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Abstract 

Johann Sebastian Bach and Bela Bartok were two composers whose work reflected their 

ability to take the old music from the past, and make something new from it.  Bach polished 

counterpoint and polyphony into a musical style identified with himself and the Baroque era, 

and which is still studied and performed today.   Bartok combined some of the forms and 

techniques of Bach with the altered tonality of the symmetric scales and the modes of the folk 

songs he collected to shape a neo-Baroque style.   This thesis looks at the elements which 

Bartok adopted from Bach, some adaptations he made and compositional techniques he used in 

employing the Baroque forms. 

The recital component for the Master of Music in Music Technology was presented on 

April 19, 2011.  It included 3 choral arrangements and a guitar duet, plus 4 original pieces 

written for the recital.  The original works included 2 piano solos, 1 violin duet and a work for 

flute, horn and cello, and employed forms adapted from Bach and Bartok. 



 

 v 

Acknowledgements 

I am grateful to the faculty and staff of the Music Department of Valley Forge Christian 

College for the excellence with which they serve the students and the school, and the devotion 

with which they serve God.    

Specifically, I wish to express gratitude to: 

• Dr. William DeSanto, whose patient piano instruction deserves a medal, who introduced 

me to minor scales and Clementi, and whose help and guidance was invaluable on this 

project. 

• Dr. Floyd Richmond, for pointing me to this program in the first place, for hints in 

Finale, Mixcraft and Band-in-a-Box, and invaluable guidance on my graduate recital. 

• Dr. Scott Watson, who introduced me to Bartok and the synthetic scales, who willing 

shared his own compositions and cheered me on with mine. 

• Professor Kent Smith, to whom I am indebted for resurrecting ancient memories of 

history and theory, and filling in the gaps, thanks for half cadences and Picardy thirds. 

• Ms. Donna Headlee, the glue which holds the department together, who always knows 

which classroom to be at, where the key is and how to fix errors in registration records. 

Thank you all for your friendship and support. 

Most of all, I want to thank the giver of music “the fair and glorious gift of God.” 
 

  



 

 vi 

Table	of	Contents	
 

Introduction	..................................................................................................................................	7	
 
Bach and Bartok and Composition	...............................................................................................	8	
 
Forms and Structures	..................................................................................................................	12	

Fugue	................................................................................................................................................	12	
Invention	..........................................................................................................................................	14	
Symmetric Scales	.............................................................................................................................	15	

 
Review of Literature	...................................................................................................................	17	
 
Graduate Compositions	...............................................................................................................	21	

Fugue in A Minor	.............................................................................................................................	21	
Invention for Two Violins	................................................................................................................	22	
Symmetric Scales – whole-tone and octatonic	.................................................................................	23	
Autumn Dreams	...............................................................................................................................	23	
Winter Dances	..................................................................................................................................	25	

 
Conclusion	...................................................................................................................................	27	
 
References	...................................................................................................................................	28	
 
Appendix	.....................................................................................................................................	36	

 
 
 
 



 

 7 

Introduction 
 

"It was the best of times, it was the worst of times; it was the age of wisdom, it was the 

age of foolishness; it was the epoch of belief, it was the epoch of incredulity; it was the season 

of Light, it was the season of Darkness; it was the spring of hope, it was the winter of despair; 

we had everything before us, we had nothing before us; we were all going directly to Heaven, 

we were all going the other way."   (Dickens, 1859).  When Charles Dickens, penned these 

words in the opening of his Tale of Two Cities, he could have been describing the circumstances 

of the lives of both Johann Sebastian Bach and Bela Bartok.  Both men lived in times of 

immense, wide-sweeping change, which affected every aspect of life.  For Bach, it was the 

“Age of Enlightenment”, which moved rulers and the church from the central focus of people’s 

lives, and eventually resulted in an educated middle class, who had the means to support, 

understand and enjoy the arts.  In Bartok’s time the horrific, global conflict of the Second World 

War caused irreversible changes.  World War II remade national boundaries, helped create a 

global awareness of international identity and ended in a terrible demonstration of the ultimate 

destruction then known to man, the atomic bomb.    

Further increasing the uncertainty of the times, both Bach and Bartok lost their fathers at 

an early age.  Bach was 10 when his father died, and he went to live with an elder brother.  

Bartok was 8 when his father died, and he watched his mother struggle to support the family.  

(Bartok & Dille, 1949) (Blume & Newcomb, 1968).  In their remote corners of the world, away 

from the music centers of their times, Bach and Bartok grew up, married, raised children and 

earned a living with their keyboard skills.  Bach created church music and helped promote well-

tempered keyboard tuning with his preludes and fugues.  Bartok explored the atonal music of 

Schoenberg and Debussy, and began collecting native folk tunes.  (Suchoff, 1959) (Durr, 1981).   
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The lessons from the past inform the future.  (Howard, 2010).  However, for lessons 

from the past to be effective, they must be examined and understood.  The music written by 

these two composers became the foundation for the compositions created for this thesis. The 

forms, techniques and influences they applied to their music are important elements of the 

works presented here.   

