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Abstract

Johann Sebastian Bach employs musical prototypes as his
compositional premise, or in Schonberg’s term—a compositional “problem.”
Similar to Schinberg’s “developing variation,” Bach’s compositional
premise often inveolves different musical parameters and appears in both
local and global musical contents. In my study of Bach’s English Suite No. 6,
I have found that he engages various types of symmetry as his compositional
premise. Bach presents the premise at the very beginning of the suite. The
premise—C#-D vs. Bb-A——consists of a symmetrical process in which C#
and Bb not only function as neighbor-notes to D and A, which are a st apart,
but also as “leading” tones to the key areas of D (tonic) and A (dominant).
Bach exploits the symmetrical property of this premise at different structural
levels in various ways. It is presented horizontally, as a subject and its
inverted subject. It is also presented both horizontally and vertically as in
two or more voices invertible counterpoint or voice-exchange. It also
develops into local and global tonal harmonic progressions.  Finally, it even
creates an impeccable symmetrical organicism not only for certain individual
movements but also for the entire suite. |

Bach’s compositional premise shapes the whole of the English Suite No.
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6. As a performer, I would like to convey his intellectual compositional ideas
and musical drama to my audience through a convincing interpretation based
~on a deep understanding of the piece. Hopefully, my discoveries about the
English Suite No. 6 will not only disclose the musical content of the piece,

but also open a window to approaching and interpreting Bach’s music.
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