CHAPTER 1 LV.

French Court Dance in
Bach’s World

Germany was still recovering from the severe economic and social dis-
ruptions of the Thirty Years War when Bach was born in 1685. The Treaty of
Westphalia had officially ended the bloodshed in 1648 by stipulating that the
princes of each of the over 300 states and other political units would decide the
religion and laws to govern their own areas of control, with free cities, such as
Hamburg and Leipzig, excepted. The long period of reconstruction from the
civil war was to last over a century, embracing all of Bach’s life. Many German
courts and cities imported culture from France and Italy as part of a peacetime
cultural competition, striving to build brilliant, elegant centers of civility which
would outshine those of their neighbors. The standard biographies of Bach
contain little about French influence, yet French culture was a forceful pres-
ence in most of the places in which he lived and worked.

For example, Bach would have encountered French language, music,
dance, and theater while he was a student at the Michaelisschule in Lineburg
in 1700-1702. Though at school he studied traditional subjects, such as
orthodox Lutheranism, history, and rhetoric, he shared room and board
with the aristocratic young men who attended the Ritterakademie in
Liineburg. Karl Geiringer writes:

The Academy was a center of French culture. French conversation, indispensable
at that time to any high-born German, was obligatory between the students; and
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Sebastian with his quick mind may have become familiar with a language which he
had no chance to study in his own schools. There were French plays he could
attend and, what was more important, French music he could hear, as a pupil of
Lully, Thomas de la Selle, taught dancing at the Academy to French tunes. Most
likely it was de la Selle, noticing the youth’s enthusiastic response, who decided to
take Bach to the city of Celle, where he served as court musician.!

Bach visited the court at Celle many times; it was a “miniature Versailles™ in
its recreation of French culture, according to Geiringer. As an impression-
able teenager, Bach probably encountered Lully’s music as played by the
excellent French orchestra; the keyboard music of composers such as Fran-
cois Couperin, Nicholas de Grigny, and Charles Dieupart; and possibly ballet
and French social dancing as well.?

Most of Bach’s titled dance music implies a connection to French Court
dancing. Minuets, gavottes, passepieds, courantes, sarabandes, gigues, and
loures were frequently performed at the courts and in the cities where Bach
lived.

FRANCE

French Court dancing, a symbol of French culture, was especially in favor
in Germany. This graceful, balanced, refined, and highly disciplined style
was “invented,” as it were, or given its classic characteristics, by dancers
working at the court of Louis XIV from the 1650s on.* The technical
achievements of this style—for example, turnout of the legs from the hips
and the five positions for the feet (Fig. I-1), and the calculated opposition
of arms to step-units (Fig. 1-2)—were an obvious, stunning improvement
over any other dance form in Europe. French Court dancing was not a
fad, but the beginning of ballet. It was internationally accepted even as it
was being invented and codified in France, not only in Germany but in
England, Scotland, Spain, Portugal, Czechoslovakia, Holland, and Sweden,
Jater spreading to Russia and the European colonies in North and South
America.

Under the strong, central rule of Louis XIV (reigned 1661-1715), France
experienced an especially prosperous and influential period of her history,
unlike Germany with its many small, competing states. Louis XIV was a life-
long lover of aristocratic dancing. Even as a youth he and his friends dressed
up in fanciful costumes and danced in ballets for their own entertainment. A
ballet required the support services of scene designers, costumers, singers,
dancers, poets, and musicians. Every year at least one new ballet was pre-
sented, most often in the season between Christmas and Lent. It was usual
for a ballet to be organized around a theme, such as the seven liberal arts, or
an event from classical mythology, such as the birth of Venus. Ballets nor-
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mally did not have a strong central plot, but consisted of a series of vocal airs
loosely organized around the theme. Sung by various characters, these airs
were interspersed with dances (entrées) performed by various characters
dressed in fanciful costumes.*

Aristocrats at the court of Louis XIV also enjoyed social dancing, using the
same steps and movement styles as ballet but wearing formal dress instead of
costumes. Elegant ceremonial balls were held to celebrate important events
of the realm, such as a military victory, the signing of a treaty, the marriage
of a socially prominent person, or someone’s birthday. They often occurred
after an evening of theater or other recreation. But unlike social dancing
today, these events were carefully planned and rehearsed, and only the best
recreational dancers performed, while the assembled company watched and
admired. 4

The king sat at the head of the room, with members of the court ar-
ranged around him according to rank. He and his partner danced the first
dance, after which everyone else in the royal company danced, one couple
at a time, again in order of rank. The dancing couple began at the foot of
the room facing the king; the musicians were usually behind them or in
raised galleries on the side of the room. Every dance began and ended
with a formal Reverence to one’s partner as well as to the king. Almost all
of the dances—minuets, courantes, gavottes, and other forms—consisted
of special written choreographies which were memorized beforehand;
other members of the court had learned the same choreographies and
would know if they were performed correctly. Courtiers practiced daily ir
order to present a graceful picture while they danced. Other spectatort
might watch the ball from bleachers behind the central area but would not
participate in the dancing.

In addition to these ‘“‘grand balls” there were innumerable occasions for
dancing, at court and at the private estates of noblemen. There were maskec
balls, with gaily costumed participants, at which a masquerade would be
presented—a scene from a ballet, or a scene with dancing and singing in
vented for the party. The jours d appartement took place on special evenings a
the king’s palace, with dancing and other entertainments, such as gambling
and billiards.

During the six-month period between 10 September 1684 and 3 March 1685
the beginning of Lent, there were at the court alone: 1 grand bal; 9 masked balls
16 appartemenis that definitely included dancing; 42 other appartements that al
most certainly also offered dancing; and at least 2 evenings of comedy tha
included dancing between the acts by courtiers.”