Writing on the 250th anniversary of Bach’ s death, Einstein (1935) said that Bach 

“bridged the gulf” to the 16th century, by virtue of the six generations of musical Bachs from 

which he descended, and bequeathed it all to centuries to come. Although he invented no new 

musical forms or style, Bach synthesized the summation of counterpoint and polyphony.  (Lang, 

1985)    Similarly, Nelson (1987) described Bartok’s work as a “syntheses of disparate materials 

elegantly honed and richly interwoven”.  Bartok wished to synthesize the harmonic possibilities 

of Debussy, the progressive form of Beethoven and the “transcendent significance” of the 

counterpoint of Bach into a form “valid for our time”.  (Cross, 1967)   

Bach and Bartok and Composition 
 

Perhaps the first indication of the influence of Bach on the work of Bartok may be seen 

in the teaching materials they both composed.  Bartok was well acquainted with the Preludes, 

Fugues and Inventions of Bach’s pedagogic works, because in his first position as a professor of 

piano at the Budapest Academy of Music, Bartok prepared the complete Well-Tempered Clavier 

and the Notebook for Anna Magdelena for Hungarian publication.   (Chapman, 1945) (Somfai, 

1987). 

Both Bach and Bartok composed pieces for use in instructing their children, and other 

students.   Derr (1981) quoted Bach’s preface to the final versions of the works in the Clavier-

Biichlein vor Wilhelm Friedemann Bach in which attention was specifically drawn to the dual 
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instructional purpose of the compositions; to teach the student to play two and three voice parts 

clearly, and to acquire knowledge of composition.  Arranged in order of difficulty, preludes and 

inventions were alternated with dances and suites, so that pieces requiring dexterity were 

followed by those requiring expression.  (Fisher, 1960). 

Weissmann (1949) noted that Bartok’s collection of Fifteen Hungarian Peasant Songs, 

and the earlier collection, For Children, were designed to be used for educational purposes.  

They are comparable to Bach’s ClavierUibung, to the chorale preludes, as the “required 

technique and resources are identical”.  Additionally, Bartok’s Nine Little Piano Pieces are 

specifically modeled on Bach’s two-part inventions.  (Seiber , 1949) 

Ameringer (1951) noted that Bartok’s Mikrokosmos, the collection of 153 pieces 

arranged in increasing difficulty, are useful in developing keyboard proficiency and musical 

education.   In addition, each “movement is a self-contained composition” so students are 

introduced to compositional techniques.  Many of the pieces are in two voices, utilizing 

counterpoint, the short motive, pedal effects and canonic structure, with melodic inversion as 

variation.  In some of these pieces the tonic-dominant-tonic tonal structure may also be 

observed.  Alternating with technical pieces are others inspired by folk songs or dances, with 

descriptive titles, From the diary of a fly, or Song of the Fox.   (Suchoff, 1959) (Dickinson, 

1964) (Lendvai, 1971). 

Another area where the influence of Bach may be seen is Bartok’s use of quotations 

from Bach’s work.  Bonis (1961) explained that Bartok did not quote others work for his 

audience, or to prove his cleverness, but as an acknowledgement of the “links to his 

predecessors”.  In Bluebeard’s Castle Bartok quotes from Bach’s St Matthew Passion, using the 

melody of the Golgotha recitative in its original key.  The melody is used by Bartok as 
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accompaniment to Bluebeard’s recitative.  Later in the opera, Bartok quotes the “B-A-C-H” 

signature motive, transposed over a pedal point at the end of the scene.   

In a later work, Cantata profana, Bartok again quotes from St Matthew Passion, using 

the ascending chromatic introductory phrase in the opening theme of the Cantata.  In both 

works the orchestral theme is continued by a double chorus.  At about this time, Bartok wrote 

that J. S. Bach was his “reference point” not to just the Baroque period, but to all of European 

Art Music.  Vikarius (1930) explained that Bartok further expanded on his affinity to Bach,  

stating that the natural music of primitive people required “melodious” as well as “rhythmical” 

expression.  Both are required in equal balance, and the most perfect musical work, according to 

Bartok, was that in which the two elements were blended.  “And this work, insofar as my 

knowledge and consciousness goes, is that of J. S. Bach.”  (Porter, 1983)   

Vikarius (1930) pointed out that in Part 1 of Cantata profana is the “hunting fugue”, a 

choral fugue, from which Bartok developed a series of thematic ideas.  This theme reappears in  

 the second scene as a complex choral fugue in which the father states the  theme, echoed by the 

choir.     

The Sonata for Solo Violin was composed for Yehudi Menuhin in 1943.  Bartok, says 

Seiber  (1949) stretches the principle of polyphonic music in the range of the violin to it limits.  

The first movement is in the tempo of the Chaconne, but is in sonata form.  The second 

movement is a fugue, with a “regular four-part exposition” of the theme.   Seiber (1949) finds it 

impossible to conceive of anyone writing a solo sonata today without “being conscious of the 

great example of Bach.” 

