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*“A beautiful and graceful woman
is able to wear, if she has taste,
varied and different costumes,

sure that they will not hurt nor
diminish her beauty but will
bring forth new enchantment.”

Andrés Segovia, 1947
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PREFACE

The process of transcription of any work of music of the past into a different medium for
which it was intended is a very complex task. It involves a thorough understanding of the
historica background and a secure grasp of the andysis of the piece. Basic aspects like tempo,
harmony, polyphony, articulations, additions, and subtractions should be made with extreme care

and knowledge.

The Chaconne from the Partita 11 for Violin Solo, BWV 1004, by Johann Sebastian Bach
Is one of the mogt marvelous monuments in musc history. Its timeless character and profundity
makes it worth to be adgpted to other ingtruments rather than violin. Countless editions,
accompaniments, arrangements, and transcriptions have been made since 1720 when the
Chaconne saw light for the first time. However, with the guitar the Chaconne seems to renovate

itstrue voice.

The musicologist and violinit Marc Pincherle wrote after Segovia's 1935 premiere of the
Chaconne for guitar: “...a direct connection with the guitar may yet be brought to light. The very
key, in which the Chaconne is written, is the perfect tondity for the guitar... The lberian origin
of the Chaconne might have suggested Bach the idea of assgning it to a Spanish instrument.”
The dso musicologist Sister Fdicitas Curti stated: “ Segovia has transcribed the Chaconne for the

guitar, returning it, appropriatdy, to the instrument of its popular origin.”

The present transcription for guitar has a didactic purpose. Musicians in the Barogque
period used the technique of transcription to have a direct contact with the style and idiosyncrasy
of muscad modes. Bach was not an exception. Transcription was one of the firs mastered tools

he used to understand what could not be taught.



It would be presumptuous to refer to the current transcription as definitive. This is just the
seed of a musca work that has practicaly no end. After this paper, this transcription will
undergo revison after revidon as evolution and changes in mudcd perspective and

interpretation come aong.
®R 50
This paper isdivided in five main chapters.

Historical Background. This chapter deds with the chaconne as a dance form and its
relationships with the passacaglia, sarabande, and folias d' Espagne. Complete sections are
devoted to the Chaconne by Bach, a brief survey of the editions arangements, and

transcriptions, with specia emphadis on those for guitar.

Analysis. A brief review of the structura features of the Chaconne. It includes rhythmic

Issues and the different techniques of variation used by Bach.

The Present Transcription for Guitar. Divided into five sections deding with different

aspects of the process: harmony and counterpoint, rhythm, dynamics, articulaions, and tempo.
The Scor e. The present transcription for guitar.

The Manuscript. A copy of the autograph by J. S. Bach.
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HISTORICAL BACKGROUND

The Chaconne and Related Dance Forms: Historical Relationships

The dance form known as chacona is a Barogue dance in triple meter whose
compositional scheme is based in the process of continuous variaion. It originated in the late
Renaissance, as a dance-song in Latin America and became popular in Spain toward the
beginning of the 17" century. Spanish writers like Cervantes and Lope de Vega mention this
New World origin. However, there is discrepancy whether the chacona was born in Mexico or
Per. The tem’s origin itsdf is even more cumbersome some authorities attributed it to the
name (Chacon) of a successful Spanish admird; to an Arabic word meaning ‘the dance of the
King'; to the Spanish dance named ‘Chica (from which it is aso dated tha the English *Jg is
derived); to the Itdian ‘Cieco, which means blind; and to the Basgue word ‘Chocuna which
means pretty. The most common indrumentation in its origins included the guitar as accompanist
and percusson ingruments like the tambourine. There are in the texts of the period continuous

occurrencesin the refrain of the word * chacona and the phrase *vidabona (*good life') (Ex. 1).

Ex. 1
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This chacona dance was imported to Itdy dong with the five-course guitar. In Itay,
certain harmonic progressons that had developed as accompaniment to the ciaccona were in
time trandformed into bass meodies, dmogt dways in the mgor mode and commonly in the key
of D. These bass meodies became patterns that were used either as a basso ostinato or with
changes usudly within a four-measure scheme. The most common and characteristic rhythmic

feature is a dotted second-beat anacrusis.

Toward the middle of the 17" century, the popularity of the ciaccona was such that no
opera in the Itdian style would be successful without it. On the other hand, during this time some
ciaccone were composed for insrumental ensemble frequently usng basso continuo. Changing
bass patterns were used for keyboard, archlute, or guitar ciaccone due perhaps b the nature of
solo ingruments and the lack of a continuo. Changing bass patterns induced aso varied chorda
phrases that became longer and more complex, “especidly after around 1639 when single notes

were incorporated into the guitar style.”*

The highlights of the ciaccona for guitar are found in works by Corbetta (c.1639) and G.
B. Granata (1646, 1651, and 1659) in Italy and Gaspar Sanz in Spain (1674). It is relevant to
point out that after the 1670s in Itay the popularity of the ciaccona declined to give way to the

passacaglia.

! Richard Hudson, “ Chaconne,” in The New Grove Dictionary of Music and Musicians.



Unlike the Itdian ciaccona, the French chaconne found a more fertile ground, appearing
even before the passacaglia and lasting for the rest of the Baroque. During the firgt hdf of the
17th century, the chaconne acquired a dower tempo and more dignified mood. Text in the
chaconne was sddom used in France thus dlowing the deveopment of the instrumenta form on
s0lo, chamber, and orchestral variations. The earliest solo variations are those composed for the
lute by Nicolas Valet (Le secres des muses, 1615) and Denis Gaultier (c.1670). Later, Francois
Couperin composed for the harpsichord (1713) and Marin Marais for viol (1701). Robert de

Visée composed two chaconnes for guitar in 1682 and 1686.

In generd, the solo ingrumentd chaconne are “sectiondized either by the repetition of
phrases in immediate successon (Gaultier and Visée), or, far more often, by the recurrence of
two or more phrases as a refrain -or ‘grand couplet’ - in rondeau form.”2 The orchestra and
continuo types of the chaconne developed into large forms like those of Francois Couperin and
Lully. In contrast to the solo indrumentd type, the orchestrd chaconne is divided in large
sections contrasting by mode or insrumentation. The generd scheme is thet of a three-part form,
opening and closng in a mgor key and moving to the tonic minor in the middle section. The

contrast by insrumentation is atained by aternating woodwind trios with the orchestra.

The French gtyle influenced profoundly the music of England and Germany. It is d<o the
case with the French chaconne. In England we can find in the work of Purcell precedents for
Bach's Chaconne for solo violin and the Passacaglia for organ: Written for chamber ensemble in
the minor mode, it uses a basso ogdinato formed by joining two four-measure phrases, the first

ending on the dominant and resolving findly in the second.

Z1bid.



In Germany the synthess of the French and Itdian styles created a golden age of the
dance forms that lasted from about 1675 to 1750. Most German chaconnes are for organ or
harpschord, sometimes for orchestra, solo violin, or lute. They are frequently found done, as
part of a suite or sonata, or with a prelude or fugue. Such are the chaconnes by Biber, Fux,

Pachelbel, Buxtehude, and J. S. Bach among others.

The chaconne is not an isolated phenomenon. Other dance forms share with it higtorica
and forma backgrounds, even details of rhythmic gpproach. Such is the case of the passacaglia

sarabande and the folia d’ Espagne.

The passacaglia is dow dance-song of Spanish of Itdian late Renaissance origins, adso
based on the principle of variation upon a short basso ogtinato. It was originated separately from
the chaconne as a ritorndlo. Derived from the Spanish words pasar, to walk, and calle, street,
the term pasacalle -passacaglia in the Itdian form was a tem apparently used only by

guitarigs.

The earlies examples of passacaglia can be found in Girolano Montesardo's the Nuova
inventione d'intavolatura (Florence, 1606), the first Itdian teblaiure for the Spanish guitar.
During the Baroque the passacaglia bass melody became, like that of the chaconne, standardized
in a series of formulae The influence of the chaconne is apparent, since the passacaglia adopted
usudly a triple meter with a stress on the second beat. However, the early passacaglia tended to
favor the minor mode. In France the passacaglia appeared after the chaconne, achieving as large
popularity by the end of the 17" century and developed into solo and orchestra forms. In time,
the difference between these two dances became unclear since they shared smilar schemes and
composers treated them amost interchangesbly in regard of rhythmic features like the dotted

second-beat anacrusis. Differences became even more confusng and in times contradictory in
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Germany with the influence of French and Itdian styles. From France composers adopted
sectiondization, from Ity the technique of varigion. Most Geman passacaglias were

composed for keyboard.®

The sarabande originaed in the 16th century also as a dance-song in Latin America and
became part of the repertoire of the Spanish five-course guitar. It was popular in French courts at
the same time as the chaconne, being the dow type the most preferred. Like the chaconne, the
sarabande is in triple meter and has a second-beat anacruss, usudly in dotted rhythm. The
dructurd scheme differs: two or more repeated sections of varied length, athough some may be

in rondeau form.*

Meaning ‘mad’ or ‘foolish’, the folias d’ Espagne, as is cdled in France, was origindly a
dance of Spanish or Portuguese origins. It is a chordd framework used dso for songs and sets or
vaiations, the latter the most spread type. Higtoricdly, there are two folias. With the appearance
in Itay of te Spanish five-course guitar, it enjoyed great popularity from 1577 to 1674 as a fast
sung dance. The firt known st of variaions appeared in J. H. Kapsberger's Libro primo
d'intavolatura di chitarone (1604). The first tablatures for guitar accompaniment (strummed)
gppeared in the aforementioned Nuova inventione d’intavolatura by G. Montesardo. French
composers developed the second type of folia after its introduction to the court of Louis XIV by
the Itdian guitarit Francesco Corbetta. Rhythmicaly, second beats were generally accented by
the use of the dot and the tempo was dowed down into a more magestic and dignified mood. It

was usudly in D minor.

