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.re are le;iscrl to ,,elcome y ou t o this l ecturc- reci tal in hich 

it :Ls honed you nill find some inter est ,md perr a:os a little new 

informu-:, ion about the work of a com-,oser in the field of mus ic . 

,1e a:aro p;oj.np; to present a r,rou".) of four selections for w'1ich we hav e 
The commentary 

devised a c cimtir"ntary to accomryany tho nerformance . xkk~k/is desirned to 

brLnG to lir.;ht some of the aspects of t M.s music wh:Lch mir,ht otherwise 

r c'f!'lain hidden f r om your v ie.-, and it is hci0cd thct you will f ind not onl y 

an es.thetic nleasnll?e fran the hco,-ing of tho music but also an 

intellectual tcmntation for fnr bher listcninP- and/'or some of y ou) ....,ossiblo 

stuc].v. 

't'ho cam,.,:iser whome wbr lc we are nr esontin7 is J ohmm Scbas t,iD.n Bach , 

one of the rriants of the world of music , nnd the Sha.kcsncare ~i:xrnN:ai:01: 

i n his field. 

Liv"Lnr,; in .:m ago as .-re do , 
t, -t 

when tho cnn-,la3 is • the social , c ultural 
/\ 

and econ '11nic iiJl::ex asloects of our l ives is upon t he :b:lcli wxl indi viduaJ. 

r ,1thor nhan u )Orl the r:roun or whole; it is wel l to crmsidcr some of the 
~ n"riod 

cultural nr --iducts of at/ ~ when inc•ividual rir;ht,s were born> but the 

era"'lhasis was uoon the attainment of' what we m;,y call here a rtoneral l i v :i.np.; 

snace in society for the excorci ee of the rights of the individual . Our 

com')oscr, J )hnnn Sebastian Bach , livco in such a neriod ;just after the 

Rcforl!lation , a ncri od i n whlch the ha.rd l'Jon vic+,orics of a new s;;,crlllm 
the 

social ::ind economic system, .uca caT)ito.l i.sm, against p. r c~1ctionary and 

dying or der of feudal.i.sm, vrcre beinr1 cons!blidatea . 'I'he social f oxiz~st 

and economic forces , i ich were sh,,,..,in,., tho conceotionu of all ocor')le j incl udinrr 
~nd artists 

the musicians/of that t:i..r.le) wero ~ .xi:;uc deetroyinr· the b;isis for ch.he 
enriched 

iclea of a.n/mitocr acy at one end of tho social scheme ,md the mass of 

cxploi ted , nd ,crsccutcd 000-13:e et the othP.r . 'lhc nro,,r ossive clements 

.. 
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of society then were by one means or another eni;aRed in social , cultural 

or ecomdimic activites the sum total of vrl 1ich vras cr catin,· .-,,n awareness of 

and willin('.,Iless to strurrele for the new rights of man. 1'he new for ces 

created a social t ide which Si'1ent all befor e it <--nd t he r e alril of music nas 

no less a u.~rt of this tide than the pol i. t ical strugP,J.es ;ii. tho,1gh its 

~e~0~rucofx true role is yet to be seen c l e ,irly. \Jhen r,.artin Luther 

mi.:tl.a:dx defiantly nailed UD his 95 theses his hynns;vere beine; sune by the 

peo )le ·to signify a moral confirmati on of the new wey of lif e . 'lhe 
Feudal 

main ch."1.llenge of the Protestant fieformation aF'ainst the ol d/ order was 

m oxnressinp; a hi P,hcr conce·)ti on of the individual rights of human bcinrs 
social, relir1i ous ruid oolit icnl 

on e11rth Dnd ~ one of the cl1i ef Drobl rmns of this new/movmAnt was that 
attachmF:mt to 

of dP.vclonina an/ ,mzu:rums s:1,o:2xti;\ei<'de-.0im~s-ni these nevr ri.ghts thr ouf",h evr>ry 

available moans . 

Where the old system had :S:Ullll:Zi:O!lxrui ruled out t he oarticin::iti on of 
movement 

the conrrrc r;ation in reli"'.ious services the new/made it a nccessi ty . ••here 

the reactionary order stinul~ted a sJ.avish obmdience to IDIX7.m1xe1Iznaey-.x 

the ;1rbi trary rule of tne authorities the new movemrmt f ouPht to deveJ.onl!I'. 

an 8v,rarcness that ·the final [-lUthori ty rested i'ri th the ·")eonlP. 

And so t}1e cultur al nroducts wh'ch ·v,ere sh·1ncd o.nd t ook form in the crucible 

of t h:i.s rrcneral atrur.-r:lc at t t e dnd of the ni ddle gcs r P-flectcd an awareness 

and lonr,in r, for t l-ie now democrPti.c r eL~ti ons .unonP' the Deoole which wore 

in birth. 

