing Co.,
Inc., 1995], 14-15.

* |bid., 15.

" David Schulenberg, “The Clavier-Biichlein vor Wilhelm Friedemann Bach and Related Works” in The Keyboard Music of
J.S. Bach [New York: Routledge, 2006], 189.
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Table 1 The Inventions

The Sinfonias or Three-part Inventions (BWV 787-801) are probably less familiar than
the Two-part Inventions. Similar to the Two-part Inventions, they originally appeared in the
CB in which they were called Fantasias, in 1722-1723. This work is not intended for beginners
but for middle intermediate students. The lengths of Sinfonias are greater than Two-part
Inventions. Eleven out of fifteen Sinfonias in C,D,d,E,e,F,f,G,Aa, and Bb are written in fugal style
(allegro and andante) as commonly found in the early eighteenth-century trio sonata. After
revision the Sinfonias were ordered in the same key sequence as Two-part Inventions.28

Sinfonia no. 1 is monothematic and based on an ascending scale passage. The subject
entries are overlapped at some points. Structurally, it is in three major sections. Sinfonia no.
2 opens with an imitation at the octave, in a style of Gigue. Sinfonia no.3 can be used as a
preparation for fugal playing. Double thirds and sixths are also used, with florid passages in all
three voices. Sinfonia no.4 has a subject that contains a wide upward leap and is highly
expressive. Complicated voice-leading is also presented. Sinfonia no.5 has its accompaniment
bass realized with a beautiful and highly ornamented Baroque cantilena.”

Sinfonia no.6 is a gigue-like piece. Skillful voicing and finger substitution within each
hand are required. Sinfonia no.7 presents a melodic line in triadic pattern. This piece is a
lyrical piece that requires a seamless legato. Sinfonia no.8 has a short trill in the motive that
suggests a dance-like character. Sinfonia no.9 is written with rich chromaticism, short motives,
many modulations and elided cadences. Sinfonia no.10 is one of the most effective of all as
it is brilliant and forceful. It requires some hand crossings and finger substitution.™

Sinfonia no.11 is marked as andante. It features a beautiful, lyrical melody. Sinfonia
no.12 is, again, dance-like, as suggested by its rhythmic lilt. It is considered to be among the
most appealing sinfonias. Sinfonia no.13 is written in a thin texture. It unfolds in four measure
units. Cadences as wellas cedence-like progressions, appear at mm. 3-4, 7-8, and 15-16. Sinfonia
no.14 is rarely played. The subject is based on a descending scale movement through an
octave. It is a fugue-like work with four strettos revealed in its texture. Fingering and expanded
hand positions bring about the coordination problems. The final Sinfonia no.15 is a virtuosic
piece that demands both technical facility and strong musicianship. It illustrates “sewing

machine” effect. Strong coordination between hands and a strong rhythmic sense are also

* David Schulenberg, “The Clavier-Bichlein vor Wilhelm Friedemann Bach and Related Works” in The Keyboard
Music of J.S. Bach [New York: Routledge, 2006], 193.

* Jane Magrath, The Pianist’s Guide to Standard Teaching and Performance Literature [Van Nuys, CA: Alfred
Publishing Co., Inc., 1995], 16.

* Ibid., 16-17.
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required.”*

The table below shows some comparisons to the earlier version in the CB as well

as other details of form, length, and etc.”

Table 2 The Sinfonias

Although Sinfonias are the miniatures compared to the both part of Well-tempered
Clavier, the former is a whole development of each tone-picture to which all the compositional
techniques and musical forms are applied: Canon, Fugue, free-imitation, double and triple
counterpoints, episodic passages, and inversions of all themes. All of these are combined and

realized in various ways even though on a smaller scale than the WTC.*®

*! Jane Magrath, The Pianist’s Guide to Standard Teaching and Performance Literature [Van Nuys, CA: Alfred Publishing Co.,
Inc., 1995], 17.

* David Schulenberg, “The Clavier-Biichlein vor Wilhelm Friedemann Bach and Related Works” in The Keyboard Music of
J.S. Bach [New York: Routledge, 2006], 194.

* Philipp Spitta, Lara Bell and John Alexander Fuller-Maitland, Johann Sebastian Bach [London: Novello and company,
1999], 58.
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The Well-tempered Clavier

The other composition that could be considered among the most significant keyboard
didactic works of Bach, can not be anything but the Well-Tempered Clavier (WTC) or the 48
preludes and Fugues (BWV 846-869). Bach completed the first set of the WTC in 1722 during
his Cothen years and twenty years later in1742 during his Leipzig years, part two. The fugues
were titled as fughetta.” As mentioned earlier, eleven preludes out of twenty-four from part
| had their initial appearance in the CB. The objective of this collection was stated as: “For
the use and profit of the musical youth desirous of learning as well as for this pastime of those
already skilled in this study”.”> Apart from pedagogical purpose, the WTC can also be considered
as Bach’s practical treatise that shows “the art of exploring the complete range of tonal
system”.*® However, it is uncertain about the type of tuning system that Bach had in his mind.”
In addition, this collection also illustrates “the juxtaposition of two fundamentally different
kind of polyphonic musical settings: improvisatory and free-style scoring in the preludes versus
thematically controlled and strict contrapuntal voice leading in the fugues”.*

Johann Kasper Ferdinand Fischer’s Ariadne musica is a set that consists of twenty short
preludes and fugues in ascending order chromatically from C to B, and from which Bach
clearly modeled his WTC as evidenced by the similarity in both style and mood.” The distinctions
between these two collections are: 1) Bach extended the range of usable keys to twenty-four
by, including the additional five keys (i.e., C#, d#, F#, ¢#, and a#); he retained the identical
overall plan, 2) organized the twenty-four keys into an ascending chromatically order from C
to B with parallel majors and minors.” It has been often argued which clavier (clavichord,
harpsichord, or pianoforte) the WTC is written for.