3 Richard Hudson, “Passacaglia,” in The New Grove Dictionary of Music and Musicians.
4 Richard Hudson, “Sarabande,” in The New Grove Dictionary of Music and Musicians



The Chaconne from the Partita Il for violin solo, BWV 1004.

The Chaconne in paticular and the Sonatas and Partitas for Violin Solo in generd, ones
of the very landmarks of solo insrumentad music, were the outcome of a young COmMpPOSe.
Although debatable, it is the consensus to date this set around 1720, when Bach was thirty-five
years old. In fact, dthough an integrd part of the Partita I, it could have been composed as a
Tombeau, written as a meditative lament for the death in July 1720 of Maria Babara Bach,
Johann Sebadtian's fird wife® The earliest copy, from the hand of Anna Magddena Bach, dates
from this year and was discovered in 1814 at Petrograd, Russia, among old papers about to be
sent away to a butter deder. Simrock in Bonn published the firs complete edition, taken from

other extant manuscripts, in 1802.

Bach was full of new ideas encouraged by the favorable environment a the court of
Prince Leopold in Coéthen where he spent sx years (1717-1723). There he composed mainly
secular, solo ingrumentd and chamber music; among them are the Fifteen Inventions and
Snfonias, Wohltemperirte Clavier, Chromatic Fantasie and Fugue, Sx Suites for Cello, Four

Orchestral Suites and finished the Brandenburg Concertos.

There ae cetan petinent questions regarding the solo violin musc. Why did Bach
pursue such ‘impractica’ project? It is obvious that they were not intended to be played in
church, and snce there were no firg-rank violinig among the court mugcdans it is likdy to
conclude that the solo violin music was concelved as sudy materiad for the advanced vidlini. It
is known in Bach the strong inclination toward pedagogy (i.e. the Wohltemperirte Clavier or the

Clavierbiichlein). Forked remarked in 1802: “For many years, the Sx violin solos were

® Helga Theone, “J. S. Bach: Ciaconna. Tanz oderTombeau.” in Cothener bachfesttage, (Céthen, 1994), 30.
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universdly consgdered by the greatest peformers on the violin as the best means to make an

ambitious student a perfect master of hisinstrument.”®

A source for inspiration might have come from Bach's acquaintance with Johann Paul
von Westhoff (1656-1705), a violinist in the service of Duke Johann Erngt of Weimar in 1703
who aso composed a st of violin sonatas and partitas. On the other hand, some higtorians
speculate that Bach wrote the Sonatas and Partitas to Johann Georg Pisende (1678-1755),

another composer of violin solos.

Evolution through the Editing Process

The Chaconne was a wel-known piece among viodlinist since the time of J. S. Bach. With
of without the remaining of the s, severd copies have been found that supports this idea As
dated ealier, it was in 1802 when an editorid edition was printed. This is the first of a long line
of editions tha can be count on the dozens. This edition published by Simrock is interesting
gnce it varies dgnificantly from the autograph in changing the bowing in order to give the idea
for a more Mozartean style of playing. The name of the editor is unknown. In generd, the early
editors used an editoria technique cdled “Klangnotation” or “sound-notation,” in which the
musc is actudly written, as it should be performed. This technique went into disuse because of
its difficulty to dght-read and detect the contrgpuntal lines. The urtext edition was then the

dterndive, in which there was no performance indication, very vauable among musicologists.

The fird urtext edition was done by Dorfd, a pianig and critic, and was published in

1879 for the Bach-Gesdlschaft (collected works of Bach, volume 27). Another urtext was

6 J. N. Forkel, Johann Sebastian Bach: His Life, Art and Work (New Y ork: Johnson Reprint Corp., 1970),
154,
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published in 1958 as pat of the Neue Bach-Ausgabe (Series VI, Volume I); the German
musicologis Gunter Hausswald made the edition. The most used trend in editorid techniques,
however, is that of the editor giving some clues to the performer. It has gone so far as to adding

notes to increase the excitement and sonority in the music.

In the area of dynamics, there has been dso an evolution: The earliest editors prefer a
rather drictly defined crescendo from the firgt variation to the last. Because of its practica
difficulty, modern editors from about 1900 to 1930 look for contrast within variaions while ill
maintaining a framework of a large, overal crescendo. The most famous edition from the turn of
the 20th century is that made by Joachim and Moser, published in 1908, one year after the death
of Joseph Joachim. It was made after a photographic reproduction of a manuscript from Bach's

hand.

Almogt dl editors introduced expresson markings such as “espressvo’ and “dolce’
presenting an arch-like in the frequency of use throughout the piece. The peek of this cusom was
reeched in the mid-1940 and then was dropped amost completely by 1950 perhaps due to more

awareness in baroque interpretation.

More efforts have been made to preserve the integrity of the music in the manuscript
while presenting it in modern notation. The chdlenge is clearly dated by Jeen Champel in the
foreword of his edition (1959): “People had dready forgotten the old rules and conventions of
playing which permitted the composers of earlier time to use a much smplified notation —a sort

of succinct shorthand, which came dive only through interpretation.””

" Robert P. Murray, “The Editions,” in The Bach Chaconne for Solo Violin, A Collection of Views, edited
by Jon F. Eiche (Urbana, IL, 1985), 30.
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It is evident that with the development of notetion, the change of meaning of mogt
symbols and its subsequent rigurogty, editions have become more sophisticated and versdtile in
the attempt to re-establish the spirit existing a the beginning of the 18th century. Mogt of them
introduce double sgns (eg. the origind durring and the editor's). An unusud edition was made
by Tadeusz Wronski in 1970: his edition is printed on the left-hand pages, with the
corresponding section from Bach manuscript on the right, thus saving the editor from having to

introduce double sgns.

Ore interesting issue in the evolution of the editions is related to the two arpeggio
sections each is treated differently, dthough Bach provides a suggestion for the execution of the
firs. Editors have evolved severa basc rhythmic patterns for the first section (mm.89~120),
including that proposed by Bach. However, it has been customary for editors and arrangers to
furnish higher own set of patterns (Ex.2, as provided by Henryk Szeryng). It is proper to begin a
new patern over the second beat of a new variation, since it is the second beat and not the
downbeet the beginning of the variation, a least in this arpeggio section. The second section
(mm. 201~207) is treated in a more graightforward manner, the mgority usng only Sxteenth

notes. Such isthe case of the present transcription for guitar.

Ex.2
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Brief Survey of the Arrangements

The Chaconne is unique within Bach aavre in that it bears the largest number of
transcriptions, arrangements, and accompaniments written of it and for it. They began to appear

toward the middle of the 18 century, after along period of resistance from connoisseurs

Higoricaly, the accompaniments with piano were the firgt attempt to give the Chaconne
another perspective. The firgt published accompaniment with piano was tha of F. W. ResH
(1811-18557), a Berlin vidlinig and viola player, in 1845 under the publisher Schlesinger, and
dedicated to the Prussan Generalmusikdirektor Giaccomo Meyerbeer. However, it was the
arangement from the hand of Fdix Menddssohn-Bartholdy (1809-1847) the one that had a
greater dgnificance. Felix Menddssohn-Bartholdy brought to light many of Bach's works
including the solo sonatas. Ewer & Co. (London) published his accompaniment in 1849. About
the firg peformance seven years earlier, Robert Schumann reported: "...He accompanied the
violin with the grand piano in such a wonderful way that the eternd Cantor seemed to have had
his hands in it himsdf."® Menddssohn's artigic and individud arangement is in the form of a
concerto  movement, giving the violin pat enough freedom and opportunity for virtuoso
development by assgning extensve tacet segments to the piano pat. At times, the piano has
independent lines, a others, it provides only harmonic support, and in some opportunities, both

Instruments go together like a solo instrument and solo orchestraiin tutti passages.