In his analysis of Bartok’s music, Lendvai (1971) detailed the composer’s view of the 

circle of fifths, in which the circle is subdivided into three subsets.  These subsets Bartok called 
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axis.   Starting with C, and every fourth key clockwise, the keys are identified as Tonic and 

assigned to the tonic axis.  The dominant of C, the key of G, and every fourth key from it, are 

designated as Dominant and assigned to the dominant axis.  The subdominant of C, the key of F 

and every fourth key from it, are identified as subdominant and placed in the subdominant axis.  

The tonic axis has C and Gb/F# assigned to the north/south poles, with A and Eb on the 

east/west poles.  A pole is exchangeable with its counterpole with no loss of tonal function.  

This system allowed Bartok to create harmonic texture in the scales other than major/minor and 

still be within the tonic/dominant and tonic/subdominant relationships.  With this axis 

relationship, Lendvai (1971) observed the tonic, dominant, tonic sequence in the fugues of 

Bartok.  They may be seen in the first movement of Music for Strings, Percussion and Celesta, 

and in the second movement of Sonata for Solo Violin, which are both fugues. 

The works of Bach have been analyzed in regard to their structure, indicating techniques 

which Bach may have used.  Cruz (2007) identified the presence of Fibonacci numbers and the 

golden section in many of the works of the Well-Tempered Clavier.  Siegele & Clayton (1992) 

describe their findings of structural and harmonic sequences in the F Major Duet of Bach, 

which symbolize various theological concepts.   Kellner (1978) detailed the instances of Bach’s 

musical signature, the musical value of B-A-C-H, whose notes the composer frequently used in 

constructing themes.  Kellner (1978) also deduced religious symbols in the sum of the number 

of perfect fifths, number of measures in a section, and the like.  It does appear that Bach 

intentionally used the numbered letter values as his musical signature, but there is no concrete 

evidence of purposeful use of the Fibonacci numbers, or mystic representations of theological 

concepts. 
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 There is some evidence that Bartok did use the Fibonacci numbers occasionally in the 

structure of his music.  In Sonata for Two Pianos and Percussion and in the first movement of 

his Music for String Instruments, Percussion and Celesta,  Lendvai (1971) demonstrated the 

evidence of the use of the Fibonacci numbers to establish the golden mean, and the structure of 

the pieces.  Lendvai (1971) also stated that the Bartok chord, the minor third, perfect fourth, 

minor third as Bartok typically used it has a Fibonacci relationship of 8:5:3 in its placement on 

the staff.  An analysis of other harmonic elements, as well as rhythm patterns showed the 

presence of Fibonacci relationships.  (Bachmann & Bachmann, 1979). 

Forms and Structures 
 

Specific forms and structures from the musical past, were assigned in the course work 

for this degree.  Compositions for these assignments included fugues, inventions and symmetric 

scale pieces.  The history of these forms and structures spans more than three hundred years, 

from pre-Baroque times until the present day.  The composers who used these forms helped to 

define and shape them, and are remembered for their contribution and creativity. 

Fugue 
 

The works of the sixteenth and early seventeenth centuries, the fantasias, ricercari and 

cansoni, are the ancestors of the fugue.  These works, defined as a frequent presentation of the 

same theme, separated by breaks, were among the compositions of  Sweelinck, Scheidt,  

Frescobaldi, Buxtehude and Pachelbel.  Particularly in the works of Fescobaldi there are 

indications of the fugal form which Bach would define and perfect.  (Shedlock, 1897).   

The fugue, as it emerged from Bach’s hands, is typically structured in three sections; the 

exposition, the modulation section and the final section.  The exposition section is the most 

strictly defined, requiring that the subject be stated in the tonic key by the initial voice.  It is 
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then imitated successively by each of the other voices in related keys, usually the dominant, or 

the sub-dominant.  When each voice has entered and stated the subject, the exposition is 

complete.  The middle section is also called the modulation section or the development section.  

It typically presents counterpoint episodes, using previously heard material.  The subject is 

usually offered in related keys and using compositional techniques, such as inversion, 

augmentation/diminution, sequence, pedal point, false entries and stretto.  Harmonic texture is 

developed among the voices using the subject and its answers, or with free counterpoint.  There 

is no requirement as to the number of episodes which may be used, but the final offering 

typically returns to the tonic key.  The final section usually contains at least one entry of the 

subject, in the tonic key.  Of the compositional techniques used in developing the fugue, stretto 

has been most often associated with the final section, although other techniques may also 

appear.   (Prout, 1891) (Machlis, 1977) (Renwick, 1991) (Smith, 1996) (Mooney, 2010) . 

Although the fugue has been a significant part of Western music since the fourteenth 

century, there is no scholarly consensus on the specific form which would define all fugues.  

Because of this, the fugue has come to be thought of as more of a process, a compositional 

presentation, than a form.  (Sheldon, 1990) (Walker, n.d.) 