In the realm of music a trend ,f develo"')ment w}1ich had been undervray 

for t,ro hundred years arose to its neak in ',he ,rnrks of Bach rnd his 

irranediate )rcdc .()ssors and some cont('m•)orr--ries . Its chi ef characteristic 

was i n the set tin!'." of numerous parts , voices or melodies , c:,ch of ,·rl-iich 

c ·,rried :i ),,rt of the total musical i dea cind wt1 i ch ·when sunr i,ave the 

uredominant f Relinr; of cooDr>ro.tive enternrise . This devclonmcnt was cal.l ed 

/ 
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countcr-ooint ~nd renresented a fundamental chonge from t he nredom:in~nt 

ch1 rac l:,e.ristics of all nre- cxisting music . Of c ourse 'Rach and h is 

contemnorarics did not i.nvent such a system; i t had br>en in the nrocess 

of devel~ment for 1S0 years , clnd its roots extended as far back ;is 

tho strUPP:le for orn.ancin-ition l!DO' fran the bone.l s of fGud;ilism h,d i tself 

extended. But 13ach did dcvclon 1}1is system of contra.,.,untal ,'1ritinp of 

music to its hirhest po·~nt c1nd it is that as>Ject of Ls wor k thrit we 

rc1::>te to 11is period end which tod.-1y ue are rroinr.: to examine . 



\ 

1 . 

'.Ve have chosen a groun of comoositions to ol ay for you in which 

thi'.s princi ::,J.e of the cooncra.tion of '?arts , the countcr ...,oint of two 

or more melodies , is well iJ.J ustrated. 

The first i·Mf· i Llustrations are taken fran a P-roun of corn':lositi ons 

of Bach which he c.:;.llAd two n,1rt invcnti ms . Ile vrrote them to i llust rate 

for his students the best princinles of T).Jrt-nriting and he st~rted with 

the n:i.mplcst elr.mcnts of wri tin'; for two nar"Ls or 11voicos n as they are 
to 

called. 'l'hese lit'Llc cxamoles could be cor.mrrccd/ ~ drawine;s in wriich 

an artist limited himself to blDck 0nd ,'l'hi te i::i order to study tho 

technique of lin cs and shancs . 

In this first examoJ.e we h2vc a v1~r.r economical and simnlc choi ce 

of han'lon Les , rythm and mel ody. These chords ( PL/\Y : C G C D G ) 

are the unnixed colors on his pallet. For a mr>looy vrhat coul d be simoJ.er 

than part of the scale? ( PLAY : MJ£X FI!IBT FOUR N OT~ ) but i t poes 

hi~her than th:i.t : ( PLAY : NJ~x•r lr'CUR NOT ~S ) which sounds l i ke this 

when nl a:yed as a vrhole : ( PLAY : FIRST ~IGIIT NOTES ) • _'To said t!Tht 

'i=,~first nrinciole of i3ach 1s mus:i.c is tho cooneration of the voices so 

that now he introduces his second voice an octave lower : ( PLAY : S ~COlil) 

EN'l'RA1IC1.~ 8 :iWT :s). Nor; while this s()cond voi.cc was cominK in, the first 

voice hnd alrNldy cornnleted its J.ittlc statement and had to be doing 

sorncthinP' useful : ( PLAY : COUNT J?.POin OF TOP VOIC1•;) , so that taken 

toP-cther they sounded l:Urn this : ( PLAY : S.~OOHD VOIC ~ AND COUN'.L' mPOrnT 

OF '.i.'OP VOIC~ TOG. ~•rJI •Jt) . Non vre see that there is a contras t betvreon 

the ori~i nal stntenent : (PLAY : 1st 8 Nefe:S) and its ovm answer ( PIAY C'i'P. ) 

Afi6 furtl11"'rmor e they go well tor•ether : (PLAY : FHi3T BAH CmPLETELY) . 

But this nuts us in o. different key center (PLAY : G CHORD) from that 

which ,·re t;tartcd in with ( PLAY : C CT.fOHD ) . Nm-r will you lcindly show us 

how he eets bac le : PLAY : ALL UP TO 00\JN B ,A'l' OF 3rd BAR) ·which i s our 

ori p-inal chord (PLAY C) , but l ookJ ie are so much hirrhcr uo than where 

y,c beo-3Il (PLAY l!TDDLr;; C) , it certainly can •t be le:Et un there . ( PI,AY 

Ir'fl.01 D.:GI HING: OF 3r d 13A., rco 1st 'l'.JO NO'l'J<:S OF HIGH'P HAND OF BAR 5' ) o 

I 
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That was a clever vray of gettinp do\'m by s:i.muly turning the original 

st~tement ( PLY 1st 7 NOT~-:S) on its head (?LAY 2nd TO 9th NOT~S OF BAR 3). 