Robert Schumann (1810-1856) published his own piano accompaniment in 1854 with
Breitkopf & Harte: Sechs Sonaten fur die Violine von Johann Sebastian Bach mit hinzugeflgter

Begleitung des Pianoforte von Robert Schumann (Sx Sonatas for Violin by Johann Sebastian

8 Georg Feder, “History of the Arrangements of Bach's Chaconne,” in The Bach Chaconne for Solo Violin,
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Bach with added Piano Accompaniment by Robert Schumann). This arrangement enjoyed wider
atention than that of Menddssohn while following the origind somewhat more closdy. It shares
some common points with Mendessohn's: the unaccompanied presentation of the main theme at
the beginning and the harmonization of the theme in the mgor mode. Other successful published
piano accompaniments were written by Carl Reinecke (1824-1910) and August Wilhdmj (1845-

1908) (he also wrote an orchestral accompaniment), among many others.

The next sep in the evolution of the arangements of the Chaconne is the transcription,
perhaps the widest area in this regard. As an outcome of the efforts of Mendessohn and
Schumann, the piano was the firg instrument to enjoy a full transcription, the first of which was
published in 1855 by Carl Debrois van Bruyck (1828-1902). Ernst Pauer (1826-1905), who
published his transcription with Senff of Leipzig in 1867, and Joachim Raff (1822-1882),
publishing aso in Lepzig by Bieter-Biedermann in 1865, wrote more interesting and influentid

versons. What they shareis an intricate use of polyphony beyond what isimplied in the origind.

There is one trend within the transcriptions for piano: arrangements for left hand aone.
Following an unsuccessful attempt by Count Géza Zichy (1849-1924), the Chaconne for left
hand was published in 1879 by Senff as No. 5 of the Studien fur das Pianoforte von Johannes
Brahms (two arrangements after Chopin and Weber, three after Bach). In 1877, Brahms sent the

manuscript to Clara Schumann, with the explanation in aletter as follows:

“ To me the Chaconneis one of the most beautiful, incredible compositions. On
one staff, and for a small instrument, this man pours out aworld full of the most profound
thoughts and most powerful emotions... If one cannot avail oneself of the most

outstanding violinist, perhaps the greatest enjoyment of the Chaconneistobeachievedin

A Collection of Views, edited by Jon F. Eiche (Urbana, IL, 1985), 41.
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one’ smind. But thiswork al so entices one to enjoy oneself with it in various other ways.
After all, one does not always careto hear this music in one’s thoughts, Joachimis no
here very often, and therefore one occupies oneself in various ways with this music.
Whatever | try, orchestra or piano, it always ruins my enjoyment. Only in oneway do |
succeed in coming closeto a very reduced yet quite pure enjoyment of thiswork: if | play
it alone with the left hand! At timesit seemsto me like the story of Columbus’ egg! The
similar difficulty, the kid of technique, the arpeggiation, all of thisadds up to make me
feel likeaviolinist!” °

Unlike his predecessors, Brahms does not consder the Chaconne in its origind form as
incomplete; thus he does not dare to attempt improvements. In actudity, Brahms trangposes the

origina an octave lower, occasondly adding afiller-note or striking an octave.

Ferruccio Busoni’s  arangement represents  the climax and concluson for piano
arangements of the Chaconne. Busoni (1866-1924) himsdf gave the firg peformance of his
arangement in Bogton in 1893. The published verdon (Bretkopf & Hartd) is titled as follows
Chaconne aus der vierten Sonate fur Violine allein von Johann Sebastian Bach. Zum
Concertvortrage fur Pianoforte bearbeitet und Herrn Eugen d' Albert zugeeignet von Ferruccio
B. Busoni (Chaconne from the fourth Sonata [7] for solo violin by Johann Sebastian Bach.

Arranged for concert performance by Ferruccio Busoni and dedicated to Mr. Eugen d’ Albert).

Buson’s arangement combined dl of the tendencies of ealier transcriptions
Differentiation of sonority, expressve interpretation, virtuosty, polyphonic design, melodic

combination, random extension, and Siricter adaptation.

The firg variations of the fird and third sections ae dmost adopted from Brahms

verson; the improvisatory extensons, invertible counterpoint and the rapid scaes have ther

° Ibid., 42.
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precursors in the fredy inserted cadenza of the verson by Count Zichy; the added counterpoint
is a reviva of the techniques of Paff and Pauer; and the addition of the theme in mgor mode as
the man voice in the second section, thus identifying with Menddlssohn, who featured such

combingtion earlier.

In his treetise Von der Uvertragung Bach’scher Orgelwerke auf das Pianoforte (On the
Transcription of Bach's Organ Works for Piano), Busoni writes that he treated the Chaconne
“with the idiom of the organ in mind... This approach, frequently attacked, is judtified by the
gonificant content that is not expressed sufficiently by the violin, and because of the example of

Bach's own organ transcription (BWV 539) of hisViolin Fugue in G minor.” %

Following the arrangements for piano two trends were developed that use the orchestra
and the organ as media. The Russan composer Maximilian Steinberg (1883-1946) produced an
arangement of Busoni’s piano verson in 1911 for large orchestra In particular, Steinberg
modifies Busoni’s verson when it does not serve the origind, or in order to Srengthen the
arangement. Arrangements for organ, which at the beginning tended to be far removed from the
origind, started with the one written by W. T. Best (1826-1897), followed by another by H.
Messerer gppeared in Paris in 1909. A very successful verson for organ, influenced by Busoni,

was written by Arno Landmann (b.1887), published by Smrock in 1927.

Another path in the transcriptions of the Chaconne is represented by chamber ensembles.
It begins with a piano trio transcription by B. Todt (1822-1907), appeared around 1900. This
arrangement does not follow the ided of the baroque trio sonata. In fact, it atempts to transform

the Chaconne “into a technicaly demanding ‘romantic’ piano trio with cantabile treatment of the

10 bid., 4.
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cdlo.”** Arrangements for string quartet appeared to provide a more suitable medium. Examples

arethose of Martinus Sieveking (1867-?) and Maria Herz (1878-7).

The trend of arrangements for orchestra evolved into a stage in which the primary source
was the origind itsdf. Arrangements by Riccardo Nielsen (b. 1908), Jend Hubay (1858-1937),
Alfredo Casdlla (1883-1947), and Leopold Stokowski (1882-1977) are typicd of the changes
that came about after romanticism. They replaced the free expressive interpretation of the 19"
century with a structuraly bound, dynamic interpretation, laden with tenson; dso they created
arangements that are based on Bach's Chaconne as on a sketch. Very interesting is the
arangement of the Italian composer Ricardo Nielsen: he used the dtring orchestra, dividing it
into tutti and concertino. With this scoring he followed the practice of the baroque concerto
grosso, thus “edablishing the preconditions for a gylidicdly homogeneous orchestra

transcription.” 2

" Ibid., 44.
2 1bid., 45.
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Transcriptions for Guitar

Published transcriptions of the Chaconne for the guitar are a product of the twentieth
century. After the Chaconne was transcribed for severd individuad instruments and ther
combinations, Andrés Segovia (1893-1987) undertook the first successful transcription for the

guitar, laying the foundations for along list of works.

In this section, we will discuss briefly four published transcriptions, very didinct and
representative: Segovia, Yepes, Scheit, and Carlevaro. While this chepter deds mainly with
higoricad background, it is conddered that some aspects of muscd andyss cannot be

overlooked.

The London publisher Schott issued the transcription made by Segovia in 1934.
According to Christopher Nupen, apparently “Segovia was reluctant to attempt the Chaconne
‘because | love that piece beyond any imaginaion,” and for years he studied the transcription by
F. Herman for two vidlins, Brahms for the piano (left hand), Busoni and Raff for the piano (both
hands and how!), and Jena de Hubay for the orchestra. It was therefore not until 1935 in Paris
that, with the support of the distinguished French musicologis Marc Pincherle, he decided to

make the transcription and play it in public.”*

The Segovia transcription follows the trend left by the Romantic arrangers in genera, and
Feruccio Busoni in paticular, in such ways like the addition of filling-notes in important
harmonies and the incluson of tempo and expression indications. However, it is closer to the

origind in the sense tha there is no incduson of running cadentid passages, the addition of

18 Alirio Diaz. Alirio Diaz Plays Bach. Cassette. Notes by Christopher Nupen.
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basses is economicd while following the implied harmony in the origind. The fird arpeggio
passage is reldivey smple and deady compared to violin redizations, dthough Segovia
suggests a continuous crescendo toward the scdar passage in measure 121. This technique,
ingpired by Busoni and Hubay versons, gives the fragment an ever-increesng tenson thet is not
released until the return of the second couplet of the main theme in measure 126. The second
arpeggio passage inherits the common practice |eft by the vidlin tradition. Regarding fingerings,
Segovia tends to use very idiomatic ones. These fingerings might force the performer to depart
from the origina phrasing that can be inferred from the origind (Ex. 3).