It was the French dancing masters who created the ballets, ceremonia
balls, and masquerades. For ballets they choreographed the dances, re
hearsed the ballet corps, coordinated the dancing with the music, and ofter
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Fig. I-1: From Rameau:Maitre. a. Reverence before dancing (p. mmvw v.\
First posture of demi-coupé (p. 71); c¢. Second posture of %::.SS@
(p. 72); d. Third posture of demi-coupé (p. uwv,w e. mo_,.:,,ag posture OM demi-
coupé, balancing on one foot (p. 74); f. The five positions for the feet.
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performed in the productions. For the ceremonial balls, dancing masters
were in charge of seeing that everyone observed the rituals, and at the
proper time. The short theatrical presentations at masquerades also
needed careful production. Dancing masters gave daily lessons to able
aristocrats, including the king himself, to ensure that all the participants
knew their parts and that the balls and ballets would be as magnificent as
possible. In addition to teaching dancing they instructed courtiers in de-
portment, such as the proper way to bow to a superior or to an inferior,
how to do honors in passing, what to do when introduced at court, what to
do with one’s hat and sword, and so on. There were precise rules which,
when followed, resulted in elegance and the appearance of gentility, the
height of civilized behavior.

The technique of French Court dancing has been preserved, happily,
through numerous dance manuals as well as a notation system which could
record particular choreographies.® The technique was based on a strongly
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Fig. I-2: “Une Dame de la Cour de Pélée,”
watercolor on parchment. Courtesy Musée
Carnavalet, Paris.

ing a balanced head, which was tilted neither downward in submission nor
upward in haughtiness; and arms and legs which moved without hunching
the shoulders or bowing the back. The elegant ease and noble bearing of a
dancer in motion is shown in Fig. 1-2.

The dance technique emphasized turnout of the legs from the hips be-
cause it enabled the dancer to look his best to an audience, and the courtier
his best to the court, even in sideways movements which may appear awk-
ward without turnout. The five positions for the feet (Fig. I-1) meant that the
legs would always move in an ordered, prescribed fashion rather than in
haphazard ways. Additional order occurred in duets, where the dancing cou-
ple moved through symmetrical, balanced floor patterns, performing the
same steps at the same time but on opposite feet.

The ideals of the French style were inspiring. They included douceur (kind-
ness, sweetness), bonté (goodness), honnéteté (integrity, decency), a beautiful
body and a beautiful spirit, and “a certain majesty,” as well as order, balance,
hierarchy, and discipline. Above all these was “nonchalance,” which for
dancing means that beyond the straight back and balanced head the body is
relaxed but at the same time ready for any action or movement. One scholar
has called it “‘an 18th-century cool.”” As a French ideal it was taught along
with dancing.
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French Dancing Masters

Many of the competing German courts hired French dancing masters, pref-
erably Parisian, to lead them on the pathway to elegance. The dancing master
would give instruction in French dance technique and the latest dances from
Paris, and would also teach deportment. These niceties were necessary for
anyone who wanted to be presented at court and participate in its activities,
because one had to know specific rituals for bowing, taking off one’s hat, and
other genteel behavior. Bach must have learned these rituals, for he was
presented at court many times, and he participated in the activities of numer-
ous courts. The French dancing masters were in demand in Gefman cities
and courts as part of the effort to rebuild the economy and enhance the
general well-being after the havoc of the Thirty Years War. By teaching gra-
cious behavior as well as dancing they instilled a sense of pride and compe-
tence in society, especially as middle-class persons began to use body
language as an avenue to a better life. The French dancing master functioned
as the Master of Ceremonies for important social occasions in Germany, just
as he had in France.

Research by Kurt Petermann has revealed that the Leipzig directory of
1701 listed three French dancing masters, but by 1736 there were twelve,
out of a total listing of about 20,000 persons,® and there were undoubtedly
many others who did not appear in the book. It would also be interesting to
have a list of French dancing masters in Germany during the period 1650~
1725. In Renate Brockpihler’s (admittedly incomplete) list of dancers associ-
ated with ballet composition in opera performances in Germany up to 1753,
of the forty-seven men listed, two names are Germanic, eight are Italian, and
the rest are French.®

A better measure of the importance of the French dancing master in soci-
ety can be found in a book published by Christoph Weigel in 1698.1° Its 212
plates illustrating the different occupations in Germany at the time are pre-
sented in order of rank. The first plate, for example, is of “The Regent.”
Weigel divides the occupations into three main types: the Regierstand, or
ruling and organizing work, such as that of the Regent, the general for war
on land, and the admiral for war on water; the Lehrstand, which includes
teaching, medical, legal, and business people; and the Belustigenden Kiinst-
lern, or peasants and middle-class workers, which include stone masons, pearl
workers, printers, foresters, musical instrument makers, etc. At the end, and
outside these three groups, is the lowly gravedigger. The French dancing
master is in the second group (Fig. 1-3), along with doctors, lawyers, and
businessmen; his picture appears next to those of the fencing master and
ball-game master. Thus Weigel, an influential publisher, shows the French
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Fig. I-3: “The Dancing Master,”” from Christoph <<ﬁmmr Ab-
S.E::m der Gemein-Nutzlichen Haupt-Stinde (1698 m%Sn:v,
plate 72. Courtesy The Huntington Library, San Marino,
California.

dancing master to be a respected professional with an important position in
German culture by the late seventeenth century.