But we had patten to another h:1 nnonic destina.ti:m there ( PLAY D TRIAD 

IN h/2 POSITI01J) and you left us in susncnse . T/hat hapnens norr? (PLAY 

F·~o~· lIRST BEAT OF BAJ 5 TO CADSNCS) . 
I .JL..., pU1/J.f1 } .(' A Jcl.('f 10 

ell, 7 \.!l see thd 'Sri.ch «.1. • the old-i~m•rf~ • :rfJ-i& 

~ver ~otrlnr, wµ{t,~e lci't~d do~. That counter ooint reall,y 

teaches you how to cooper:ite with yourGc lf, doesn I t it? ~~ 1 I. ib be_: 
J<r...,J,( ,/l/tN ( 
s...ife to concBatl~ that when Bach writes th ·lt vrcW for a chorus or an orchestra 

f!!. !'wn'IIW 
the . . . ,_ h.?Ve to fe~l end a ct very much as a coopor atino- t nam in order 

" to produce the r L~ht effect? I.et I s see novr, befor e you po on , e n.ch of 

those voices you rilA.yed, did the same thino- but at a different t ime and 

at ,1 different nl:>.ce O d.idn 1t they? In this much older Gregori an chant 

(PLAY ,'.I}~. H. A.I . 0::C~r:>.P.t') all the yoi ces dj.d t .stame th_}ng at~, e/~mne 
✓f 0 -;n I'( tL4,, ~ f' t' dA (~( ";(/, '<' ""- ---7f t' {✓ ,,- ½ H -t { 

t~e~a~~~~~~ i:..~"",: :h• ace of a f O\; ilundred 
y~ ars , ~ .:t;.~ ;i.t. ' -'- • t,ed • Q.~8-""J caus od r Lishex ox,ncss i 1".ll'l 

_ i n mus±c uf t:he-eie .en'bs of oone:rati n -a.nd-inter dcpendence. I t l1;i,nk t~ 
0""''" t ~AJ,, ,._ 

.i.s a oaf-e-e-sHel~-ion . But now l et us hear t~u<..riE: un to your last 

ending. (PLA.Y TO FIRST BEA'r OF 7th BAR) . 

If ,·re arc not mistaken, Bach has noYr wandered away from his beginning 

harmonic center of C (PJAY C CBOlID) to a new harmonic center of G (PLAY G 

CllOH.D ). These two harmonic centers : C and G, wh.Lch we call tonic and 

domin,mt , o.rc old hat now. 1 fo hear them in noa.r1y every sonr , (PLA.Y 1st 

11MY COlJ'1T'l'liY I TIS OF TPEE II A't1) Tr!EH ':'H'.!: CHOHDS C G C AGAilJ) , but i n 

Bach 1s di\Y they had come to signify the establisluncnt of a definitely 

nevr harmonic system, a system vrhi ch Bt\c h himself helped to develop . 

Is i t nossible that he used that same relation of harmonies as a 

sctti nn- for the first statement of his little melod.y in both voices? 
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, could ask the questi on? whi ch came first in Bach 1s 
t 

mind, the concention of the hannon.y , or the vior\9..:i.ng out of the melod.)te~ 

vrl th the h.;-rmoey r esulting from the ~'JO voices? Dub that w01,.i.lo.-ee-as-
lu.L (c .1 (t. tt/"(,,(,._ 

~e-i-ous~.on as tJ:J.e -one- a~• the chicken and the e gr , i=.t- we 

knmv that neither came befor e the other, but that they deveJ <med 

together. In tho -,eriod that Bach lived, • about 200 years 
W:~(., \, C</ n(,..,ttf if.1..JM---f 

ago , . Yroreti •t ~&~,t, A. the melodies alone or the 

harmonies alone , but were 

t he Pfila1~ 0£ bnoan J.:+U"l;l:k i.J.'1 iaiil • more is pos_§ible when many people coo-:,er ate 
/.1(.J»A ', 

in different tasks than 1-vhen they all do the same thinr;. ~ t l'CQ t~ 
f\ 

a.lr.~~~~ ~ift'l!l~'Jj was-µ.itQ-:-e this t hat hod been takine; pl ace in 

the r ealm of work nd enternrise in the 1Jeriod befor e B~ch lived/ and 

t his ,·;as what laid the s ocial foundati on for this music . 

\leJj, now, we acre at a ne\',(harmonic It would be l or ical 

to cx..,lore the new hc1rmonic cent er s omfmha~ isn ' t t hat what he do s? 