Since Bach’s death and the end of the Baroque era until the present, composers have 

continued to create fugues.  Fugues were composed by Haydn, Mozart, Beethoven, Liszt, 

Chopin, and Clara and Robert Schumann.   In the early twentieth century, Stravinsky in his 

Symphony of Psalms (1930) created a fully developed fugue for the second movement.  Other 

modern composers who have written fugues are, Dvorak, Grieg, Hindemith, Reger, 

Shostakovitch and Stravinsky.   In his Music for Strings, Percussion and Celesta, Bartok 

developed the first movement as an elaborate fugue, using complex forms and contrapuntal 
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textures from the Baroque period.  The second movement of Bartok’s Sonata for Solo Violin 

(1944) is a four voice fugue.  (Grout & Palisca, 1996) (Hannotte, 1998) (Hanning, 2006) 

Two rather unusual settings of Bach’s fugue occurred in the Twentieth century.  In 1940, 

Leopold Stokowski scored the Disney Studio’s full-length feature cartoon Fantasia which 

included a full orchestra treatment of Bach’s Toccata and Fugue in D Minor.  (Clague, 2004).  

In 1968 a recording of classical works of Bach, Switched on Bach,  performed by Wendy Carlos 

on a Moog synthesizer, was released.  Included were Prelude and Fugue Number 7 in E flat 

Major, and Prelude and Fugue Number. 2 in C minor.  (Pinch & Bijsterveld, 2003). 

Invention 
 

Inventions originated from the counterpoint improvisations in Italy.  Bach modified this 

form into what is today known as the formal structure, the invention.  Inventions are similar in 

style to the fugue, but are much shorter and simpler in the extent of the counterpoint presented 

in them.  (Harnsberger,1997). 

Although he did not call them Inventions the set of 15 two-part and 15 three-part short 

contrapuntal compositions Bach created, beginning in 1720 for the instruction of his oldest son, 

are known as the Two and Three Part Inventions.  Bach intended them to be used as a tool for 

teaching keyboard skills, but he also intended them to be useful in teaching composition skills.  

The motives, the small themes of the inventions, are developed using contrapuntal techniques, 

sequences, answers, inversions and pedal point.  The pieces were originally arranged in order of 

increasing difficulty, but were later arranged in tonal order.   Bach’s Inventions are still studied 

by the fledgling keyboardist and composer, serving as excellent examples of musical recycling, 

exploring new possibilities with old material. (Fisher, 1960) (Smith, 1996) (Derr, 1981) 

(Tomita,1999). 
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Not many composers have written inventions, but Bela Bartok composed some little 

keyboard pieces in the initial volumes of his Mikrokosmos about 1933, as teaching materials for 

his son Peter.  Although they have not specifically been called inventions, many of the works 

are invention-like, written in two voices, utilizing counterpoint, and imitated themes.  (Suchoff, 

1959) (Dickinson, 1964) (Lendvai, 1971). 

Symmetric Scales 
 

The whole tone scale is created on adjacent major seconds.  There are only two whole 

tone scales; the scale on C (C,D,E,F#,G#,A#) and the scale on B (B,Db,Eb,F,G,A).  When 

interlocked, these two whole tone scales create the chromatic scale.  Because of the equal 

division of notes the whole tone scale has no strong tonic identity, and the augmented triad is 

the only tertian harmony possible with this scale.  (Clutsam, 1910). 

Mozart used the whole tone scale in a descending passage in The Musical Joke for 

strings and horns.  Schubert used a whole tone melody for the violins in his Symphony in C.  

The Russian composers of the late nineteenth century embraced the whole tone scale.  Rimsky-

Korsakov used it for passages in Scheherazade and Sadko.  Borodin and Glinka used the whole 

tone scale in much the same way, as moving passages and not thematic development.  

Dargomijsky used the whole tone scale in his opera The Stone Guest as a melodic theme with 

harmonic development.  Liszt used the whole tone scale in his Dante Symphony and The 

Unwelcome Guest.  His Pensee des morts featured augmented triads with whole-tone 

progressions, and his Fantasy and Fugue for Organ contained whole-tone passages with 

supporting augmented triads.   Debussy, who was influenced by the Russian school, made 

extended use of whole tone melodic and harmonic material.  His Voiles is created with whole-

tone and pentatonic structures, and whole-tone forms appear in many of his works.   Berg used 
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the whole tone scale as part of the twelve-tone row in his Violin Concerto.  Bartok used the 

scale in his Fifth String Quartet.  In his Three Studies, Op 18. Bartok alternates whole tone scale 

passages with pentatonic passages. In his opera, Duke Bluebeard’s Castle, Bartok uses both 

whole tone scales, one associated with Judith, and one with a fate motif.  (Colles, 1914) 

(Abraham, 1933) (Todd, 1988) (Antokoletz ,1990) (Bass, 1994) (Antokoletz ,1995). 