French Social Dancing

French social dancing was an important cultural event in Bach’s Germany.
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formed in German-speaking courts and cities, including those in Saxony. By
the early eighteenth century the custom of formal balls in the French style
was beginning to be enjoyed by middle-class persons as well as by aristocrats,
Dancing masters in Leipzig, for example, held weekly balls at their studios to
give students a chance to perform their choreographies, with the French
rules of precedence and decorum strictly upheld. References to such dancing
abound in memoirs, dance manuals, travelers’ reports, and letters, but at this
writing there is no systematic study of French social dancing in Germany
during this period. Angelika Gerbes summarizes the ideas of the German
dancing master Gottfried Taubert on formal balls:

Balls were gatherings expressly for the purpose of dancing. . . . [They] were
given by high-ranking nobility at their courts, by ministers of state, by lesser
nobility, and also by burghers. Since the bourgeoisie strove to imitate the court
life, the balls were also imitated as much as possible. These balls could be held
either in regular dress or in costume. The latter were considered to be more fun.
He who gave the ball was designated King of the Ball, and the lady in whose
honor the event took place was the Queen of the Ball. She was presented with a
bouquet by the “King”” and was the first to be asked to dance by him.!!

French Theatrical Dancing

The more affluent courts and cities had even more elaborate activities
involving French dancers, including works for the theater, such as opera and
‘ballet. Many courts were able to do this by the second half of the seventeenth
century, and many more had incorporated such activities by the early
1700s.12 French ballets and operas require a large assemblage of people for
their production, and an even larger audience with the refined taste to enjoy
them and to make such an effort worthwhile. Yet many German. courts in-
vested in this recreation.

In Waurttemberg, which includes Stuttgart, Prince mvﬁ,rma-h:mim had a
“divertissement a la francaise” produced at court in 1684, a ballet-opera
entitled Le Rendesvous des Plaisivs. It had many scene changes, with dancers
chosen from among the ladies-in-waiting; the Prince (age nine) played the
part of Eros.?

In Celle there was French theater, music, and dance, especially after a
peace ireaty was signed by Duke Georg Wilhelm and the king of France in
1679. Duke Wilhelm put on festivals and diversions in the style of Versailles,
including operas and ballets performed in a 500-seat theater. The court of
Celle, along with the courts at Osnabriick and Hanover, supported a band of
French violinists, which, when put together, totaled twenty-four, the number
of string players chosen by the French Court composer Jean-Baptiste Lully
for ballets and operas in Paris. The band played for four months of the year
at each court, performing in theatrical works as well as for social dancine
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ing in Germany.'* Ballet at the court of Hanover was highly praised even in
Paris; the French journal Mercure galant of April 1681 reviewed the ballet Le
Charme de ’Amour, which had been performed at the court of Hanover, and
found it admirable because it “imitated so gallantly all the manners and
customs of France.”!® .

In Kassel both Wilhelm VI (reigned 1649-63) and Wilhelm VII (reigned

1663~70) fostered a strong interest in French culture at their courts.’® Some of
the music used for ballets and social dancing has been reprinted in a2 modern
edition, Ecorcheville's well-known Vingt Suites d’Orchestre.'” Numerous cou-
rantes, sarabandes, gigues, galliardes, and branles are included, as well as a mmé
minuets, passepieds, and a bourée, a repertoire dating from about Hmmolmm.
Both Wilhelms maintained close contact with French culture. Members of their
courts danced with great enthusiasm at home and abroad, visiting Paris and
other courts often and in turn receiving visitors from all over Europe. In 1664
the Flector of Brandenburg was welcomed to Kassel by a mythological mas-
querade in which all the court took part. French ballet emerged even near
courts under the influence of the Viennese, who officially espoused the Italian
culture and opposed the French. In Vienna, ballet was performed at the home
of the French ambassador. The music library in Kroméiiz (now a part of
Czechoslovakia) holds dances composed by Lully for Cavalli’s opera Ercole
Amante; but, interestingly, the music is entitled “Balletti francesi a 4 del S.
Ebner.”” In other words, this music by Lully, written to accompany the French
dances between the acts, is credited to the composer Wolfgang Ebner, the
official Italian ballet composer at the court of Leopold I in Vienna.!®

French ballet was also produced in Berlin, where Jean-Baptiste Volumier
was violinist, dancing master, and composer of ballet music from 1692 to
1708. Although none of his music survives, one of his efforts was :.5 ballet
music for the marriage opera of Crown Prince Friedrich Wilhelm I in 1706,
Der Sieg der Schonheit tiber die Helden." 4

The court of Berlin was rivaled only by the Saxon court of Dresden, which
Bach visited many times.?° Dresden had one of the most elaborate, mw_mb&.&_
and expensively maintained courts in Europe, outside of Paris. An interest in
French dance can be documented as early as 1620, when the German danic-
ing master Gabriel Mélich was sent to Paris for training. Ballets with dancing
in the French style were produced all through the seventeenth century. For
example, Ballet von dem Parts und der Helena, mounted in 1650, had five acts,
each of which contained several ballet entries. This and the many other bal-
lets at Dresden appear to be msﬁcmocm.mo the types of court ballet being
done in France at the same time, although a lack of music and dance texts
makes real comparison impossible.

In 1694 Friedrich August I came to power at the age of twenty-four. He
was to foster French music and dance even more than did his predecessors,
attracting the illustrious performers and composers who Eon‘cmﬁm wmnr. to
visit Dresden so many times during his life. In the first year of his reign
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Friedrich August reorganized his artistic forces, sending away a troupe of
Italian actors but retaining the French dancing master Charles Dusmeniel. In
1696 a French theatrical group from the court at Hanover performed for
him during Carnival, and by 1708 he had made a special trip to the Low
Countries to recruit his own troupe, a hand-picked group of French singers,
actors and dancers from Lille. It consisted of a director plus seven gentlemen
and six ladies for singing and dancing, four violinists, a decorator, and a
prompter. New dancers arrived soon after, and by 1717 the company had
more than doubled.