(PLAY J:t'ROJ.[ BAR 7 TO BAR li) , and in doirn~ s o -.re are not only nresented 

w-lth new conbinati )!1S of the same little melody we be~an with but ril"'ain, 

wi.th anoth0r new h 1rmoni.c center ( PLfl.Y D I INOR) . ''/here vre were taken 

to a melodic heir;ht) earlier from which he descended by t urninP, the 

melody uoside dovm, vrc are no~toJrnn to a !?_~~nic height from Hhich 

he returns by the same trick (PLA'Y FROJK EllR BAR 11 TO DOHN B~AT OF 13) , 

but we see that this time he has chanced the voices aro und so that what 

was formerly on t on is nm1 underneath and vice versa. (In a sever e tone : ) 

Aha, further evidence of cooneration , exchaneing roles l \/here does he go 

from there? (PLAY FHOr BAR 13 TO 15) . 'I'he t wo voi ces really cooperated 

th~t ti.me - - the1both r an alon~ hastily together t o the end and ~ave .:i. 

sort of additional "mphasis to the climax. Is thet the end? 
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"NO . THEY TAKE TU ms K~TilTG. II (AWD PL/1.Y F'ROM BAR 15 

TO 19 ) . 

I see , and after t hey are through r est ing each other , they ought 

to he able to do so:neth • n~ ogether a11ain : (PLA.Y FllOH 19 TO '!!.'ND ) . 

1'iell1 Now where has he taken us to? 

LOUISE: 11TF.AT ' S 'rIIE 1~m11 

Tho end indeedJ 1'11w it sounded as thou~h he c ouJ.d have go11e on 

forever - - ther e s eems to be no encl to t he p ossible wa;ys of cooper ating,, 

'lo11ld y ou like to ulay it all the vray throurr,h? (PLAY THE 

EHTIIlS I11!V ~lJTION . ) 

That vms our fir st example of two- part vrri ting by J ohazm Sabastian 

1:3ach; and he riM celled it simnl,y an inventi -::n . 'l'he nex.t little ni ece, 

