Brandenburg Concerto No. 5 in D Major
Some analytical notes by Virginia Lakeman

These notes have focused on just a few of the main musical details and have not followed the six points of style which should also be referenced when discussing this work.
This Concerto Grosso is for soloists, string orchestra and continuo:- A concerto grosso has a group of soloists, the concertante,  in this case three, set against the ripieno, the string orchestra and continuo.

· Soloists or  Concertante

· Flute (would have been a wooden instrument with more mellow tone than today’s metal flutes.)

· Violin. You will notice from the score that the solo violinist plays the same part as the Violin in the ripieno in tutti sections. (Tutti means all play.)

· Harpsichord – This part would have been played by J S Bach on the new Harpsichord that Prince Leopold purchased. Notice that it has two roles, Soloist and Accompanist.
· Ripieno

· The string parts are:-

· One violin line. That is there is no second violin part as is frequently the case in string orchestra writing.

· Viola

· Cello

· Double bass (in some scores this may be labelled ‘violone’ which is a double bass instrument – The violoncello gets its name from this instrument being a ‘little’ violone and not a large violin.)

· The Continuo or Cembalo concertato has the cello and double bass part with numbers. This would be ‘realised’ on the Harpsichord.
· ‘Realising a figured bass’ is the term that means the Harpsichord player would play the bass note and add an accompanying chord above the bass line according to the numbers given. For example no number under a bass note means play a root position triad, a 6 means play a first inversion triad, a 6 with a 5 below it would be a first inversion of a 7th  chord. 

· The Tutti sections can be recognised by the numbers under the Continuo part which is particularly helpful in the first movement in Ritornello form.

A work in 3 movements in the Italian style:- Fast, Slow, Fast.
· Allegro – lively and fast (Movement 1)
· Instrumentation:- all instruments listed above.

· Form:- Ritornello form.

· Opening ritornello (or refrain) bars 1 – 8) in which the main material (motives or themes) are presented.
· Episodes – Bach deviates from his frequent approach to episodes in this work. He gives the soloists new material, but accompanies these sections with segments of the opening ritornello instead of basing parts including those for the soloists entirely on material from the ritornello. (Bach has used this approach previously.)

· The ritornello returns, but in shorter segments between each episode. (These can be spotted on the score easily for the harpsichord part is written in these sections as a figured bass only.)

· Harpsichord cadenza – 65 bar solo. 

· The ritornello is heard in full as the ending to the movement.

· Texture

· The ritornello sections are largely accompanied melody with the melody found in the Violin parts. (The solo violin doubles the orchestral violin.)

· The episodes include counterpoint (or contrapuntal writing between the soloists) with accompanying figures from the orchestral strings.

· Affettuoso – affectionate, with warmth. (Movement 2)
· Instrumentation:- Only the three soloists. Fl. Vln. Harpsichord.

· The harpsichord part alternates between accompaniment and soloist. Again this can be seen by the use of the figured bass in accompanying sections, and a fully written out part in the solo sections.

· As a slow movement there is the typical use of quite short note values and ornaments such as trills.
· Texture:- Mainly contrapuntal (Polyphonic) by use of the following compositional devices.
· Imitation – eg the first entries of the violin and flute

· Sequence – eg bars 7 & 8.
· Parallel motion between the Flute and Violin bars 28 – 29

· A stretto (almost a canon) between Flute and Violin bars 30 – 31

· Fragmentation of the opening melody – Flute and Violin bars 7 – 8.

·  Modulations;-
· Starts in B min

· Modulates through A major bar 7 – 8 then to D major bars 9 – 10. 

· Briefly to F# minor, A major again, F# minor, B major, G major, etc until finally ending in B minor.
· Allegro – lively and fast (movement 3)

· Instrumentation:- Again all play, though the soloists take the first 28 bars before the first tutti section.

· Form:- Fugue:- 
· The opening 28 bars begin the four voice fugue with the soloists alone.

· Violin begins with the subject

· Flute enters in bar 3 with the ‘answer’ – really the subject in the dominant, in this case it is a tonal answer (an inexact transposition)

· Left hand of the Harpsichord enters with the subject bar 9.

· The right hand of the Harpsichord enters with the answer bar 11.

· A short development section follows where the melodic material featured is the triplet figure from bar 2, with just occasionally the use of the dotted quaver semiquaver figure of bar 1. This gives the movement more of a compound duple feel than the simple duple suggested by the time signature of 2/4.
· The entry of the ripieno continues the development of various elements of the fugue subject.

· The final entry of the subject is given by the solo violin and flute in unison bars 307 – 308, just prior to the final cadence.

· Features of the Harpsichord part

· A Virtuoso part. (Very difficult for its time.) Clearly demonstrating Bach’s great ability as a keyboard virtuoso.

· The first Concerto to feature a Harpsichord or keyboard instrument of any sort to this extent.

· The cadenza in movement 1 clearly shows what can be possible on a Harpsichord. 

· Note that it is said that J S Bach was the first to use all fingers equally when playing keyboard instruments, previously there was very sparing use of both the thumb and little finger even in scale passages. (C major scale once was played using the fingering of C 2 D 3 E 2 F 3 G 2 A 3 B 4 A 3 G 2 F 3 E 2 D 3 C 2. (Apel W, 1945 Harvard dictionary of music, Harvard University press Cambridge)
· Musical elements of the Harpsichord part:-

· Movement 1

· The usual figured bass of the time.

· Musical figures borrowed from string idioms eg bar 9. This string crossing like figure is equally easy on a keyboard.

· Hemiola – 3 against 2 – bar 10, where the right hand has triplet semiquavers and the left semiquavers.

· Bar 14 and following has a two handed version of bar 9. The hands are working in 10ths.

· Changes of register eg bar 21 or more obviously bar 25 where the two beat figure is repeated down an octave. Also bars 42 – 44 with the triplet figure repeated at a higher pitch on the two repeats.

· The use of scale and arpeggio figures at the same time eg. Bar 37.

· The use of demisemiquaver scales or runs bars 47 – 49. Bach’s use of all 5 fingers, and alternating hands made these scales playable at this speed. 
· Figures such as those at bar 147 can be seen with rhythmic variations throughout this movement. The stems down notes would be played by the left hand and those with stems up by the right making these rapid passages not only look interesting to those watching but also sound musical. 

· The Cadenza is marked Cembalo solo senza stromenti literally means a solo without accompaniment. This section is more like a keyboard sonata movement. Some of the elements of the ritornello material and the earlier keyboard figures feature.
· Movement 2. Trio only.

· There is an alternation between accompaniment with the figured bass and solo role.
· The harpsichord in the solo sections is contrapuntal (melody against melody). In general Bach’s writing has the focus of the moving part alternate from hand to hand, and also from instrument to instrument.
· Notice the use of demisemiquavers and trills to ornament this movement.
· Movement 3.

· The harpsichord part begins with counterpoint – the subject then later the tonal answer.
· Other features include figures in parallel 3rds bar 19 – 24. Triads notated for the first time in the work (though they would have been played in realising the figured bass) at bar 25 – 26. Fragments of melodic material answered by the other soloists bar 106 – 109.

· In much of this movement the left hand of the harpsichord part is a copy of the cello and double bass even when it is not a figured bass section - bars 42 – 49 and similar.