Ex. 3
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A more technicdly ambitious transcription is that of Narciso Yepes (1927-1997),
published in 1960 by Ediciones Musicaes Madrid in Spain. Yepes thoroughly uses the harmonic
cgpabilities of the guitar by usng gx-note chords very often, mantaning a full sonority
throughout the entire piece, paticulaly when the polyphony is not intricate he dso uses
octavation, particularly in the bass. Like Segovia, Yepes indicates tempo changes and expresson
markings. Fingerings are less orthodox and they include the right hand in essential passages. The
fird arpeggio passage reassembles the vidlin gyle in usng the rhythmic arch form (more on this

topic in the chapter Andyss, page 24). Starting with a pattern in thirty-second notes, it continues
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with thirty-seconds sextuplets in measure 105, returns to thirty seconds in the middle of the next
varidion in measure 109 in order to go into a varied verson of the sextuplets in measure 113; in

measure 117 Y epes returns to the first sextuplet pattern (Ex. 4).

Ex. 4
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The technique of octavetion is used throughout the entire transcription. However, it is on
the second section, from measure 117, where this technique is extended when producing a bass
line based on the dructurd points with connecting Sxteenth notes It can be said that the
influence of Busoni’s search for an individud view is paramount in Yepes transcription: in the
third section, measure 236, the rhythmic pattern of sxteenth notes departs from the origind into
gxteenth triplets, anticipating in the middle of the variation what is going to come five measures
later. This edition is very effective regarding the increase of expressive tenson, dthough it does

not follows the paitern of variation suggested by Bach.

17



After the sxties musicologicd studies have given to the transcriber a richer source
information about origind pieces and the peformance practice of historical periods. Among
transcribers and editors, the tendency has been toward a more scholastic and “pure” work. Some
transcribers limit themsdves to minimd addition of filling-notes or basses. Such is the case of
the augtere transcription by Karl Scheit published by Universa Edition in 1985. He provides a
scholadtic versgon: Scheit indicates where he is departing from the origind in order to be more
idiométic to the guitar, as well as usng dotted ties to show the origind durs and groups. Scheit
indicates fewer fingering indications and gives no expresson markings, following the Baroque
dyle. He uses octavation and filling-notes when is drictly necessary. The arpeggio sections are

gmilar in rhythm to those of Segovia s transcription.

Calevaro transcription is one that follows the presumed origind intent of Bach: The
sonatas and partitas as pedagogical works. Published by Charterelle in 1989, is an integra part
of Calevao's guitar madterclasses series. In both English and Spanish, the edition includes a
brief historica background and reasons about the need for a guitar transcription. Following there
IS a section on mechanical aspects in which Carlevaro explans variation by varigtion the
technicd intricacies according to his own gpproach. He aso suggests technical exercises that
help to overcome specific technica difficulties. In this transcription, every single note is fingered
for the left hand and the right hand indications are plenty. Carlevaro provides with dternative
interpretations for certain passages, conddering different historica approaches. Including the
fird apeggio section, the transcription is Smilar to that of Segovia's, dthough it is obvious that
it takes a more scholagtic and authoritative approach as it consders aesthetic consderations from

later musicologica research. At the end of the edition, Carlevaro provides a copy of the
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manuscript, incorporating within the guitar transcriptions what has been done in editions for

violin a the beginning of the 20 century.
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ANALYSIS

Bach's Chaconne dands apart from the traditiond form customary a the time. The
monumenta Sze and the deceptivdly smple harmonic language and rhythmic patterns makes of
this piece a landmark on its own. Every note, its vaue and rddion to the red, is crafted onto a

work of art as precise and inexplicably smple asit is beautiful and brilliant.

This is one of the mogt studied and analyzed pieces by Bach. It is not and exaggeration to
assat that a thorough and exhaudive andyss of this piece brings sufficient maerid for a

dissartation on its own.

The following andyss is just a saries of gpproximations from different perspectives that
help to understand the basic features of the Chaconne in order to produce an initia edition and a

satisfactory performance.

According to Dr. Robert U. Nelson, there are twelve points that describe a chaconne

piece in generd:*

1. Thechaconneisinvariadly in triple meter.

2. Also quite common is the divison of the sat into sections, usudly three, in
opposng modes rather than contragting keys, dthough the latter is dso
encountered.

3. The accented second beat of the old chaconne is carried over from the origind
dance form.

4. Stock themes, based on or derived from ascending or descending tetrachords,
were much used.

5. The harmonic dructure is invariably as important as the theme itsdf as a basis
for variation, dthough there is no fixed practice of ether rigid conformity to,

14 Robert U. Nelson. The Technique of Variation: A Study of the Instrumental Variation from Antonio de
Cabezon to Max Reger. (Berkeley: University of California Press, 1962), 152.
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or departure from, the origind harmonies.

6. In some of the chaconnes based on the descending tetrachord, the ascending
tetrachord is subgtituted as a basis for variation in one or more variations.

7. Pairing of coupletsis acommon practice,

8. Trangpogtions of the odinato from the origind voice to some other are
common.

9. Contragpunta devices, such asimitation and peda point, are widdly used.

10. Sequentid  treetment of figuration ideas is prominently featured in variations
based on the tetrachord.

11. Increased rhythmic movement is a prominent feature of the chaconne.

12. Other musica forms are often suggested by returning to the origind or related
Stings.

In particular, Bach's Chaconne is a st of strophic variations divided into three parts. Part

| has 133 measures, part 11 76, and part 111 has 48. The proportions are approximately 8:4:3.

Modeled on the French orchestral chaconne, Bach reverses the usud order of mode:
minor-mayor-minor, dthough he uses the cusomary key of D. The mgor mode provides Bach
with a means of forma contrast. The very use of the mgor mode fosters a more peaceful mood
by gving a smpler chord materid: more smple triads and fewer secondary dominants.
Rhythmically, Part 11 is more relaxed (see table n page 24). The shortest note value is 16™ notes,

in contrast to the long passages of thirty-second notesin Parts | and 1.

The sarabande rhythm, which appears briefly to frame pats | and Ill, is a prominent
feature of Part 1. Regarding thematic content and texture, Part Il is smpler than parts | and III.
There is no more than one tetrachord used within a variation. There are fewer themes in upper
voices. The polyphonic devices of voice-exchange and imitation of Pat | are disent here. The

fact that Part Il is Smpler than the outer parts by no means implies that it is anti-climatic. In fact,
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the cadm beginning of the section gradudly gains in intendty and leads to a peek in vaiation 22

through 24 (mm. 177~200).

Bach uses the dotted (sarabande) rhythm as an underground semind pulse that is
maintained dmog throughout. In the origind, some vaiations this ‘pulsg is dmog, if not
completely, imperceptible. However, the process of transcription and the performance practice of
this piece lead to very interesting discoveries (see in The Present Transcription for Guitar, page
30). This dotted rhythm is typicd aso of the contemporary French passacaglia, the sarabande
and folia (see in: The Chaconne and Related Dance Forms: Historical Relationships, gartingin

page 4).

Although the treditiond accented second beat, derived from the initid anacruss is
evident from the firs measure and for a while theresfter, it disgppears in measure 24 and does
not regppear until the close of the firg section. In Part 1I, and in the concluding part Ill, the
accented second beat is used in severd successve variations, and them temporarily abandoned.
In this way Bach avoids rhythmic monotony and actudly intendfies the effect of the traditiond

chaconne rhythm by highlighting it

There has been a great debate that has endured for more amost two centuries about the
nature of the theme Schweitzer thinks that the theme is the opening 8-bar melody in the top
voice. Spitta gives no less than five themes some are explicitly stated in the bass, others are
extracted from figuration. Robert Erikson believes that the Chaconne is a fine example of the
type of piece organized by chord progression, not melodic basso ostinato. Cedric Thorpe Davie

aserts that “here, as in many chaconnes, the variations are as much upon the smple noble

15 Byron Cantrell, “Three B's- Three Chaconnes.” Current Musicology, 12.
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harmonies which accompany the bass a the outsst as upon the bass itsdf. Reinhard Oppe

concluded that the theme of Bach’'s Chaconne is a descending tetrachord.”*¢

Evidence, however, points to the tetrachord as Bach's “theme.” Beneath the surface, a a
level abgracted from the actud notes lies the unifying factor of the Chaconne. Underlying the
chord-progressons and the various bass meodies is a descending tetrachord, a traditiona

chaconne bass. The tetrachord appears in severa forms (Ex. 5).

Ex. 5
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Sometimes the tetrachord is stated explicitly, especidly in the chromatic and inverted
forms. More often, it is in a deeper level of abstraction. It often gopears prominently ether as the
firs note of every measure (Ex. 6); or in the form of a frequently recurring bass theme derived

fromit (Ex. 7).