the second of his inventions for two oarts, nresent s us Yfith most of the 

same prind.Dles of' organization of t wo melodic lines that the first one 

did. 'i'his time , however , i nstead of havi ne a short l ittle motive or 

musical idea, you might call it, as wo had in the first invention , we 

n ow· have a long motive , a musical paragr ciph , one mir,ht say. Bach is 

trying to sh<m that counternoint , the cooneration of two melodic lines 

sound:tng toc;ether, need not be made uo only of shor t musical ideas , but 

lonr -ones vrork ,just as well. Nmv it stands t o r eason th,t c; sett ing f or 

two voices or pnrts made uo of long r.msical i deas wculd be hn,rder to fit 

too-ether than a settinP, of short mus ical i deas . That is not only true for 

the composing of the piece, but also t r ue for the l istenin~, s o thr• t in 

hearing this se cond i nvention a gr eater demand i $ ~oing t o be plac ~d 

upon your listenlng and concentr ation in order to be able to follovr the 

longer thre ads of t he musical motive , or musical sentence . Per hcns we 

j 



~~~ 

could sey that it t ake s mor e effor t for two neonl e t o hold an 

intcllieent conversation vrhen 0ach of them is someY!l'1at long ~ 

vrinded, or elo.borDte in the presentati on of hir ideas than.) i f each ha.d 

only a little to say and then in very l i ttle bits at a t ime . Hoi·rever , 

the additional effor t is wor th whi.le , for , as we shall hear , the 

result is a more closely knit conposition rcsembling,~.~~~~9.-i!t:!19~,.~&l'-,~ 

.1n etchi ng , as comnared vrith a pencil draYrinc . "v,'here;,.s , in t he first 

i nvention we had the shor t r:msical idea ( PLAY FIHST BAH) in this sec ,nd 

one rre hwe a much longer one : ( PLAY TO MIDDLl: OF DAR 3 ) . Perhaps 

we need to hear it a s econd t ime : (PLAY AGAIN TO 1ITDD18 OF BA.11. 3 ) . 

Nm·r, as :Ln the f irst i nventi on, we are going to find t his musical 

i dea , which you just heard, nrcsented by two voices , that i s , two peonl e 

discussing one idea , so the t her:i.e will then be hear cl by t he lcmer v oice 

played in the left hand : (PLAY LO'.fF!R VOIC ~ ·ro C01lliU:SPONDI NG POINT) 
ft. t,/df 4-.,f 

And as before , while the second vo:Lce is ~~~n; this l ittle 

melodic sent ence , the first voice must comment uuon thA f act , which it 

doc::; thus : (PLAY CPT OF 1"IRS'l' VOIC ,; 'l'O DO.IN B ;.11.T OF BAR 5) so that 

when talrnn toge t her they sound like thi. : (PLAY BA.H 3 TO BAR 5 ) . 

It Yrill bo well to notice 

begins before the f irst one is throuGh - he want s to ~~-=:c.ai:w--±-aoF--.;in 

too.....co~~~: ( PLJ Y l WM BEGINNI JG TO BAR 5) . Hoi1, that part of 

the fi r 3t or top voice i n the right hf.ta th~t sounds while t he left hand 
I\ 

i s pl aying t he or i Pino.l theme , t hat par t i s cal led the counterooint 

it i D a c_O~\nter- mel od,y t o the first mus ical idea and that i s the 
~ •i t'r<(j 
dQil?iLl~~ of tho term countcrnoint . !Jo just as in a conversati on, 

. tJ{ 
one I s sec ond thourrht m;:iy be no l ess ~ than one I s f i rst t hought , 

so her ~ \t~e S'icond i dea, that i s the counterpoint to the main melody, 
IA . l,tt-t "( tt.. . (f' . 

~~-'\interest.:me; ~ ,he ma:m mel ody itself . 1.!ay we hear 

the counterpoint a~ain : (PLAY GPT 1"HOJJ DG".'IN' BEA1' OF B1Ul 3 TO LAST B ~AT 

OF BAR 10 ) (Inter rupt : Stop J Where nre you roing? It seems ~ as 



away yy y our second thouehtJ 
Q 

-~It(- "BUT IT JUST DIDN ' T WANT TO STOP WI-I.ti:RE I T WAS SUPPOSED TO ~,.,:. 

I'l' ~'f~JT RIGHT OH . 11 

Yes , I see , your fir st voice began t o j~ poetic just about t he time 

the s econd voice ended i t s stutement of the f i r st melodic idea, so that 

?}e was r eally mnking counterpoint to t he counteroo-int. 

LOUIS.C: : "Y'~S ' 'fPA'r I s JH.A'r IT .. {AS . ti 

This is r·ct tinr involvecl.1 Per h[l 'OS you had better uley t hem both uo 

t o the point where your f l rst v oice calmed dorm : (PLAY BOTH PATI'fS FROH 

Bl•:OINNING TO TIIII-ID B•~AT OF BAH 11). '.lasn 1t that l as t b i t in the l eft h.:i.nd 

f amiliar? 

L0UISJ:t~ : 11Y~ , 'l'HA1' .TAS '.1.'HE HAIN IDEA STARTDIG AGAIN". 

:r.lut i t i sn ' t the l ower voj.ces ' t urn to sa,y itJ 

LOUISr~: 11m.: SAYS I 'r ANYHOi{11 • 

·,'/ell , I thour;ht t hat counternoi nt meant ~~o_eorat i on between t he 

voices. ',1bere docs the l owe r v oice ~et tho right to hoc t he conversat i on? 

LOUIS~ : "HS vi 1 '1' H0GGIUG Tlfl<.: cmw,~RSATi rn . I THI NK HE JUST 

Dil:CIDBD I 'r WAS 'L'IHE 'l'O GbJT 'I' C CO fl/ ...,'RSA 1 :CON BACK TO THE !.!ADJ POINT. YOU 