Some musical theater productions at Dresden have French titles, but a
majority are Italian, leading scholars to conclude that Ttalian influences out-
weighed the French there. However, French dances were performed be-
tween the acts and after the conclusion of Italian operas, accordirfg to court
records. When Bach attended the performance of Johann Adolf Hasse’s op-
era Cleofide in September 1731, he undoubtedly saw French dances.

Theatrical presentations featuring French dancing were not confined to
the wealthy courts; student dramas in Leipzig also indulged in this elegant
style, according to the dancing master Samuel Rudolph Behrens in his 1713
book, L’Art de Bien Danser, Oder Die Kunst wohl zu Tanizen. The first part of
the book consists of an introduction to French Court dancing, describing
posture, positions for the feet, and the dances of the day, which apparently
were bourées, courantes, sarabandes, minuets, and other French dances.
However, the author also offers a rare glimpse into “native” German prac-
tices—the ‘“‘Inventiones” of local dancing masters and their students. For
example, No. 21 is ““Ein Balet, worinne die vier Complexiones der Menschen
vorgestellet werden” (Ballet of the four complexions, in which each of the
four humors [e.g., melancholy] forms one of the entries). The scenery and
costumes are vividly described, although no music or dance survives in nota-
tion. From this treatise one learns that French dance has passed well beyond
the aristocratic courts and penetrated the middle-class world which sur-
rounded Bach in Leipzig.

French Dancing Masters: Friends of Bach

Bach knew personally or knew the work of three eminent French dancing
masters in Saxony: Johannes Pasch, Pantaleon Hebenstreit, and Jean-
Baptiste Volumier.

Johannes Pasch (1653-1710) was raised in the Dresden court, where his
training in French Court dancing began when he was a very young child. He
made many trips to Paris to study dancing, but his career was in Leipzig,
where he taught French Court dancing for almost forty years and was highly
respected as a dancer and a choreographer. His dancing was favorably com-
pared by his contemporaries to that of his Parisian teacher, Pierre
Beauchamps, who was also the personal dancing master of Louis XIV. Pasch



14 INTRODUCTION

attended Leipzig University but did not receive an academic degree. Two
treatises by Pasch have survived; both reveal a fascinating glimpse of dance
practices of the day.

Beschreibung wahrer Tanz-Kunst, of 1707, shows Pasch to be well versed in
philosophy and rhetoric as well as dancing. He defends French Court danc-
ing from the attacks of pietist writers, describing it as “‘the true dance art,”
and arguing that the graceful movements are not only morally uplifting and
lead to noble actions, but are in agreement with philosophy, mathematics,
and theology. A well-regulated dance is natural and useful to man, and only
its misuse becomes immoral.

His other extant treatise is . H.P. Maitre de Danse, Oder Tantz-Meister.?' This
forty-four-page pamphlet, dated 1705, contains four French choreographies
set in a notation somewhat different than that used in Paris, for example, in
Feuillet’s Recueil de Dances.?? Two dances have concordances with the Paris
repertoire. Despite the notation, their steps and floor patterns are un-
changed from the Paris originals, with no adjustments for German taste. This
Leipzig publication clearly indicates a demand for authentic French
choreographies.

Pantaleon Hebenstreit (1667—1750) is better known today as a virtuoso
instrumentalist at the Dresden court, where he played exquisitely on the
violin and the “pantaleon,” a large dulcimer of his own invention. He had
supported himself in Leipzig during his student years by teaching French
dancing; in 1698 he became dancing master at the court of Weissenfels and,
in 1708, at the court of Eisenach (Bach’s birthplace). e became one of the
court musicians at Dresden in 1714, and was a friend of Bach’s.

Jean-Baptiste Volumier (c.1670-1728) was also one of Bach’s good
friends. A Belgian who had been brought up in the French court, he was a
dancing master, violinist, and finally Konzertmeister and composer of music
for ballet entries at the court in Berlin before coming to Dresden in 1709,
He had introduced French violin techniques to the orchestra in Berlin
(1692-1708). At Dresden he had much the same duties as at Berlin, and as
Konzertmeister (1709-21) he presided over an orchestra which became in-
ternationally famous. Quantz stated that he never heard a better orchestra
than the one at Dresden under Volumier.?® Interestingly enough, some of
the scores from this orchestra still exist in the Dresden Sichsische
Landesbibliothek, with French ornamentation, slurs, and other performance
indications written into the music; some of the first violin parts bear the
name ‘“Woulumier” (Fig. I-4).

Clearly, Bach had ample opportunity to see, to know, and to appreciate
French dancing and dance music. We rmay fairly conclude that French Court
dancing and French influences were an intrinsic, important, and graceful
component of Bach’s world, and that his titled dance music reflects the noble
and subtle movements of early ballet. The extent of ballet’s influence on his
music will be the subject of Part I1 of this book.

>
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Fig. I-4: Volumier's personal copy of “Premier
Dessus de violon,” used for Dresden perform-
ances of the chaconne from Lully's Acis et Ga-
latée )Sichsische Landesbibliothek Ms. Mus.
1827-F-31, p. 11). Courtesy Sichsische
Landesbibliothek, Dresden. «
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CHAPTER 2

L4

Terms and Procedures

Rhythm, according to the ancient Greek writer Aristoxenus, is an
activity, not a thing.! In earlier times the word “rhythm” was used as a
verb—*1 will ‘rhythm’ these notes” or “I will ‘thythm’ these harmonies.”
Thus, to “rhythm” something was to give it an organization, a shape, a form,
and a distinctive life. In Baroque dances, one would “rhythm” in the context
of a particular meter and tempo.