16 Sister Felicitas Curti, “J. S. Bach’s Chaconne in D minor: A Study in Coherence and Contrast,” in The
Bach Chaconne for Solo Violin, A Collection of Views, edited by Jon F. Eiche (Urbana, IL, 1985), 76.
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Bach uses different harmonic progressons as eements of variation. Four of them are

quite predominant:

s L la)

3. Series of V7 chords going up in
4ths

Nl

Developing a modd of analyss that is compatible with the present performer’s edition of

the Chaconne is a chadlenging task. From Schweitzer to Curti the points of view diverge
enormoudy. This is the quedion: is the tetrachord theme the ultimate answer about basic
dructure or there is another solution? It is possble to speculate that there is indeed a four-
measure theme tha is included in a two-period phrase: antecedent and consequent (Ex. 8). From

now on, theterm ‘ Theme' refersto this eight-measure phrase.
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However, Bach sometimes extends this eight-measure phrase by using pedd points not
only upon the bass, but dso in top-middle voices. Such are the case of variaion 18, mm.
149~160, and variation 27, mm. 229~240. The obvious reason for these four-measure extensons
is that of tengon builders snce they bresk with the eight-measure pattern by extending the usud
time dlowed for the dominant. Other times Bach only uses ether a variation of the antecedent or
consequent for a single four-measure variation, like in variation 26, mm. 225. Bach features
another technique that is used very often: Bach dates a variation of the antecedent or the
consequent followed by the diminution. Examples are variation 3, mm. 25~32 and varidion 7,

mm. 57~64.

Although the traditiond Chaconnes rhythmic characterigic is of an increesng
movement, Bach is successful in keeping the flow for 257 measures doing exactly the opposte.
There is an evident arch form, not only rhythmic but dso regarding the number of voices used,
thus implying a three pat sub-gSructure within every man section. For ingtance, Pat | has
edements of contrast and return: the sarabande rhythm gives way to increesingly shorter note-
vaues, to regppear a the end. The number of voice parts darts with four, is reduced in the
middle, and ends agan with four. The bass and soprano medodies of the beginning aso

disappear, to return at the end of Part |. The following charts are based on Curti’s andysis?’

7 1bid, 80.
25



Part |, D minor:

Variation M easures | Characteristic
1. | Theme, 1~3 1~32 Saraband rhythm
3-4 voice parts
2. | 4~14 33~120 Smdler note vaues
Reduced number of voice
partsin vars. 4~10
3. |15 va. of the|121-132 Saraband rhythm
consequent of Theme 3-4 voice parts
Part 1, D mgor:
Variation Measures | Characteristic
1. | 16~17 133~148 Saraband rhythm
2-3 voice parts
2. | 18~20 149~176 | All 16™ notes
1-2 voice parts
Based on triads and pedals
3. | 21~-23 177~208 Saraband rhythm
2-4 voice parts
Part 111, D minor:
Variation Measures | Characteristic
L2 200-216 1 T FEEES o eements
of saraband rhythm
3 voice parts
2. | 25~28 217~248 | Constant motion; 16" notes
the shortest vadue
1 voice texture frames 2 and
3 voice section
3. | Antecedent  of  the| 249~257 Saraband rhythm
Theme and its variation 3-4 voice parts

There may be a suggestion of rondo form: The divison into three sections and the use of
variants of the antecedent and consequent to finish parts | and I1l. These overdl dructurd pillars

give greater cohesveness to such and extended work and conveys a sense of musica unity and
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coherence to the ligener and the performer. Further examination of these fragments shows that
there are direct and subtler connections between them, both through motivic development and

chord progressions (Ex. 9).

Ex. 9
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From the former example, it is easy to observe that:

a) and b) have smilar top lines.

b) and ¢) have smilar chord progressions.

Basslines of @ and ¢) begin, and dl three end smilarly.
Hemiola rhythm gppearsin top or inner voicesin dl three.
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Another issue regarding andyss is whether the Chaconne is an integra pat or an
gppendix to Partita 1. Spitta writes: “It is longer than al the rest of the suite put together, and
must not be consdered as the last movement of it, but as an appended piece; the suite proper

concludes with the guigue.”*® However, there is enough evidence to think otherwise.

Indeed, the four preceding movements are standard movements in a Baroque suite. The

comparative length of the Chaconneisin fact disproportionate:

Allemanda 32 measures (without repetitions)
Corrente 94
Sarabanda 29
Giga 40
Totd: 155
Chaconne 257

However, this is not exceptiona in Bach's work: three of the six solo violin Sonatas and
Partitas have long movements. Both Sonata Il and Sonata |11 include a movement, in both cases a
fugue that is longer than the other movements put together. Ye, it is very dear that these fugues

are essential to the Sonatas.

Physicd evidence in the manuscript supports the idea of the Chaconne as an integrd part
of the patita After the Chaconne Bach continues with the opening Adagio of the following

Sonata Il in the same page (see the reproduction of the manuscript, page 59).

Further andyss proves that there is a musicd reationship between the movements of
Partita |1. There is a “sgnature’ that opens al the movements: The bass motion from d to ¢ and

back to d (Ex. 10).

18 Spitta, Phillip. Johann Sebastian Bach, His Work and Influence on the Music of Germany, 1685-1750,
trans. ClaraBell and J. A. Fuller-Maitland (London: Novello, 1899), 564.
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“As the Chaconne is an essentid part of the Partita, so the Partita is part of a larger plan
invalving the sx solo vidlin pieces. Severd of Bach's large-scde works show his predilection
for symmetrical cydic organization, such as, for example, the Mass in B minor, The Musical

Offering, or the Claviertbung, Part 111.7%°

There is dso another fact regarding he Chaconne as an integra part of the Partita and the
dx s0los as a whole The Chaconne fals in the Golden Section, the ancient Greek architectura

theory of perfection.

1% Sigter Felicitas Curti. Op. cited, 84.
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THE PRESENT TRANSCRIPTION FOR GUITAR

The process of transcription of a piece like Bach's Chaconne is a complex process. From
undergtanding the historicd and musicologica background to having a secure grasp of anaytica
detalls, a transcription has to undergo revison after revison to satisfy the ultimate stage, the
performance. Thus, the present transcription for guitar is far for being a find one. Indeed, it is

just the seed for a satisfactory product.

Based mainly on the urtext and the manuscript, this transcription intends to keep close to
Bach's music without being far from the guitar idiom. Thus, by conddering the Chaconne as
abdract music this transcription becomes more than a smple trandation: it becomes a truly piece

of music in the guitar.

Further support for this idea comes from the words of Rosdyn Tureck: “In Bach's musc,
the form and structure is of so abstract a nature on every level that it is not dependent on its
costume of sonorities. Ingstence on the employment of ingruments of the seventeenth and early
eighteenth centuries reduces the work of so universa a genius to a period piece. [...] In Bach

everything that the music is comesfirgt, the sonorities are and accessory.”®
The basic techniques pertain to the following areas:

Harmony and Counterpoint:

Fll-in notesin chords.

Implied harmony.

Octavation and counterpoint.

Introduced bass lines from tetrachord formulae
Rhythm:

Rhythmic pulse and the sarabande pattern.

The chaconne second bedt.

Subsdiary rhythmic patterns and implied polyphony.

Odd rhythmic grouping.

2 Rosalyn Tureck, An Introduction to the Performance of Bach. (London: Oxford University Press), 11.
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Dynamics.
The Barogque music writing tradition.
The arch form.

Articulations.
The manuscript as a source.
Role of durs.

Tempo:
The Baroque tradition.
Performance practice.

Harmony and Counterpoint

Changes from the origind were made to fit the tessitura and idiom of the guitar while
trying to be fathful to the mudc itsdf. Although the music was transposed an octave down, the
lower and middle regigers of the guitar would be virtudly untouched by the origind musc
done. Thus, important harmonic points were filled consdering dementd rules of voice leading.

Such is the case in measures 197~198:

Ex. Il
| / . f) . - | - -_I.:' e e :)

In this example the three voice texture tha is the maximum possble in the vidlin is
expanded to sx dnce this passage is pat of the climatic section in Part I, thus adding more

sound within the guitar dynamics.

Sometimes the voice leading does not dlow for this type of fill-in notes The smpler
recourse is octavation from the origind music. In measure 38 (Ex. 12), the origina first note is
c¢”, which is brought down to the lower voice in order to continue with the introduced bass line

(see next paragraph). This procedure created a Stuation in which if the place of this note in the
31



upper line is not filled, we encounter register problems. On the other hand, if the c¢” is doubled,

we find an unsatisfactory counterpoint Stuation. The solution is, then, to fill the place with a note

from the harmony, in thiscase a.