KNCJ.'I HO',f C0NV ~.1SA1'I ,1lS GO . " 

Wher e does i t r o f r om there ? 

LOUISE: 111fELL, THE UPPER VOICR LEAV'!:S OFF HITH I TS POT~TIC JA"TD1~RrTG 

AND '1ETUR JS T) 'l'HE HAIH Il)'RA TOO . 11 

1:ill you pick them un wher e you l eft off a mment ar,o? (PLAY 7ROY 

BEGIN~HHG OF BAR 11 , i1I1''H •VPHASIS Q!\J Ll:!:F'r H.l'iHD, TO DO}/H BEAT OF BAH l S; 

11.lPHASIZ IIJG RIGHT HAND '\'HIBN I :Am 1'Hr1IB llliTURNS) . 

Wel l , I heard the main i dea return t o the upner voice then, but i t 

s ounded a little subdued - - was he embarrassed about h iii s having wander ed 

aY.'a-;f in the conver sati on? 
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LOFISE : 11HO, IT CAME IN A LITTLE LO.f'SR DECAUSE TH c;y A.'R.E 

COiN •· lSDTG I N A DIFF~REN'f KE.'Y FROM THE BEGINNIHG. 11 

You meDn the conversation is on a l ovrer level? 

:(,ours~ : 11NO, NOT rucTlX , JUST OlI A DIFFE..flli'N'l' LEVEL. YOU KlJOW 

HO',V COlNRH.SA'rIONS GO . 11 

i'Jhat haonens next? 
I 

I supnose the lower voice is entitled to d-
a little noetic , or has he a more mature annroach? 

I\ 

LOUIS.:; : "NO, HE G ~TS POE'l'IC TOO. 11 (PLAY LO.'ft::R VOICE F10H 

B.!:Gii'nTING OF BAR 1 3 TO DO\VNBiAT OF BAR 23 ). ~ ,i-.. f4.u. ~<-,. • 

\'/hat do they sound lit e together there? (PLAY BO'l'H PAHTS FROM 

B~GIWUTIJG OF BAR 13 'l'O BAR 23) . I see , so novr it ' s time for the upper 

v oice to remind its nartner of the m,in idea. Isn ' t that what it docs? 

L\lUIS ·~ : 11Yt:S . 11 (PLAY BOTII PA."lTS '1iPF..ASIZDG 1!.AIN THZJAJ<~ FROM 

DJGINND G O.i' 'AR 23 TO Tl!E ZND . ) 

Oh dear} They were cooperat inrr ap.ain. iicll , that is a true sign 

of f'ricndshio -- when one fets his head in the clouds the other brinrs 

him back to reality. (SLIGHT PAUS ,;) That is indeed a fine e:x:a.mnl e of 

counterpoint in t,·ro -or-rts . Woulcl you pla,y it all the way throur,h ,-r~thout 
,Cl'. ., 1,i 

stonnine; and oerhans vre co ld hear the main idea a little more -· 

if you emphasize it a little more than orq; inarily Ylhen it comes i n . 

(PLAY I -JV ~HTION II . ) 

That was very clca.r . You know, I think thrt it would be inter esting 

to hear these inventions nlcyed by two wind instrur.ients , say an oboe and 

a clari net. Our modern oiano Ym.s 'l.tnknol'm in Bach ' s da;y. 'l'he instrument 

he wrote these keyboard compositions for .•as called <' harosichord, vrhich 

had much clear er tone than our modern piano. The 1trinps were ulucked 
,/t.,tt ~n•C' ./4.-

,•ri th a metal quill rather t han ~~tr uck by a soft -Cl,1,il:Rie)R as the ni ano is . 
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Somc~ines it is difficult t o fol low the i nter - twininB voice parts 

on a pi ano in a comnosition such as thtt :just nl ayed because the 

cushioned notes of the piano arc not as easi~y heard as the plucked 

notes of the harpsichord. But the history of the pi ano and the 

harpsichord is a topic all in itself and we ,·rill save that for another 

tillle . I thi.r1k ':Te woulcl all like to hear the next bventi on. This 

ti111e we ·will reverse the nroce<lure and nl y the ilwention first , and 

then see hon it is put to~ethcr . (,:IM. INV'~'.T10N 8, F i'.AJOR) 

'l1u1t is roalJy a lively onc J But it sounds a lot :::;innler in 

its structure than the las t one Yte did . That fir st littl e idea reminds 

me of. a bounoi nr, baJ. l th2.t knovrs vrhere it is i;oinp;. (PL/\.Y FIJ1ST T.'{O 

BAB.S OF RIGHT HA!JD) . It seemed to bounce hir;hrr on en.ch leap. ( PLAY 

'l'O FIRS'l' NO'l' ~ OF S 1:COl"D BAR AGAIN) then roll davm vcntly ( PLAY S ,;cmm B A.t'1) : 

and ,·!hen the sec ,nd voice comes in there are t110 l i vely little voices 

bouncinr un <'lnd rolling dovm again, what funJ (PLAY FiliST •.rrmr,;~ BARS) . 

That acccn:,1an:i.mcnt in -~e right hand th:.:i.t comes next (PLAY l3AR 4) 

doesn ' 'l:, :t'ca..lly constitute a very involved counterpoint , docs it. (PLAY BAR ,a 4 

AGAIH ). No, and it doesn 1t go anywhere ~ either . Will yon pley 

i t ,·lith both parts : (PLAY. BATIS 1~ TlDOUGT-f 7 ). Never thele ss i t was catching, 

for the other voi ce took i t avrhile , too. I think Bach vras juct fill i ng 

un space lbher e , after all the idea bmmces and rolls so mueh it see1Tts to 

need a little rest even though it c an •t sit ::;till ,;rhilc it •s rcstingJ 

Will you nl .zy both norts UD to that nolnt? (fl.J\.Y BOTH PA"?.TS TO BA.Tl 8) . 

Now both Darts h,we had their ::iay; don •t they ro a little further 

t o a mor11cntary ending? 

(PLAY. BATI.S ~ '.'0 12 ) 