Jazz musicians have used the whole tone scale and augmented chords, particularly as 

building blocks in free improvisation.  Wayne Shorter and John Coltrane used whole tone scale 

and augmented chords built on that scale in their compositions.  Thelonious Monk’s preference 

for the whole tone augmented harmony was well known and was used in his Nice Work and 

Epistrophy.  Stevie Wonder used two measures of an ascending whole tone scale built on B in 

the introduction to his pop song,  You Are the Sunshine of My Life.  (Porter, 1985)  (DeVeaux, 

1999) (Strunk, 2005) (Rappaport, n.d.) 

The diminished scale is constructed with alternating intervals of whole step/half step, or half 

step/whole step.  In music theory this is the scale commonly referred to when the octatonic scale is 

referenced; in jazz theory it is called the diminished scale.  This scale may be visualized as two 

interlocking diminished seventh chords.  There are three possible distinct diminished scales which may 

be created from the twelve tone system; they are ascending scales on E flat, D and D flat.  Diminished 

scales may be constructed on any pitch by entering the pattern of these three distinct scales at any tone.   

(Clough. & Douthett , 1991) (Blackwood, 1991) (Rappaport,  n.d.) 

In the nineteenth century Hungarian composer Franz Liszt began to incorporate 

octatonic elements in his works.  His  Feux Follets  (1826) contain diminished scales created 

using only the notes which appear in the three distinct scales.   There are enharmonic 

representations of the diminished scale in his Harmonies poetiques et religieuses (1834), and 

the octatonic scale appears in Sonetto (c. 1846).  Liszt influenced the Russian school, whose 
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members, Glinka and  Rimsky-Korsokav used the scale in their stage music for its mystical and 

exotic qualities.  Debussy frequently made use of the diminished scale, often alternating it with 

the whole tone scale and acoustic or diatonic scales.  Examples may be seen in L’Isle Joyeus, Ce 

qu'a vu le vent d'Ouest, and Feuilles morte.   Stravinksy used the octatonic scale in his ballets 

Petrushka and The Rite of Spring.   Stravinsky also used whole-tone and octatonic interaction in 

his Scherzo fantastique, alternating passages between the two scales.  Bartok’s Mikrokosmos 99, 

101 and 109 are octatonic, as is Fourty-Four Duos for two violins, number 33.  In Bartok’s 

Duke Bluebeard’s Castle, the vocal passages for Bluebeard alternate between octatonic and 

diatonic structure.   (Forte, 1987) (Antokoletz ,1990)  (Forte, 1991) (Bass, 1994) (Tymoczko, 

1997). 

Jazz musicians embraced the diminished scale because it, and its sister, the whole tone 

scale are useful in jazz improvisation to develop harmony while moving between tonal centers.  

In the very early days of jazz, improvisation was the preferred form of composition, and still 

remains a large part of the tradition of the genre.  Octatonic scales are used to build chord 

patterns which connect to a motive, develop it harmonically and transition to the next 

improvisational segment.  (Porter,	1985) (Meadows, 1991) (Tymoczko,	1997)	(Strunk,	2005).	

Review of Literature 
 

There is a substantial amount of information available about the music and influence of 

both Johann Sebastian Bach and Bela Bartok.  For example, a query in Google Scholar for J. S. 

Bach returns more than 26,000 hits; on JSTOR a query with ‘J. S. Bach and music’ returns more 

than 31,000 results.  A similar query for Bela Bartok on Google Scholar returns more than 7,000 

hits, while a JSTOR query for ‘Bela Bartok and music’ returns over 2,100 results.   
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A repeated theme in analysis of Bach’s works is the attention which researchers believe 

that Bach paid to numeric symbolism and proportion in the structure of his works.  Lang (1985) 

discussed this symbolism in the light of German mysticism through which music can symbolize 

abstract notions.  In Lutheran theology, seven was the number symbolizing the creator.  In 

Bach’s B minor Mass, “the word ‘Credo’ is heard 49 times (7 X 7).  Any such symbols were not 

perceived by the listener, but are only for the composer’s satisfaction, and are only discovered 

by lengthy, detailed study of the scores and their texts.   Siegele and Clayton (1992) explain the 

theological symbolism of the numeric divisions of the F Major Duet using Lutheran doctrine.  A 

much more believable analysis in the same paper is the mathematic division of the sections of 

the Duet, including a division of the 13 bar middle section into 5:8 ration of the golden mean.  

Shah (2010) mentioned Bach’s musical signature, based on the notes Bb-A-C-B – in German 

notation B is represented by H and Bb by B) which appears in the A minor prelude of The Well-

Tempered Clavier II, and at the end of the final counterpoint of  The Art of the Fugue, among 

others. Using the number alphabet, B+A+C+H = 14.  Wolff (1976) in describing the addendum 

to the Goldberg Variations, declared was the numerical signature of the composer, since the 

Handexemplar addendum contains 14 canons.   Street (1987) provided,  in an analysis of The 

Clavier-Ubung, Parts I, II, III and IV, the identification of  “a numerological signature of truly 

immense proportions!”  By adding the number of movements of all the parts, plus the 14 

movements of the Handexemplar, he arrived at the number 128, which can be expressed as 2 to 

the 7th power, or 2 X 7 = 14!  Cruz (2007) identified the Golden Section of Bach’s Well-

Tempered Clavier I to occur in Prelude Number 15 in G major at measure 11.  David (1937) 

addressed the structure of The Musical Offering.  He noted that the sonata occupies the middle 
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position of the Offering.  In addition, the middle section of the sonata has the most complete 

treatment of the king’s theme, thus placing it in the golden section of the work. 