Ex. 12
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Introduced bass line is that which is not present in the origind but is nonethdess implied
by the harmony. Its function is meodic and rhythmic. In generd, the tetrachord formuleeare the
source for these bass lines, which follow a rhythmic pattern used by Bach in the Chaconne. The

most used paitern is the sarabande rhythm. The following example, from varigion 4 (mm. 33)

shows this process.
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In the origind, the type b tetrachord in the lower voice (see Ex. 5, page ) is presented by
the last eighth note of the first three measures in this example. However, by anticipating the last
eghth note of the measure over the second beat we have the sarabande rhythm. The fill-in notes

on the tenor voice create resolutions of the tritone over the downbeat and connect the register
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between the upper and lower voices. This tenor voice then connects with f in messure four, a

note thet is present in the origind.

Another technique is that of extrgpolation. This occurs between variation 6 (from
measure 49 to measure 51) and variation 8 (from measure 65 to measure 68). In variation 6, the
tetrachord in the lower voice in the origina takes the tenor voice in the transcription, while notes
taken from variaion 8 fill the bass (within squares in the example). The purpose of this
extrgpolation is to solve a technicd problem inherent to the guitar idiom. The thirds in the
original in variaion 8 cannot ‘gpeak’ properly due to the smal rhythmic vaues and the register
in which they are presented in the guitar. Since variations 6 and 8 share the same harmonic

progresson, it is proper to extrapolate these notes.

Ex. 14
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Rhythm

Although in the origina the sarabande rhythm disgppears from the foreground in measure
24, it is quite latent over the whole piece. This is a very important condderation for a
transcription and subsequent performance. The inherent polyphonic texture and implied harmony
of some of the passages gives enough support for this idea. One ingtance is the variation 6 again.
If we divide the origind line into independent voices, there is an upbeat eight-note which is

characteristic of the sarabande rhythm.

Ex. 15
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It is worth to point out that the sarabande rhythm is not aways in the same rhythmic level
than the beginning. Different levds are implied in the origind musc as wel as in introduced

bass line (such isthe case in the first arpeggio passage, mm. 893~91):



Origind sarabande rhythm:
e
y
Diminution (variaions 1 and 2, mm.9~24):
LS
Transformed augmentation (variation 11, mm. 89~91):
F ®
The augmentation of the sarabande rhythm would not be exact given the meter of the
piece. However, the quarter note in the upbeat provides a amilar momentum to the following
beet. It is dso worth noting that the present pattern inverts the one given by the second beat

pattern in the Chaconne.

Although the second beat pattern that begins the Chaconne is not dways presant, it is a
concern where to locate the places in which it is implied. In the first arpeggio passage, it is very
easy to overlook the beginning of a new variaion due to the gatic rhythmic pattern. However, a

closer sudy will show the right places.

In andyzing the implied polyphony, we can find subsdiary rhythmic paterns theat are
caried dong the piece. In identifying these patterns, the peformer is able to discriminate
rhythmic postings that hdp to maintain the flow of the musc. The most important is a four-note
pettern that congsts of three upbeat sixteenth notes resolving in the following downbegt. One of
the clearest examples is variation 10 (m. 77): Here, this subsidiary pattern becomes an essentia

part of the variation as one follows the other ddlineating the descending tetrachord.
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Ancther rhythmic device used by Bach is tha of odd grouping, which is extremey
important to take into account during the process of fingering. Petterns like that of variation 10,
mm. 81~83 ae excdlent examples. The line of continuous sixteenth notes is broken in smdl

cdlslikethus 1+2+2+2+2+3. By doing this, Bach avoids repetition and predictability.

Even more, this same vaiation is one of the mog interesting harmonic passages in the
whole piece the upper voice over the descending tetrachord ddineates a series of diminished

chords, abrilliant way to present al twelve notes.

Ex. 17 1
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Dynamics

Baroque composers, who where in generd the performers of their own works, relied on
performance practice for interpretation of ther work. Thus indications like tempo, dynamics,
and ornaments were left to the peformer for redization, following the few indications by the

composer, and what the experience of music has taught.

21 Robert Donington. A Performer’s Guide to Baroque Music. (New Y ork: Scribner, 1973).
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In this sense and unlike music of later periods, the score was just the blueprint of the find
product. In our case as modern musicians, however, we have logt these traditions, dthough
musicologists have brought to light a far number of them. In consequence, the man source of

interpretation is the manuscript itsdf or the earliest printed editions.

Regarding dynamics fluctuation, Robert Donington writes “It is dedrable, on the whole,
to preconcert the overal scheme, but to fed one's way through the finer nuances. It is most often
the harmony, which is the best guide to the finer nuances whereas the mdodic line is most often
indicative on a rather larger scde. Risng dynamicaly to the pesk of an ascending phrase, and
fdling away from it agan as the meody descends, is one of the mog naturd of mudcd
responses. This can often happen intuitively, within the yet larger planning (best preconcerted) of
loud and soft passages.”? The Chaconne is an open book in this regard. In order to arrange a
preconcerted performance of the piece, the inherent arch form of the overal architecture should
be taken into account (see page 25). However, smdler architecturd levels are the ones that

insure the momentum of the performance and provide evident dynamic flow.

Baroque composers regarded phrases as being “strong” (S) or “wesk” (W), usudly
paring them.? Conddering this concept is extremey hdpful to st the different drata of
dynamics. Per example, the statement of the theme can be divided into strong and wesak cdls in
many different levels. In the first architecturd level, the antecedent is strong and the consequent

isweak. Within each sub-phrase, the first seven besats are strong and the rest weak, and so on.

2 1bid., 293.
2| bid.
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Articulations

Bach provides veary few types of aticulation in his work. Long and short durs are,
however, the most frequently found. In the Chaconne, Bach provides long durs to underline a
given meodic line thus indicating a specific phrase. On the other hand, short durs are more
related to vidlin technique as they indicate bowing and grouping of smal meodic cdls. Both

indicate how the given line has to be articulated and grouped by indicating the accented note,

Long durs hdp to understand the direction of specific runs, like those of measures
72~73. They do rot gppear in the present transcription in order to avoid confusion. However, the
manuscript or the urtext should be gudied in order to redize the proper phrasing. By accenting
the firsd note of every group the basic quarter-note pulse can be supported, thus obtaining a

pardld effect in the guitar to thet of the vialin.
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Note that in measure 73 Bach does not write a dur. It indicates a change of affekt snce it

isanew varation. The change is sgned by thelow d in the bass and change of dynamics.

It is not dways possble to trandate literdly smal durs written for the vidlin into the
guitar. However, they serve as an important guide for aticulaion in the guitar. A samilar

directiondity should be attained.

Bach does not indicate durring in some ingtances. However, durs were included in the

transcription in order to give rhythmic momentum to certain motivic cels.

Ex. 2()

LR REL IR 1
'Ii_:.
—
a

&g

Tempo

Bach does not provide a tempo markings for the Chaconne. Nevertheless, sufficient
higoricd data provides enough information to make decisons regarding tempo. Quantz assgns

«=160 for the chaconne and «=80 for the sarabande. Quantz refers to the human pulse (80/min.)
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for his cdculations®* The chaconne tempo given by Quantz might be based in early chaconnes,
however unredigtic, a least for Bach's Chaconne. A more proper tempo is one closer to the

French sarabande.

Quantz himsdf points out in Essay (Berlin, 1752, Xl, 15): “There are indeed various
degrees of liveliness and sadness... [XII, 2] It is necessary [to take tempo] more from the content
of the piece than from the [timeg] word... [XI, 13] The peformance should be easy and
flexible...without iffness and condraint.”® C. P. E. Bach in Essay (1753, IIl, 10) writes. “The
tempo of a piece... is derived from its generd mood together with the fastest notes and passages
which it includes. Proper atention to these consderations will prevent an dlegro from being

hurried and an adagio from being dragged.”*

Scholars suggest those multisectional pieces like chaconnes, toccatas, passacailles, etc.
“may require different tempos to suit the different characters of successve sections.”?” However,
a multiplicity of tempos might sound unclear and restless. In the case of Bach's Chaconne, an
ovedl deady tempo is more suitable to the sructure of the piece and rhythmic proportions
among the variations. The fastest passages from variaions such as 8, 9, 10, and the arpeggio
passage from measure 89 set the limits of how fast the Chaconne can be performed. On the other
hand, the two main affekts of the piece (Part Il contrasting Parts | and I11) determine the average
tempo: If too fadt, Part 1l will lack the proper camness inherent in the musc; if too dow, the
proportions between phrases and their corresponding diminution can be logt. Thus, a band of

temposranging from « = 60 to « = 80 could be suitable for Bach’s Chaconne.

2 Robert Donington. Baroque Music: Style and Performance: A Handbook. (New Y ork: Norton, 1982), 19.
% Robert Donington, Op. cited, 248.
% |bid., 249.
27 | hid., 250.
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THE SCORE

This score of the transcription for guitar of Bach’s Chaconne is the product of the studies
above. Some changes to the origind music, however, where made according to persond taste,
and they do not mean to be definite. The fingerings proposed tere are the ones that best fit my
own current technique. They are adso expected to evolve into more sophisticated fingerings that

would help to convey the content in a degper musica way.
There are some features worth mention:

Unlike the origind autogrgph, most of the notes within harmonies do not have individud
dems. This is due to laying-out reasons, since it would be cumbersome to read. For a guide to

the polyphonic texture and direction of the voices, see the manuscript after this section.