METER

Meter is usually thought of as duple, triple, or “compound.” Actually, all
meters are hierarchical; that is, they operate by the cooperation of several
levels. The activity one perceives at these levels—the “rhythming” of the
meter, if you will—involves varying degrees of motion and repose, most
importantly of the beat. We have adopted the terms arsis and thesis, first used
by the Greeks and later by Marin Mersenne in his Harmonie Universelle (Paris,
1636-37), to describe this phenomenon. Rhythmic activity on a metric level
may be more or less arsic, or more or less thetic. In discussions of rhythm
and meter in Baroque dances we use “A’ to signify a more arsic place, and
“a” for a less arsic place. Similarly, ““T”" refers to a more thetic place, and “t”
to a less thetic one. For example, see Fig. I1I-2.

Table. I shows the metric levels in the Baroque dance types, using the most
commonly notated time values in each dance, with the most common time
signature. Numerical descriptions of these levels appear in the column la-
beled “Metric Structure.”” For the bourée, “II” signifies two half notes to the
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measure; the first “2” means that half notes are divided into two quarter
notes, and the second ‘2" that each quarter note is divided into two eighths.
The arrows at the top of the column to the left show how each type of dance
may have been conducted in Bach’s day, according to instructions from nu-
merous French? and German® writers of the period. In this book we call each
movement of the conductor’s arm a “‘beat,” so that, in the bourée, there are
two beats to the measure, shown by the Roman numeral “I1.” This is the
level of the beat, or the metric level in which beats occur. In a time signature
of 2 or ¢ the duration of a single half note is one beat, ready to be grouped
with other beats into measures and, eventually, into a phrase.

A problem often arises for performers when several time signatures appear
in a given dance type. In the pieces entitled “gigue,” for example, the beat is
the dotted quarter note in a signature of 8, but it is the dotted half hote in ¢
This may not seem like much of a problem, but gigues were also notated in
¥, 8 1 3, and other signatures; furthermore three distinct types emerge,
which we identify as “French gigue,” “Giga 1,” and “Giga I1.”* Before play-
ing a “‘gigue” notated in 3, a performer must first locate the level of the beat,
or, in other words, find out what note value represents one beat. This identi-
fies the metric structure and avoids the possibility of projecting the wrong
level of meter. We designate the three lowest levels of metric significance by
the terms “beat,” “pulse,” and “tap,” the last being the lowest level of signif-
icance. Notes below this level are always ornamental and are never separated
from each other by slurs or other types of phrasing techniques.

In Baroque dances the level of the beat, by our definition, is capable of at
least two levels of subdivision, shown in Table I by the pulse and tap levels.
Beats in Baroque dances are usually grouped by twos or threes into mea-
sures, although in some sarabandes and correntes and in most minuets there
is only one beat to a measure. The pulse level is the lowest level that can be
syncopated. This fact is useful in determining the level of the beat, since
syncopations do not appear in the tap level. In addition, the pulse is the
lowest level of metric significance in which units may be replaced by a dotted
rhythm. For example, a quarter note can be replaced by a dotted eighth and
a sixteenth. Conductors occasionally indicate pulses by an arm motion when
a special effect, such as a ritard, is needed.

A good conductor will not indicate the tap level, a subdivision of the pulse,
by an arm movement. A tap is the smallest unit that can make an essential
contribution to the perceivable rhythmic hierarchy. Subdivisions of taps are
not of rhythmic significance but are ornaments or melodic flourishes which are
not “counted” or “measured” by the listener. The tap is the lowest level that
can be consistently dotted, and it is the normal level for notes inégales in Ba-
roque dance music. It is also the lowest level that can be articulated. The
articulation patterns given in manuals which describe the bowing, tonguing, or
fingering of Baroque instrumental music never use a level lower than the tap.

With these definitions in mind one makes some useful discoveries. First,
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TasLe 1

Metric Levels in Baroque Dances

Dance type Usual time signature* Usual note values Metric
and metric levels* structure
oot
Bourée beat J J
Gavotte  \ 2, ¢, [2/4) pulse ) J J J 11-2-2

Rigaudon tap 4 T3]

mwmznr mmm¢m~ beat J. J
Giga Il 6/8, 12/8 pulse JTJ [T 11-3-2
Canarie ‘ tap FEFT

Passepied

Loure beat 4. o

Forlane  6/4 pulse sdJddd 11-3-2

Siciliana tap JI33J777]
beat d. J.

Gigal  12/8,12/16,24/16 pulse o. J. Sl 11-2-3
wp J33ITIITTITI
beat d.

Minuet 3/4, 3 pulse J J J 1-3-2
wap JJI444

Sarabande I

Polonaise beat e

Chaconne ,3/4,3 _u:_mmg JJJ. II1-2-2

Passacaglia tap SRR

Corrente

beat d J d
Courante  3/2 pulse J J J J ) 122

wp JITIJTTIIIT]

*Most dance types may be found in more than one time signature, and several occur in more
than one metric structure (e.g., corrente may also be 1-3-2 or 1-3-3; sarabande may also be
1-3-2).

harmony changes in Baroque dances occur most frequently on the beat and
pulse levels; they occur infrequently on the tap level, and then only in a brief,
transitional sense. Second, in Baroque songs the text syllables occur most
often on the beat and pulse levels. They occur on the tap level or below only
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in a type of “patter” song in which the individual words are not rhythmically
significant. Finally, the dance steps of the extant Baroque dances coincide
most often with the beat and pulse levels of the music. Dance steps use the
tap level only for special effects in highly ornate theatrical dances.?

TEMPO

Although metric structure often can be derived from notation, tempo can-
not. It is disturbing to many musicologists and performers to be unable to
“prove” this or that tempo for a particular piece, and scholarly literature is
full of efforts to give exact, or fairly exact, metronome markings to each
dance type.® .