Kramer (1973) discussed Bartok’s use of mathematics in his compositions.  Bartok made 

use of the Fibonacci durations primarily to set the golden mean of each piece; including Allegro 

Barbaro piano solo, Sonata for Two Pianos and Percussion, and Music for Strings, Percussion, 

and Celeste. Howat (1983) also discussed the works of Bartok which Kramer analyzed, but 

added that in the third movement of Bartok’s Music for Strings the introductory passage is laid 

out in a Fibonacci spiral of 55 bars. 

Suchoff (1981) noted that the beginning of Bartok’s Cantata Profana was inspired by 

the opening bars of Bach’s St. Matthew Passion, and a lesser known work Mikrokosmos has the 

subtitle “Homage a J.S.B.”.  Bartok’s use of Baroque inspired counterpoint can be seen in many 

of his short piano pieces.  Fox (1948).  These include Neun kleine Klaverstucke, Quatre Nenies 

pour le Piano and Esquisses pour le Piano, which use two-part “imitation”, repetition of themes 

and preparation of dissonances.  In his opera Bluebeard’s Castle, Bartok quotes Bach’s St 

Matthew Passion.  Bónis (1963).  This is obviously a quotation, since the material is in the 

original key and includes the “B-A-C-H” motif used by Bach as his musical signature. 

Bartok’s Sonata for Solo Violin, which uses a focal pitch of G, pays homage to Bach, 

beginning with the same G minor chord which opens Bach’s Sonata in G Minor for Violin Solo. 

Lester  (1999).  The structure of Bartok’s Sonata follows the structure of Bach’s Sonata.  

Following the first slow movement, the second is a rhythmic fugue, a lyric movement in Bb is 

third and a presto finale ends the sonata.  Nordwall (1967) discussed the fugue movement of 

Bartok’s “Musique pour instruments a' cordes”, in which the theme “turns and goes crab-wise” 

in compressed form. Nordwall pointed out the two part counterpoint which exists in Bartok’s 
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“early piano pieces”.  In discussing Bartok’s Second String Quartet, Cohn (1988) wrote of the 

parallel counterpoint and canon structure “frequently found in Bartok’s music”.  Dickinson 

(1964) pointed out the many examples of two part counterpoint and canon which exist in 

Bartok’s Mikrokosmos. 

Renwick (1991) discussed the “structural patterns” found in the subjects and answers of 

Baroque fugues, particularly those of Bach.  Grouping these structures into “paradigms” 

Renwick concluded that Bach favored specific paradigms, but that his tastes changed over time.  

Green (1877) detailed the differences between the “real” fugue and the “tonal” fugue with 

respect to the modulations within the work, and the intonation of the answer.  Harris and Norton 

(1935) commented on the structure, themes and counterpoint of Bach’s “last great work” , The 

Art of the Fugue, and the completeness with which variations of the themes are worked out. 

Dreyfus (1985) stated that, in addition to teaching keyboard players to play clearly in 

two or three parts, inventions were also about teaching composition techniques of contrapuntal 

development.  Hsu and Hsu (1990) discussed the mathematical structure of Bach Invention 

Number 1, with attention to the specific pattern of right hand versus left hand. 

Todd (1988) wrote of the whole-tone scale used by Liszt in his “Pensee des morts”, 

which evolved from Liszt’s experiments with the augmented triad.  Also mentioned, is Liszt’s 

“Fantasy and Fugue for Organ” which contains whole-tone passages, and which Liszt modeled 

on Debussy octatonic works.  Carner (1941) stated the compositional problem encountered with 

whole-tone, chromatic and diminished scales are in developing “norms” for the relationship of 

the consonance and dissonance, the balance between horizontal and vertical movement, and 

tonality.  Steedman (1984) discussed the jazz chord progressions which make use of the 

diminished scale to evoke the jazz/blues sound. 
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Graduate Compositions 
 

One of the most enjoyable aspects of the course work for this degree was exploring 

composition styles and techniques.  Over the last two years, I have written or arranged several 

pieces.  It seemed appropriate to include here and in the associated recital, two compositions 

from the Baroque period and two from the early Twentieth Century era. 

Fugue in A Minor  
 

This three voice fugue employs the typical three section structure: exposition, middle or 

modulating section and final section.  I chose A minor as the tonic key because I wanted to be 

able to move into neighboring keys of sharps or flats in the free counterpoint of the middle 

section. 

In the exposition, the flute states the five measure subject in the tonic key.  The horn 

answers with the subject transposed to the dominant key, E major, while the flute plays free 

counterpoint.  The cello restates the subject in the tonic key while both the horn and flute play 

free counterpoint.   