The arpeggio passage in varidions 11 to 14 shows only one pattern, smilar to the
Segovia verson. The extenson over the dominant of variaion 27 features the same technique

used by Narciso Y epes asit anticipates the sixteenth-note triplets by four measures (see page 17).
In this transcription, there are some indications that are not sandard in guitar music:

V> Bar onthefourth fret up to the fifth string.

111°  Hinge-bar on the third fret.
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THE MANUSCRIPT

Following there is a copy of J S Bach autograph of the Chaconne, taken from the

manuscript of the works for solo vialin.

Severd features are worth noting: Bach uses a separate stem for each note, rather than
writing Smultaneous notes on a sngle sem thus reflecting the polyphonic nature of the musc.
His choices of gem directions might be influenced by an overiding extramusca congderation:

the closeness of the staves, which Bach himself ruled with a five-prong pen.?

At the bottom of each right-hand page are the ingtructions V[olti] ubito]: volti presto

(“turn immediady; turn quickly”).

In Part Il, Bach follows the custom of his day in writing the key sgnature of D mgor
with two ¥, one for each location on the taff where the dtered note occurs. Other baroque
conventions of notation include connected, rather than separate, ledger lines in series of notes
above or below the dtaff; use of the so-cdled French violin clef (a G clef centered on the bottom
line of the daff, ingead of the second line) for passages lying in the extreme upper register of the
indrument; an enforcement of accidentads only for the notes next to which they are written, or

for immediate repetitions of such notes, rather than for an entire measure?

Note on the PDF filee The manuscript is not included in this file for obvious reasons of
space in the server. Carlevaro's transcription of the Chaconne has this manuscript
included.

! Jon F Eiche, “History of the Arrangements of Bach's Chaconne,” in The Bach Chaconne for Solo Violin,
A Collection of Views.
?1bid.

4



REFERENCE SOURCES

Books, Articles & Dissertations:

Aitken, Hugh. The Piece asaWhole: Studiesin Holigtic Musicd Anaysis. Westport, Conn..:
Greenwood Press, 1997.

Andrie, Eugene S. Phrasing in the Solo Violin Works of J. S Bach. M.A. diss,, University of
Washington, 1951.

Arnold, Denis. Bach. New Y ork: Oxford University Press, 1984.

Badura-Skoda, Paul. Interpreting Bach at the Keyboard, trans. Alfred Clayton. Oxford: Clarendon
Press, 1993.

Benjamin, Thomas. Counterpoint in the Style of J. S. Bach. New Y ork: Schirmer Books, ¢.1986.
Berngain, Martin. An Introduction to Music. New Y ork: Prentice-Hall, 1951.

Bettmann, Otto. Johann Sebastian Bach as His World Knew Him. Secaucus, NJ: Carol Pub. Group,
1995.

Bomar, Mandy. “Baroque and Gdlant Elements of the Partitas by J. S. Bach.” PhD, Colorado
Universty, 1987.

Boyd, Macolm. Bach. London: J. M. Dent, 1983.

Boughton, Rutland. Bach, The Master, a New Interpretation of His Genius. New Y ork: Harper and
Bros., 1930.

Boyd, Mdcolm. Bach’s Instrumental Counterpoint. London: Barrie & Jenkins, 1977.

Brongtein, Raphad . Bronstein’ s Bach Sonatas and Partitas for Solo Violin. Neptune City, NJ:
Paganiniana Publications, Inc., 1981.

Bukofzer, Manfred F. Music in the Baroque Era, From Monteverdi to Bach. New York, W. W.
Norton, 1947.

Butt, John. Bach Interpretation: Articulation Marks in Primary Sources of J. S. Bach. Cambridge,
England: Cambridge University Press, 1990.

Buitt, John, ed. The Cambridge Companion to Bach. Cambridge, England: Cambridge University
Press, 1997.

59



Cantrel, Byron. “Three B's - Three Chaconnes.” Current Musicology, 12 (1971): 63-66.

Carlevaro, Abdl. Guitar Masterclass: Volume IV. Technigue Analysis and Interpretation of J. S
Bach Chaconne (BWV 1004). Heiddberg (Germany): Chanterdlle Verlag, 1989.

Cogan, Robert and Pozzi Escot. Sonic Design: The Nature of Sound and Music. Englewood Cliffs,
NJ: Prentice-Hall, 1976.

Cooper, Grosvenor W. and Meyer, Leonard B. The Rhythmic Structure of Music. Chicago:
Univergty of Chicago Press, 1960.

Davis, Paul W. “The Influence of Germanic Traditions and Lifestyle on the Music of J. S. Bach.” M. A.
diss, Cdifornia State University, 1979.

Davison, Archibad T. Bach and Handel, the Consummation of the Baroque in Music. Cambridge,
Mass.: Harvard University Press, 1951

Dickinson, Alan Edgar F. The Art of J. S Bach, 2nd. revised ed. London: Hinrichsen Edition, ¢.1950.

Dirgt, Matthew. “Bach’s French Ouvertures and the Politics of Overdotting.” Early Music, V.25,
n.1 (Feb 1997): 35-45.

Donington, Robert. The Interpretation of Early Music. New Y ork: Norton, 1989.

. A Performer’s Guide to Baroque Music. New Y ork: Scribner, 1973.

.Barogue Music, Style and Performance: A Handbook. New Y ork: Norton, 1982.

Dreyfus, Laurence. Bach and the Patterns of Invention. Cambridge, Mass.: Harvard University
Press, 1996.

Efrati, Richard R. Treatise on the Execution and Interpretation of the Sonatas and Partitas for
Solo Violin and the Suites for Solo Cello by Johann Sebastian Bach. Zurich (Germany):
Atlantis Musikbuch Verlag AG, 1979.

Eiche, John F., ed. The Bach Chaconne for Solo Violin: A Collection of Views. Urbang, I11.:
American String Teachers Association, 1985.

Emery, Walter. Bach’s Ornaments London: Novello, 1953.

Forkel, Johann Nikolaus. Johann Sebastian Bach: His Life, Art and Work. New Y ork: Johnson
Reprint Corp, 1970.

60



Franklin, Don O., ed. Bach Sudies. Cambridge, England: Cambridge University Press, 1989.
Geck, Martin. Bach - Interpretationen. Géttingen, Vandenhoeck u. Reprecht, Germany, 1969.

Geiringer, Karl. Johann Sebastian Bach: The Culmination of an era. New Y ork: Oxford University
Press, 1966.

. The Lost Portrait of J. S. Bach. New Y ork: Oxford University Press, 1950.

Gerstung, Denman W. “Performance Practice of Multiple Stopsin the Sonatas and Partitas for
Unacompanied Violin of J. S. Bach.” D. Mus. Ed., diss.,, University of Oklahoma, 1970.

Goldsmith, Kenneth M. “Bach’s Chaconne: A Performance Edition.” M.A. project, Department of
Music, Stanford University, 1967.

Grew, Evaand Grew, Sydney. Bach. New Y ork: McGraw-Hill Book Co., 1972.

Harnoncourt, Nikolaus. The Musical Dialogue: Thoughts on Monteverdi, Bach and Mozart, trans.
Mary O’ Neill. Portland, Oregon: Amadeus Press, 1989.

Harris, E. A Chronology of the Works of Bach, Johann Sebastian. University of Tennessee, 1980.

Harris, Michael W. “Tensond Factorsin J. S. Bach’s D-Minor Chaconne: Their Interrelationships and
Techniques of Performance” M.M. diss,, Bowling Green State Univerdty, 1968.

Herz, Gerhard. Essays on J. S. Bach. Ann Harbor, Mich: UMI Research Press, 1985.

Hindemith, Paul. Johann Sebastian Bach, Heritage and Obligation. Westport, Conn.: Greenwood
Press, 1978.

Holst, Imogen. Bach. New Y ork: Crowell, 1965.

Johnson, Hansford F. “The Bach Chaconne: Historical Background.” M.M. diss, Virginia
Commonwedth University, Dept. of Music, 1981.

Kim, Hee-Sung. “Written- Out Ornamentsin J. S. Bach’'s Organ Music asaMode for Improvised
Ornamentation.” D.M.A. diss,, University of Texas a Austin, 1995.

Lechtentritt, Hugo. Musical Form. Cambridge, MA: Harvard University Press, 1959.

Lester, Jod. Bach’s Works for Solo Violin: Style, Sructure, Performance. New Y ork: Oxford
University Press, 1999.

61



Lewis, Gary W. “Ornamentation in the Music of J. S. Bach: A Study of Forma Design, Mativic
Continuity and Aesthetic Vdue.” D.M.A. diss, University of Oregon, 1992.

