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A Schenkerian analysis
approach to the Baroque Binary structure

- A reinterpretation of an existing analysis
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ABSTRACT

A Schenkerian analysis
approach to the Baroque Binary structure

- A reinterpretation of an existing analysis

This paper presents another Schenkerian musical interpretation different from one
by David Beach in his book. The music in question is Sarabande movement in Bach's
Violin Partita 1. Prior to a harmonic/melodic analysis of Sarabande movement, First I
reviewed the structures and the features of melodies in Baroque Simple Binary Form
from the Beach's book called "Advanced Schenkerian Analysis: Perspectives on Phrase
Rhythm, Motive and Form". After that, I have tried to reinforce his analytic graph by
detecting more rational chord connections and melody line, and also by embodying
functions each chords have, based on his graph which interpreted Bach's Sarabande
using Schenkerian theory.

As a result, the fundamental line of —i-—é—i-—i, which started from 5 as a
primary tone 1is identical to his analytic graph work. But, 3 in the fundamental
structure started from where to be different from Beach's graph had pointed out, and
prolongation of 4 as one of the fundamental structure tone is prolonged in a
different way than his interpretation as well. Further, some characteristics such as
Ursatz parallelism that brings organic unity and cohesiveness started to be seen as
well. Consequently, the fundamental line that makes tune was 1identical, but a
different interpretation came out by considering function of each chords in different

harmnic context.
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