It SO\U'ldG ,"'15 thouah we imrc in a neYr ho.rpionlc center (PJ.AY C CHORD) 

from that of the ber:inninp; ( PLAY F UAJOR Cl!v:a.D) . Do the voices reneat 
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everythinr; now in the nevr harmonic center? 

LOUIS~: 11NO'.l.' ~X CTLY11 • (PLAY BARS 12 TO 26 ) . 

Well , he sirmly varied the situa tion a l ittl e and again they took 

turns restinr -- or nl;zyinr,- , de...,end·i.n" on hov1 you look at it. Hovr does , 

he finish it? (PLAY BAR 26 'l'O END) . J~cl-i '1as certainly used "' 
pjL ..! 4l, ,, "> l,,-,,(, l. . . 

mrterial here but it is the livcli~ -~ ~; - although the voi ces 

didn 1 t have muc ri. to say i.n this one , they had fun with what they had. 

·,Nill you nlay it throu...,h from the beginnin1.:.;? (PLA.Y rJV ,~N'rION 8) 

I thi nk that it is ,'TOrth montionine; th2t it is no matter whe t her 

the musical idea is si!'llT)lc as in t his invention , or s ornevmat m >r e involved 

as in the nrevious one , Bach sti ll ma'<cs the two voices cooper ate in 

their treatment of the melodic material .:ind so far we haven ' t found a 

sinr;le ex; mole of nherc one na.rt lords it ovor t he othf'r . 'Sach voice 

has had i ts fair turn in the exr>r essing of the musicJ,l matrrial .:ind they 

are continuously excJ1ant1inr7 roles , r eli eving one anr::th"r in the work , s o 

to snca:, , and sharinr in t he fun . Un to novr we have foiind both voices 

1)ha.r·Lng the Si3rne mntfl~ial , almost ir.tit.:itinr; one another . Per ha-1)S 

imitation i s the 

~ 1.-6 of cooper ation 

in lcarninr,- a.n,ythinr. One learns the simnler 

such as a child who hel ps around 

the house by imitatine its mother . But a :r.1.uch fuller type of cooneration 

is !JOSsibl e . When tno neonle coonerate in doine not the oame , but 

different tasks , i t requir es a far mor e i ntense kind of co-ope:rati on. r~ac h 

hcts a scnarate and different task , but e ch neverthel ss , mus t be awar e 

of wh.it the other is doing , of how to cor.mlemcnt the work of the other 

without interruutinp; his mm . 

Here y,e hove an invention in which the two voices do not share i n 

one musical idea, but share i n ~~he nrcsen tc:1ti on of two distinctly dif ferent 

i deas . 'rhe uoper voice played by the riP,ht h.::inc'l has th:i.s as a bcp,innim: : 

(PlJI.Y BAH 1 of TIIGIIT IIAHD - IllV r;; lTIC r 9) , while the oth8~ l ovre13 v oice 



bc13;ins simultaneously wit h this : (PLAY BAti 1 OF LBFT HAND ) , s o that 

they sound like this when put together : (PLAY BAR l BOTH PARTS) . 

Notice th:1t the uuoer part hep.ins 1.ith t he fastf"!r moving descending notes 

(PLAY l?IRST FIVJ: NOT ~S) , and ends i .._ii8ln"e•-:'!t, vrith the slow moving 

ascending notes (PLAY 3rd AND 4th B1~ATS OF BAR 1 OF HIGHT HAND ) 

while the lower voice begins ,nth the slow moving ascending notes (PLAY 

1"Il1ST 'l'VO B •~A'J'S Ok' DAR 1 LEFT HAND) and ends nith the faster moving 

fescendinp notes (PLAY 3rd and hth B.-.:AT S OF DAR 1 li. :!FT HAND ) . Again , 

they s ound like this when pley-ed toget her ; (PLAY BAR 1 .'IITH BOTH lIAlmS). 

'l'herc 10 have the two be~innines of the two voices . 

There is alr eady a considerable deeree of cooperation in the asso­

ciation of these two little melodic fraements , but notice what harroens : 

1ibcm the two nart s are ployed top;ethPr you c .:3n follow tho moving notes 

f irst in the unner oart/1 and then :mxt trD.n.sfer your attention to the 

movinl'.' notes of the lower part and it makes a smooth continous moving line 

which sounds like this : (PLAY 16th NOTES OF RIGHT HmD AND FL<l7 I NTO 16th 
~- _<'.,.;.,,<~.J.. 

NOT,~S OF L~FT ilAND OF FIHSTt-?31\RQ . Thus we have a third melodic element 

that emerges as the r esult of the cooner at,i nn of only the two v oices; but 

let us not s t oo here : listen nov1 to the result of 1Jley:Lnr1 the first 

part of the lower volce ,.,i th the second n:irt of tho up )Cr voice : (PLAY 

10;·1~R VOICE 8th HOT;;s AND UPP7R VOIC1£ 8th Nv'l'iS IN A LIN~ ) . It makes a 

fourth clcncnt out of the alower moving pnr ts of each of the two voices! 

Indeed here is an example of tho sum beina: r;reatc•r than the addition of 

the parts . Only two voices , but f our distinct melodic elements as a 

re! ult of the interaction of the parts . 

Let us hear these four elci"lents : First the top voice (PLAY '!.'OP VOJ:Cg 

FIRS'l' 'f\JO BAHS) then the lower v oice ( PLAY '1%~ W,'i"ER VOIC ~ FIRST 'lYfO BARS) 

then the result of combining the faster r.iovinr; nnrts of each (PLAY 16th NO'I'.r~ 