Little, Meredith and Jenne, Natdie. Dance and the Music of J. S Bach. Bloomington: Indiana
University Press, 1991.

Lynch, Gregory M. “A Higtorical and Technical Look at the Six Sonatas and Partitas for Solo Violin by
J. S. Bach.” M.M. diss, Bdl State University, 1984.

Macomber, Frank S. Bach’'s Re-use of His Own Music: A Study in Transcription. PhD diss,
Syracuse Universty, 1967.

Maloch, William. “Bach and the French Overture: Andysis of Tempo in the Overtures of J. S, Bach”
Musical Quarterly, v.75, n.2 (Summer 1991): 174-198.

Marshal, Robert Lewis. The Compositional Process of J. S Bach: A Sudy of the Autograph
Scores of the Vocal Works. Princeton, NJ: Princeton University Press, 1972.

.The Music of Johann Sebastian Bach: The Sources, the Style, the Sgnificance.
New York: Schirmer Books, 1989.

Médamed, Danidl R., ed. Bach Sudies I1. Cambridge, England: Cambridge Univeraty Press, 1995.

Murray, Robert P. “Evolution and Interpretation as Reflected in Succesive Editions of J. S. Bach's
Chaconne.” D. Mus. dissertation, Indiana University, 1976.

Nelson, Robert U. The Technique of Variation: A Study of the Instrumental Variation From
Antonio de Cabezon to Max Reger. Berkdey: University of Cdifornia Press, 1962.

Neumann, Frederick. Ornamentation in Baroque and Post-Baroque Music: With Special Emphasis
on J. S. Bach. Princeton: Princeton University Press, 1978.

. “The French “Inégales’, Quantz and Bach.” Journal of the American
Musicological Society, v.18, n.3 (1965): 313-358.

Neumann, Werner. Bach and His World, trans. Stefann de Haan. New Y ork: Viking Press, 1969.

. Pictorial Documents of the Life of Johann Sebastian Bach. Kassd (Germany):
Béarenreiter, 1979.

Newman, Anthony. Bach and the Baroque: A Performing View of the Music of J. S Bach based
Primarily on Source Materials of the Baroque Period. New Y ork: Pendragon Press, 1951.

62



. Bach and the Baroque: A Performing Guide to Baroque Music With Special
Emphasis on the Music of J. S Bach. New Y ork: Pendragon Press, 1985.

. Bach and the Baroque: European Source Materials from the Baroque and
Classical Periods With Special Emphasis on the Music of J. S. Bach. Stuyvesant, NY':
Pedragon Press, ¢.1995.

Pruett, Jeffery M. “J. S. Bach's Chaconne in D-Minor: An Examination of Three Arrangements for
Piano Solo.” PhD diss,, Luisana State University, 1991.

Riemman, Hugo. Analysis of J. S. Bach’s Wohltemperier clavier (48 preludes and fugues), trans. J.
S. Shedlock. London: Augener & Co., 190-.

Rink, John. The Practice of Performance: Sudiesin Musical Interpretation. Cambridge (England):
Cambridge University Press, 1995.

Robyn, Louise. The Ornament Family: Preparation for Playing the Bach Ornaments. Bryn Mawr,
PA: Oliver Ditson Co., 1940.

Rothschild, Fritz. The Lost Tradition in Music: Rhythm and Tempo in J. S Bach’'s Time. New
York: Oxford University Presss, 1953.

Rubin, Augugta. J. S. Bach: The Modern Composer. Boston, Mass.: Crescendo Pub. Co., 1976.

Russdl, Louis Arthur. The Embellishments of Music: A Sudy of the Entire Range of Musical
Ornaments from the Time of J. S. Bach. Philadelphia: T. Presser, 1984.

Sadie, Stanley, ed. The New Grove Dictionary of Music and Musicians. London: MacMillan
Publishers Ltd., 1980.

Scholes, Percy A. Diccionario Oxford de la Musica (Oxford Dictionary of Music). Barcelona
(Espaiia): Edhasa, 1984.

Schwendowius, Barbaraand Démling, Wolfgang, ed. Johann Sebastian Bach: Life, Times,
Influence. New Haven, Conn: Yde University Press, 1984.

Sicea, M. “Articulation in the Lute Music of J. S, Bach.” Guitar Review, n.63 (1985).

Spitta, Phillip. Johann Sebastian Bach, His Work and Influence on the Music of Germany,1685-
1750, trans. ClaraBell and J. A. Fuller-Maitland. London: Novello, 1899.

Tatlow, Ruth. Bach and the Riddle of the Number Alphabet. Cambridge (England): Cambridge
63



Universty Press, 1991.
Terry, Charles Sanford. Bach: A Biography. London: Oxford University Press, H. Milford. 1928.

Tetrick, Sdney James. “An Andyss of Performance Practice for the J. S. Bach Chaconne, Based
Upon the Anna Magdaena Manuscript.” D.M.A diss. University of Colorado, 1957.

Theone, Helga. J. S Bach: Ciaconna. Tanz oder Tombeau. Cothen (Germany): Cothener
bachfesttage, 1994.

Towndrow, Sharon L. “The Mdodic Minor Scalein Sdected Works of J. S. Bach.” M.M.diss,,
Texas Tech University, 1977.

Tureck, Rosalyn. An Introduction to the Performance of Bach: A Progressive Anthology of
Keyboard Music Edited, with Introductory Essays, 3 vols. London: Oxford University Press,
1960.

Wadton, CharlesW. Basic Formsin Music. Port Washington, NY: Alfred Publishing Co., 1974.

Washington, Peter. Bach. London: David Campbell Publishers, Ltd., 1996.

White, Lyn Danidls. A Survey of Ornamentation in Music of the Baroque Period. M.M. diss,,
University of Texas at Augtin, 1983.

Y oung, Percy M. Johann Sebastian Bach: The Story of His Life and Work. London: Boosey &
Hawkes, 1960.

Recordings
Bream, Julian. Julian Bream Plays Bach. Westminter Gold WMG-8113, LP.

Diaz, Alirio. Alirio Diaz Plays Bach. Cassette.

Gimpel, Brondav. Johann Sebastian Bach: Partitas for Unaccompanied Violin, val. 3. Liner notes
by Albert Mdl. Dover Publications HCR-5212, LP.

Johnson, Lawrence. Two Spanish Masters. Miguel de Fuenllana, Andrés Segovia. CRG-RGO01,
cassette.

Lopez Ramos, Manuel. La Guitarra Clasica. Liner notes by Carl Miller. Boston Records B-216, LP.

Milstein, Nathan. Johann Sebastian Bach: The 6 Sonatas and Partitas for Solo Violin, BWV 1001-
1006. Liner notes by Boris Schwarz. Deutsche Grammophon 2709047, LP.



O'Riley, Christopher. Ferrucio Busoni: Piano Works Liner notes by Craig Lia Braaten. Centaur
CRC2036, CD.

Parkening, Christopher. The Young American Virtuoso Christopher Parkening in the Classic Syle.
Liner notes by Rory Guy. Angd S-36019, LP.

Skendrey-Karper, Laszlé. Guitar Recital. Quadlition, LPX-1161, LP.

Y epes, Narciso. Narciso Yepes. Liner notes by Enrique Franco. Columbia CCL 32030, LP.

Scores & Facsimiles

Bach, Johann Sebastian. Chacona en Re Menor, transcribed for guitar by Narciso Y epes. Madrid
(Espania): Ediciones Musicales Madrid, 1960.

. Chaconne aus der Partita |l d-Mall fur Violine solo BWNV1004, fur Gitarre,
transcribed for guitar by Andrés Segovia Mainz (Germany): B. Schott, 1934.

. Chaconne in D minor From the Sonata for Violin Solo No. 4, transcribed for
piano by Ferrucio Busoni. New Y ork: G. Schirmer Inc., 1939.

. Ciaccona aus der Partita 2da a Violino solo senza Basso BW\V/1004, transcribed
for guitar by Karl Scheit. Wien (Germany): Universal Editions, 1985.

. Neue Ausgabe samtlicher Weke, hrsg. vom Johann-Sebastian-Bach Institut
Goattingen und vom Bach-Archiv Leipzig. Kasse: Barenreiter-Verlag, 1954.

. Sl Solo a Violino. Edited and with a pogteript by Wilhelm Martin Luther. Kassd
(Germany): Barenreiter, 1958.

. Sonaten und Partiten fur Violinew allein: Faksimile-Ausgabe. Edited and with a

postcript by Glnter Hausswald. Wieswaden (Germany): Insel -Verlag, 1962. Reprint with
English trandation by K. Marie Stolba. New Y ork: Da Capo Press, 1982.

. Three Sonatas and Three Partitas for Solo Violin, BWV 1001-1006, edited by

Gunter HauRwad. Kassdl (Germany): Bérenreiter, 1959.

65