One line of research points out that information may be derived from
time-words such as “adagio” or “vite.” Irmgard Hermann-Bengen offers
hundreds of such instances,” though it is still difficult to assign a precise
metronome marking to these time-words. Some composers use the time-
words in such personal ways that their meaning is no longer clear to us. The
basic problem, however, is in determining the level of meter to which the
time-word refers. For example, the courante is a slow dance if one thinks of
half-note beats, but if one counts by quarter-note pulses, as did Muffat,? the
courante is indeed fast.

Another kind of approach to the tempo problem is through choreography.
As soon as dancer-scholars began reviving French Court dancing in the
1960s they were besieged by musicologists, who were not interested in dance
style or phrase lengths or affect or the beauty and grace of the dances, but in
tempo. They remembered that some sixteenth-century dances, such as the
simple five-step galliard pattern, or “La Volta,”® appear to have one perfect
tempo for dancing, with little variation in range because of the leaps of the
dancers. Donington’s phrase rang in their ears: “Once having danced the
volta yourself, you know the tempo for the rest of your life”’;!* and those who
had, indeed, danced La Volta (including the present authors) could only
agree. But the French Court dances are proving to be a different case. A
range of tempo is possible, just as in music. Beginners usually prefer faster
tempi since the careful articulation of step-units by plié (bending the knees) is
difficult; it is easier to slight the pliés, hardly articulating at all. But Wendy
Hilton, combining erudition and a formidable technique, prefers tempi
which at first seem quite slow but which strongly project an aristocratic
dignity and elegance.!! Other dancers have chosen different tempi according
to their own artistic perceptions. Thus it appears that choreography in itseif
proves nothing conclusive about tempo—it only makes suggestions, along
with the time-words. Yet a decision about tempo is at the same time a deci-
sion about affect (or character), metric structure, and which metric levels one
wants to project most strongly. Table II presents the spectrum of dance
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tempi from the fastest dances, at the top of the table, to the slowest, at the
bottom. The chapters on each dance type offer fuller discussion of tempo issues.

TasrLg 11

Relative Tempi of Baroque Dances from Fast to Slow

Rigaudon,* Passepied, Canarie*

French Gigue, Giga 11, Bourée

Loure, Forlane, Gavotte, Giga I

Minuet,** Chaconne, Passacaglia, Corrente
Polonaise

Sarabande, Courante

*Does not occur in Bach. ) ‘
**1n the sense of three “‘temps’’ per measure; see below, chapter 5, for a thorough discussion.

CHARACTER

Much has already been written about the concept of affect, or character, in
the eighteenth century.’? Friedrich Wilhelm Marpurg stated in 1749 that “all
musical expression has an affect or emotion for its foundation.”'? Johann
Philipp Kirnberger sums up this idea explicitly:

The term Gemiithsbewegung, which we Germans give to passions or affections,
already indicates their analogy to tempo. In fact, every passion and every senti-
ment—in its intrinsic effect as well as in the words by which it is expressed—has
its faster or slower, more violent or more passive tempo. This tempo must be
correctly captured by the composer to conform with the type of sentiment he
has to express.

Thus I must admonish the aspiring composer above all that he study diligently
the nature of every passion and sentiment with regard to tempo, so that he does
not make the terrible mistake of giving the melody a slow tempo where it should be
fast, or a fast tempo where it should be slow. However, this is a field that is not
limited to music, and that the composer has in common with the orator and poet.

Furthermore, he must have acquired a correct feeling for the natural tempo
of every meter, or for what is called tempo giusto, This is attained by diligent study
of all kinds of dance pieces. Every dance piece has its definite tempo, deter-
mined by the meter and the note values that are employed in it.'*

ARTICULATION

The core of our approach to Baroque dance music is that rhythm and articu-
lation grow from the performer’s conception of phrases. Most of the dance
tvpes consist of phrases of a definite length and shape. One micht even be
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tempted to say that there wasa “prescribed” length and shape because of the
widespread use of these characteristic phrases, except that the word “pre-
scribed” implies that someone made up the rules and that everyone else
followed them. On the contrary, the nature of these characteristic phrases
was not clearly described until after 1750, when writers such as Marpurg and
Kirnberger (both students of Bach and keen admirers of his music) set forth
the basic concepts of dance rhythms. In Bach’s time the dance rhythms rep-
resented a convention in the composition of music, a convention which may
be derived not only from Marpurg and Kirnberger but also from studying
the dance music of the major and minor French and German composers of
the day. In addition, the writings of theorists contain many assurances that
recognizable, model dance rhythms did exist. For example, Michel
L’Affilard, in an early eighteenth-century treatise on sight-singing, presented
vocal airs which he said were “models” for dances and could be used “when
one wishes to sing or play other dances of the same kind.”’® L’ Affilard also
indicated breathing places in the airs which correspond exactly to the dance
phrases and serve to delineate them for the listener.

THE NOBLE STYLE OF DANCE

Dance phrases are made up of steps, not tones, as in music. In order to
understand phrasing and articulation in a dance style one must become fa-
miliar with the step vocabulary of the style. In the French noble style of
dancing the performer moves by steps and springs grouped into step-units. A
step is a transference of weight from one foot to another. A spring is a rising
into the air followed by a landing. A step-unit is a grouping of two, three, or
occasionally four steps into a unit which normally fits with one measure of
music. A single step with several actions (such as bend and rise) is also a step-
unit. Table III lists the most commonly used step-units and their manner of
performance. The analytic symbols show the quality of the principal actions
of each step. These symbols are used in the dance examples of each chapter
to show exactly where the transference of weight occurs in relation to the
music.