As the middle section begins, episode one appears to be modulating into the sub-

dominant of the tonic, but in reality it moves into C major, the relative major of the tonic.  The 

horn begins the subject in C major, but it is actually a false entry, which is interrupted by a false 

entry, also in C major, from the flute.  The cello, which has been playing supporting free 

counterpoint, moves into a D7 chord interrupting the flute’s false entry with a complete 

statement of the subject  in G minor.  The flute and horn play free counterpoint supporting the 

key of G minor, until all three voices resolve back to G Major.  Setting up for the second 

episode, the cello states a false entry in C major, which is actually a sequence, repeated in D 

major, modulating to F major, the sub-dominant of the relative major key, rather than the usual 
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sub-dominant of the tonic.  The horn offers a complete statement of the subject in F major, 

while the flute and cello play supportive free counterpoint.  Episode three begins with an 

apparent restatement of the subject in F major, but actually modulates to the dominant E major 

key, preparing for the final section. 

Stretto statements, always in the tonic, begin the final section at measure 53.  Alternating 

among the three voices, the subject is stated completely in each stretto entry.   The coda which 

ends the section features a free counterpoint descent of the grand staff; the flute hands off to the 

horn, which hands off to the cello.  The piece modulates briefly to the dominant, returns to the 

tonic, ending on a Picardy third, resolving to A major. 

Invention for Two Violins 
 

This class assignment in C major, was originally written for keyboard, quoting liberally 

from Bach’s Invention Number 8.  In scoring the piece for two violins, I decided to explore the 

harmonic possibilities of the basic theme, the beginning phrase of the children’s song “Jesus 

Loves Me”.  I also introduced as a secondary theme the final phrase “the Bible tells me so”, and 

reorganized the entire piece. 

The first violin states the theme in the first measure, the second violin imitates it in the 

tonic an octave lower in measure 2, while the first violin is modulating to E minor to state the 

theme in that key in measure 3.  The second answers with an inversion of the theme in measure 

4.  In a counterpoint passage of sixteenth notes a third apart, the piece modulates to G major, 

where the theme is restated by the first voice.  The second voice answers with the theme in the 

tonic.  Following a passage of modulation to the sub-dominant, the first voice plays an inversion 

of the theme.  A measure of modulating counterpoint moves into D minor, the relative minor of 

the sub-dominant, where the first violin plays the ending phrase of the song “the Bible tells me 
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so”.  Modulating to G major, the second voice restates the first theme, and the first voice 

imitates it in the next measure, also in the dominant, while the second violin is modulating to 

the relative minor of the tonic, to play the theme in A minor.  Both voices move through a 

passage in Bm7 to arrive at E major, where the first theme is stated by the first violin, then 

echoed by the second violin, then stated by the first voice in B major.  A counterpoint passage 

then moves through E minor, A major and into D major, where the first voice again states the 

first theme.  It is answered by the second voice with the first theme, stepping down the staff, in 

G major, then F major, and finally the tonic, C major.  The first voice answers with a modified 

version of the second theme in F, then states the second theme fully in C7, and finally offers an 

inverted statement of the first theme, returning to F.  Two measures of counterpoint modulate to 

the tonic where the first violin offers the first theme, followed immediately by the second voice 

imitating the first theme an octave lower.   Both voices move into C7, the second states the 

second theme in F Major, followed by the first violin with the first theme in the tonic.  The 

second voice offers a modified version of the second theme which starts in the tonic, moves 

briefly to the dominant and returns to the tonic for the final chord. 

Symmetric Scales – whole-tone and octatonic 
 

These two pieces, Autumn Dreams and Winter Dances, comprise a small piano suite 

which I plan to use with my private piano students who are at the advanced intermediate level. 

Autumn Dreams 
 

 This piece began as a composition class assignment to write a piano miniature using 

only the notes found in the whole tone scale based on C  (C, D, E, F#, G#, A#), in an ABA 

format.   
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In another class, I had created a pair of themes on the whole-note scale to score a few 

seconds of film. 

Theme 1   

 

Theme 2            

 

Because this was a piano miniature, I modified theme 1 to reflect techniques suitable for 

keyboard performance.  The quarter notes were changed to triplet rhythm, and arpeggio 

structure, using an augmented 5th chord built on C. to add some texture and interest to an 

otherwise bland theme.  This augmented triad on C (C,E, and G sharp), and the augmented triad 

on D (D, A sharp, F sharp) comprise the most frequently repeated harmonic elements in the 

piece.   I added staccato sections in 3/4 time to contrast with the driving rhythm and energy of 

the triplets, and emphasized both with varying dynamics.  The A section is basically a run up 

and down the grand staff using the whole-tone scale on C, with its augmented triad.  The B 

section, beginning in measure 15 is only 6 measures long.  I changed the rhythm of theme 2 and 

added some harmonic texture.   In measure 21 a modified A section returns.  It is restated an 

octave higher than its original entry and moves from 4/4 to 2/4 to 3/4 time signature before 

settling back into the original 4/4 time.  The pattern of the staccato quarter notes and rests has 

been changed to accommodate the return to the 4/4 time signature.  Material from the B section 

is added at measure 30.  The piece ends with a sweeping arpeggio from the bottom of the grand 

staff to the top, extending the final half note chord with a fermata.   Because the scale has equal 
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distance between notes, and no leading tone, there is no strong identification of a tonal center 

and the piece has a dreamy, ethereal quality. 