PASSAG-~ OF FIRS'l' 'I'\'IO BA'tS) then the result of combinin~ the slow·er movi nn, narts 

of eo.ch (PIJ\.Y 8th NOTE PASSAG8 OF FIRST '.f::{O BARS) and there ,,,e have it. 



notice thJt not only is there a contr astine or bpnos ing quality in 

the tvro voices , but also a contrast in r ate of motion end the di rection 

in the tvro r csultinr; lines , one is fast and f'Oes down (PLAY FIRST 'l"vVO BARS 

OF 16th HOTSS GAIN) anc.1 the oth0r is slor, u.nd rises to consider able 

nelodic heir-;hts (PLAY 1i'IRST 1\'lO BAHS OF f th NOT~S AGAill) We might as 

vrell mention t hat 1•,hile the descendinp, line moves with faster notes 

(PLAY FIRST BAR OF 16th) it descends as a whole quite slowly, while t he 

aseendinp line of slovt notes (PJAY FIRST BAR OF 8ths) climbs to consider abl e 

heiv,ht very r Midly. All of this , mind you, takes Dlace vri thin the fir st 

bar of music , a trul,y rem::1rkable exa -,ol e of craftsmanship . let us now 

hear the first two bars ·of the music with bot h voices and we wil l try to 

hear all of these elements . It wonld be vrt!LJ to nla,y thnt much through 

twide so that 1.e get <1 better onoortun:i.t y to hear what i s haopeninr-. 

Hiss Harwell nill br inP, out the descendinr line the first time and the 

ascendin~ line the sec•:md time . (PLAY FIRST 'l'\IO B.AJIB THROUGH 'IWICE, 

J:!.,1'fHAS:.CZING 16ths FI'IB'l' AND 8ths Sl!:ct:l ND 'l'I HE ). Will you now nl:w the 

music from t he ber,inninp; to the mid ;:)Oint of the invention with both par ts? 

(PLAY TO CADl~1lC6 m C UN01t AT 1.ID POIN'l' 111TH BOTH P.u.nTS J. 

it is notaule t hat this is the f irst noint in t he J"'lU.sic th:->t the 

continuous motion and flow of the tvm ni'lrts i f felt to come to a r est . 

Thi::; harmon:Lc center v,e arc now at is the compl ementary harmonic color to 

the hmnonic center of the he ginninr; and endinr of this invention. It is 
in art 

like bl ue is to yellowj and , as vre found in the first invention, Bach uses 

the mai n harmonic centers of tonic (PLAY F !f.CNOH m:rmm) , and dominant 

(PLAY C I !I NOR CH01iD) , in which to weil'l',h and balance all of his melodic 

mater ial. As we said before , B.ich was in thP. nrocess of balancinr: out and 

establishinc what was then the new c onceTJtion of tonal s nacc , something 

we t ake for pr anted toda;y, and he did so with infin"i.tc care . If you will 
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think for a morn~nt what it mP.ant in the r ealm of painting to develop 

the use of tcchnj.que of light cJnd shade , those elements that Dre sent the 

concenti on of visual space , uhich was the p;r eat contribution of Rembrandt 

to naint inrr, or if y ou will think of the nhenomennl work of Shakespear e 

in t he r ealm of s ocial drama in nr oscntinp; a spacial conceoti on of 

soci al relations cmd human values , their deoth o.nd i nter- relat i ons , y ou 

will understand what is mC'ont in Dach 1s development :ind consolidat i on of 

the harmonic system. Both Shakespeare and °ReMbr andt were pr acticnlJ...y 

contemnoraries of Bach . 

But we :ere in the midst of this invention . 1vill you nlay from this 

center noint t o the end? (PLAY FHOI C.!.1l?T1m POINT 'i'O .!'.iND, BOTH PARTS ). 

1.'fc have nol'l returned to t he harmoni c center ryoint with which Bach began 

the invention , and al though we were pr obabzy not conscious of the harmony 

but r ath0r much more cons &ious of the melody that was beinp heard, the 

hamony was nevertheless there like a vast containi:lr into which Bach poured 

hi s fluid melodic lines , gi vine them, in a sens e , livinp, sn~ce . I think 

that v;e would like to hPar thi s invention all the way through again wit hout 

inter ruption. (? LAY I NVE.1'1'l'In1 i <f ) . 

~'le ha.ve now listened soriewhat analytically to four of Bach 1s two 

p:-'.rt inventions and have learned what is meant b·r the tern 11counternoint 11 , 

and nhat it meons in the wa;y of a con9ention of coonerati n~ narts , be they 
tit., 1 I,.#, j 

melodic J.ines and musical ideas , o\ the ::1eonlc uhose voices they r cnr csent . 

We 1•rir-;h there was time t oday t o nr esent some of the larger wor ks of 

Bach in 1.hich he nresent.s these same or i ncioles on a gr and s cale , with not onzy 

two but Yrith four, six, eieht, ni ne or ten voice narts distribut ed in a 

chorus and orchestra. It will h~vP. to suffice for n ow to nJ.a.y as a 

finishing off number , one of Bach ' s thrcc-nart inventions ·which he Ci:l l s 

a Sinfonia. Due to l ack oi' time we will only be able to hear tho olaying 

of this sclec'tion once throup,h. 