The step-units are almost invariably preceded by a plié, or bending of the
knees. This is a definite motion downward; English writers called the pli¢ a
“sink.”'® The pli¢ serves as a preparatory gesture for each step-unit and thus
sets it apart from preceding ones. A plié is usually performed to the pulse of
the music preceding the “downbeat” of a measure.

The downbeat itself is normally marked by either an élevé (rise) or one of
the many types of springs. In the élevé the dancer rises from a plié onto the
ball of the foot and normally straightens both legs. For example, in the demi-
coupé the dancer bends both knees in a plié, moves one foot to a new place,
transfers the weight of the body onto that foot, and straightens both legs
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Steps and Step-Units Commonly Used in French Court Dancing

The following analytical symbols show the quality of the dance steps and the way

they fit with the music:

v plié
A W?cm
N Jeué

~~ glissé

| step without bend or rise
i step without change of weight

Step or Step-unit

Performance

Demi-coupé
VoA
Pas marché

FPas glissé

Jetté

v

Tems de courante
AL

Pas assemblé

v 9

Pirouetie

VoA

Pas coupé

v AL or
VoA~

Pas de bourée
voa L

Pas de menuet
Ay A
YAV ALY A
v v

Contretemps de gavotte

v

Contretemps ballonné
v v
Jettés

vy v 0

Pli¢, rise onto the ball of the stepping foot.

Walk on ball of foot; no bend or rise.

walk, as in pas marché, but slowly slide foot to position.

Bend both knees and spring from one foot w the
other.

Bend both knees, straighten and rise on the supporting
foot, and slide the other foot to position slowly.

Bend both knees, spring off one foot, and land on
both feet.

Bend both knees, straighten and rise on both feet, and
turn.

Demi-coupé plus pas marché or pas glissé (many different
forms).

Demi-coupé plus two pas marchés.

Four steps set to two measures of music. There are many
varieties; the most common are:
2 demi-coupés and pas marchés
2 demi-coupés, pas marché, and another demi-coupé
contretemps de menuet

Plié, hop Ao,: one foot), and two pas marchés.

Plié, hop (on one foot}, and leap onto the other foot.

mco\.m:a set to one measure of music.
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Jettés chassés Two springs from one foot to the other, with one foot

v T.ov ) “chasing” the other.

Pas de sissonne Pli¢ spring from one onto two feet, land in plié, spring
v 1 v onto one foot (land in the following plié).

Glissades Two pas coupés in one measure of music (the effect is that

Y OA o~ v A~ of four quick steps).

Pas de courante
YA A

Demi-coupé, pas coupé.

while rising onto the foot that moved. Fig. I-1 shows a demi-coupé in slow
motion. Basically, it is an elegant bend and rise, the bend usually occurring
with the last pulse of a measure and the rise coinciding with the first pulse of
the following measure. In dance terminology the combination of bend and
rise was known as a “movement.”

In the sauté the dancer springs from a plié onto one or both feet, thus
transfering the weight of the body, so that the basic movements are “‘bend,
spring, and land.” Again, the pli¢ is a preparatory gesture, and the landing
from this spring marks the transference of weight and the chief accent of the
step. Springs are usually part of a step-unit, but two or three together may
also occur in one measure of music, each one preceded by a plié. The springs
may be of several kinds, e.g., a leap from one foot to the other (jetté), a jump
onto both feet (pas assemblé), or a hop from one foot to the same foot, for
which there is no special term in the French treatises.

The pas glissé makes an impressive, beautiful step because the foot slides,
or glides, to its new place rather than simply moving there. A glissé is a slow,
sustained effort which is especially elegant to see. A step-unit using a pas
glissé often marks the resting place in a dance phrase if more active steps
have preceded it (as in the opening phrase of La Bourée d’Achille, Fig. 111-1).
Step-units which use this gliding movement include the pas coupé, which is
composed of a demi-coupé and (often) a pas glissé, and the tems de courante,
composed of a bend, rise, and pas glissé. This is the slowest and most sus-
tained of the step-units, a noble gesture unique to French Court dancing.

Turns add grace to the steps, especially when they are pirouettes. From the
plié one rises with the weight on both feet, the heels slightly raised from the
floor and the legs straight, turning as little as a quarter turn or as much as a
whole turn. In theatrical dances, turns of a once and a half around or more,
with the weight on one foot, are commonplace for men by about 1700 and in
dances for women by 1712,

The arms and hands add to the graceful picture by changing position,
usually once or twice per measure. Fig. I-2 shows a dancer with particularly
expressive arms and hands. The arms and hands make carefully controlled
circular motions mostly below the shoulders. These motions are coordinated
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with those of the legs, so that during a plié¢ preceding the downbeat of a
measure the arms rotate inward until the palms face the floor; on the &wdm\
the arms circle upward, usually with one arm higher than the other, and 2:.?
the higher arm in opposition to the leg which moved. In Tm I-2 Hrm._wm leg is
receiving the transference of weight while the right arm is in om%om:wo.b to it
and higher than the left arm, thus creating a graceful and Um_mwnma picture.

From all of this one can see that in most dances the step-units are struc-
tured to emphasize the downbeat of a measure of music. The plié articulates
each measure and the élevé (or spring) accents the first pulse, msrmznmm.wza
verified by the use of the arms and hands. But how are the step-units joined
into phrases? o

Rhythmically the step-units have a certain Qmmwm.m o‘m flexibility. They can be
performed in duple or triple meter simply by adjusting the m\:do:E of time
given to each of the actions following the initial pli¢ and élevé. Hrmv\. can also
be done at various tempi, slower or faster. Many step-units are used in almost
every type of dance—the pas de bourée, tems de courante, ?.a coupés, and contre-
temps de gavotte, for example. Furthermore, the step-units may be grouped
into phrases in a great variety of ways, seemingly limited o.:? by the choreog-
rapher’s ingenuity. On the other hand, certain step-units Were customary
only in certain dance types. The pas de menuet was used only in the minuet
and (in a faster tempo) in the passepied; the pas de courante appears only in
the courante. In addition, dance types such as the gigue and the gavotte use
primarily the lively springing steps, whereas the sarabande and the no:nmw:m
are characterized by the slow, sustained tems de courante and other steps with
pas glissé, with only occasional springing steps. .