Winter Dances 
 

This assignment for composition class was to write another piano piece using a 

diminished scale and include a pedal point.  I chose to use a whole step, half step diminished 

scale on C (C, D, D#, F, F#, G#, A, B), in an ABA format.  For this piece, I “sketched” at the 

piano until I found a rhythm and note pattern that I liked against the eighth note, low C pedal 

point.  Minimal harmony was added using only the notes available in the diminished scale.   The 

pedal point disappears at measure 11 with an exploration of a different rhythm pattern for eight 

measures.  At measure 19 a modified pedal point returns with a combination of the previous 

segments to complete the A section.  At measure 30 the B section moves to “waltz time” with a 

3/4 time signature, and uses the enharmonic equivalent Ab, Cb and Eb notes from the 

diminished scale.  The left hand plays a waltz rhythm against a moving single note melody, 

embellished with grace notes, in the right hand.  The lighter, less harmonized melodic line, the 

waltz rhythm and the quirky little grace notes were meant to establish a contrast to the A section 

with its insistent pedal point and more somber harmony.  In measure 35 the Bartok chord, in the 

major-minor form of minor third-perfect fourth-minor third is presented by both hands moving 

up the grand staff.  This structure is repeated, with a second presentation of the Bartok chord, 

followed by the waltz theme closing the B section.  The meter returns in measure 51 to the 6/8 

time of the A section, and the enharmonic equivalent returns to that of the original A section.  

With the return of the A section in measure 51, the pedal point resumes.  This abbreviated 

version of the A section concludes with the pedal point doubled at the octave in measures 71 

through 72.  In measure 73, the coda returns to the enharmonic spelling, to present five 
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measures of the Bartok chord.  The piece ends with a grace note embellished segment of the 

Bartok chord, and a single A flat quarter note in the low base register.  This scale allows more 

of a tonal identity, than does the whole tone, due to the major and minor triads which may be 

found in it.   The reoccurring pedal point on low C suggests a tonal identification with C major, 

but the B section is clearly rooted in A flat major.  Both of these elements return in the ending 

of the piece, lending an ambiguous touch to the tonal identity. 

These four original compositions, plus three choral arrangements and a guitar duet were 

presented in recital at Valley Forge Christian College on the evening of April 19, 2011.    Come, 

O Come, was originally arranged for the Christmas play I wrote for my church choirs.  It 

contains a medley of Come Thou Long Expected Jesus, I Wonder As I Wander and O Come, O 

Come, Emanuel.  For the recital, I added a flute solo to echo the lonely, melancholy feeling of 

the lyrics.  The Gaither’s Lovest Thou Me was originally arranged and performed by a mixed 

trio, but for this performance, I expanded it to four vocal parts and backed it with an 

accompaniment track created in Digital Audio class.  I Call Him Lord, Dottie Rambo’s southern 

gospel ballad was originally set for a ladies trio, but was expanded into four vocal parts for the 

recital.  The guitar duet consisted of a medley of Chris Rice’s Go Light Your World, and This 

Little Light of Mine.  

Scoring for instruments other than keyboard, of which I had done very little, was an 

interesting learning experience.  Making sure that the part written was within the range of the 

instrument, the dynamics indicated were achievable, and the expression desired was possible, 

required careful thought and planning.  My instructors were valuable resources and the student 

performers offered useful feedback.  The next time I need to score for an instrument unfamiliar 

to me, I will know how to approach the task, and where to find helpful tools. 
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Conclusion 
 

From the number of scholarly inspections of the works of Bartok, and from Bartok’s 

own words, it appears clear that Bach indeed influenced Bartok. In Bartok’s use of the forms, 

the fugue, the canonic invention, and the structures, the scales, melodies and harmonies, the 

forms and structures changed, just as they did when Bach inherited them from the composers 

who came before him.  Bartok combined the forms and structures of the past with the influences 

of the folk tunes he collected, to make something new.  In the same way the current generation 

will change the forms as they receive them from those who came before.   

Job said “Man is born to trouble.” (Job 5:7 New International Version)  Jesus said, “In 

this world you will have trouble.”  (John 16:33).  The lessons of the past inform the present as 

well as the future.  (Howard, 2010).   The gifts of the past, the heritage of art and learning, 

which have come to us out of the stress and success, pain and pleasure of those who came 

before us, will help us deal with our own troubles.  Gombosi (1946) wrote “Bach’s shadow 

gradually increases as the years go by”.   Gaither (2007) said of the old hymns “These songs 

deserve to be celebrated not because they are old, but because they are great!”   That is why 

Bach’s music, and the other great music of the past, will continue to cast a long shadow. 
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