According to Kirkpatrick, there are a number of distinctions between parts one and part
two of WTC. Obviously, the preludes of book two are larger scale and more extensive than

those of book one, including much complicated compositional processes in Book two.*’

** Malcolm Boyd, Oxford Composer Companion: J.S. Bach [New York: Oxford University Press, 1999], 515.

» Christoph Wolff, “Capellmeister in Cothen ” in Johann Sebastian Bach: the Learned Musician [New York: Norton, 2000], 226.
* Ibid., 308.

*" Malcolm Boyd, Oxford Composer Companion: J.S. Bach [New York: Oxford University Press, 1999], 515.

% Christoph Wolff, “Capellmeister in Cothen ” in Johann Sebastian Bach: the Learned Musician [New York: Norton, 2000], 229.

* Stewart Gordon, “George Frideric Handel and Johann Sebastian Bach” in A History of Keyboard Literature: Music for the
Piano and Its Forerunners [Belmont, CA: Shirmer, Thompson Learning™, 1996], 63.

“ Ibid.

‘! Ralph Kirkpatrick, Interpreting Bach’s Well-tempered clavier: a performer’s discourse of method (New Heaven, CT: Yale
University Press, 1987), 14.
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The Prelude is generally defined as an improvisatory genre that emerged during the
Renaissance period. Bach developed it also as a standard genre in his own work. Typically,
the preludes are constructed from a single idea. The motive or idea is first presented in tonic
key and then modulated to its closely related keys, and then eventually returning to its home
key or tonic at the end of the piece. However, Bach usually does create a rounded form by
bringing back, at the end of the piece, the motive or other ideas stated at the beginning.

The preludes offer a diversity of styles and some of them can be associated with the
other types of compositions.*” The preludes of the WTC can be divided into eight categories
as follows: 1) one motive that continues to reappear throughout the piece (i.e., D major and
minor preludes of Book 1), 2) sections alternate between counterpoint and improvisatory
passages(i.e., Eb major of book 1), 3) in the style of French overture (i.e., G major of book II),
4) in Binary form (i.e., B minor of book | and F minor of book Il), 5) Trio sonata (three-voice
texture), 6) Dance (i.e., Gigue in B major of book I, Allamande in B major of book I, and
Sarabande in Gb major of book 1), 7) fugal-like, counterpoint, and imitative (i.e. A minor of book
| as a double counterpoint), and lastly, 8) Melody and accompaniment (i.e. E minor of book
|).43

Attempts have been made to establish between the preludes and the fugues. However,
ni such connection is obvious. Usually, a fugue is based on a primary subject which creates a
sense of unity in the piece. A clearly-defined exposition of the fugue is presented through the
complete entries of subject in every voice in sequence. What follows the exposition is called
an episode, and is based on a fragment of the subject, countersubject, or other contrapuntal
figuration that has been previously presented in the exposition. A restatement of the subject
appears once in a while in one or another voice in closely related keys. The tonic key is
expected to reappear near the end either by emphasizing on dominant pedal points or by
the appearance of the subject in stretto.” In addition, Bach wrote the fugues mostly for three
or four voices; however, two and five-voice fugues are less common.

The influences of genre, such as prelude, fugue, or even both prelude and fugue
together, as well as contrapuntal writing in general, are still in use today. This is notable
especially in Romantic and Twentieth-century music by such composers as Mendelsohn,
Shostakovich and Hindemith.

“ Stewart Gordon, “George Frideric Handel and Johann Sebastian Bach” in A History of Keyboard Literature: Music for the
Piano and Its Forerunners [Belmont, CA: Shirmer, Thompson Learning™, 1996], 64.

“ James Miltenberger, “MUSC 434: Keyboard Repertoire 1,” (class lecture, West Virginia University, September 30, 2008)

“ Stewart Gordon, “George Frideric Handel and Johann Sebastian Bach” in A History of Keyboard Literature: Music for the
Piano and Its Forerunners [Belmont, CA: Shirmer, Thompson Learning™, 1996], 64-65.
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Conclusion

It is evident that both Bach’s teaching methods and his pedagogical works are intended
to demonstrate his skills as a virtuoso composer and an excellent teacher. Bach took from his
predecessors as regards forms and compositional techniques and developed them in his own
teaching. He also imparted to his students a sense of what is good in music and musical
expression. Bach engraved these instruction methods through these significant pedagogical
works such as Clavierbtichlein for Wilhelm Friedemann Bach and Anna Magdalena Bach, The
two and three part Inventions, and the Well-tempered Clavier. This helps us know what
authentic period practice of Bach’s time is. Moreover, these didactic works become models
for students, performers, and teachers, enabling us to impart to others the sense of what are

good as well as providing knowledge on keyboard pedagogy and composition teaching.
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