As an example of how phrases are formed in French Goci:&m:ﬁ:mv mos-
sider the step-units in the first section of La Bourée d’Achille (Fig. 111-1). ﬂrm
two strains are four and eight measures long respectively. The first consists
of two measures of pas de bourée and a contretemps de gavotte, followed by a
tems de courante in measure 4. One may think of this phrase as three measures
of movement (arsis) followed by one measure of repose (thesis). One may
abbreviate the shape of the phrase as ““aaAl,” where “A” signifies a moment
which is more arsic than those signified by “a.”” Because measure 3 is even
more active than the two preceding measures, one might think of it mjm. .w
“rhythmic climax,” a place of greatest activity before the thesis measure. ] _\:m
step sequence is then repeated. The second strain features four pas de gs.%.&
two measures of springs (pas de sissonne), another pas de bourée, m.s& the thesis
measure (pas coupé, one of the sustained steps). This is a true eight-measure
phrase, with no place of repose until the end. One may show its shape by the
formula aaaaAATT, with the rhythmic climax in measures 9 and 10. On a
repeat of the music later in the piece, the second strain has a different set m.vm
steps, which might be thought of as atatAATT. Note that when the rhythmic
climax occurs in the fifth and sixth measures of the phrase, the next measure
becomes a reduction of activity leading to the restful pas coupé.

In all rharenoranhies the rhuthme of mnce and dance farm conmter-
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rhythms at least some of the time. Counter-rhythms create further interest,
heighten tension, and may take place on any level of rhythmic activity. An
example of counter-rhythms on the level of the pulse may be seen in Fig. I11-
1, in measure 10, and in measure 6 in the repeat. The two voices of the music
form a syncopation, but the rhythm of the dance steps does not. On another
level the cadences or points of repose in dance figures do not necessarily
coincide with the end of a strain of music. For example, many passepieds and
minuets contain dance figures which are aceompanied by two bipartite pieces
of music. The end of the first piece of music may coincide with the middie of
one of the dance figures. This contributes to the forward movement of the
piece, avoiding any feeling of repose uniil the final cadence in the music,
which occurs simultaneously with the ending posture of the dancers at the
foot of the room, where they began. -

Having established our basic definitions and symbols, we return to
L’Affilard’s concept of dance models. In the present book a dance rhythm is
a phrase, usually several measures long, which is characteristic of a certain
dance type. The dance rhythm has a specific length and shape in most of the
dance types. The length is verified by both harmony and rhythm; the shape
consists of frequently used patterns of motion and repose (arsis and thesis).
We derive the dance models and the characteristics of the dance types by
means of theoretical writings, choreographies, the harmonic patterns of the
music (i.e., the arsic and thetic qualities of the harmony), and the various
articulation signs composers have added to their pieces. Each chapter in Part
II contains a model for the particular dance type it discusses, as well as
documentation for the dance model and the usual characteristics of the
dance. But lest the reader doubt that these “invisible themes” really existed,
consider the words of a leading eighteenth-century theorist and one of
Bach’s students and admirers, Friedrich Wilhelm Marpurg.

In 1762 Marpurg published Clavierstiicke, a collection of keyboard pieces,
with a practical introduction “for beginners and advanced players” which
provided the most detailed and analytical description of a dance form by any
eighteenth-century writer. The following quotations speak for themselves;
they indicate that our approach to dance music is not original but was al-
ready conceived in the 1760s. Marpurg’s ideas about hierarchy are set forth
in the section entitled “On the Different Types of Composition for Key-
board, and the Organization of Rhythm in a Piece”:!7

Fach piece is made up of paragraphs, periods, and phrases.

Each small section of a composition that includes a few measures and is sepa-
rated from what follows by a point of repose is called a phrase. Two or more of
these, of which the last ends with a half-cadence, is called a period; and two or
more periods, of which the last ends with a full cadence, make a paragraph.

- - - i we disregard the haif measure of two quarter notes with which the piece
begins [“La jeannette,” Fx. II-1] and if we call the following whole measure num-
ber 1 and the next one number 2, and so on, then these points of repose in the
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second, fourth, sixth, and eighth measures and, indeed, at the beginning of each of
these measures is clearly in evidence. The first point of repose occurs with the
notes e-d-c in the second measure, and the second point of repose with b-a-g in the
fourth measure, the third again with the first notes of the sixth measure, and the
fourth with the full cadence which begins in the seventh measure and is realized in
the beginning of the eighth. Since there are four points of repose, it follows that
there are four phrases. . . . The first two phrases . . . ending with a half cadence,
make a period, and the two last, namely the third and fourth, again make a period.
These two periods together form a paragraph.

Before we continue the explanation of “Jeannette,” 1 will define a full ca-
dence, half cadence and Absatz [imperfect or feminine cadence]. . .. The full
cadence occurs where the bass goes from the fifth to the tonic; the treble,
however, either goes through the second or seventh to the tonic. Both last notes
of the bass and soprano together make the interval of the octave and both must
occur on a strong beat [guten Tacitheil], which one calls the caesura, or comple-
tion of the cadence. Examples of the full cadence one finds at the end of the
Rondeau “Jeannette™; also at the end of the first and second couplets, and at
the beginning of the fourth measure in the third couplet.

The half cadence is characterized by the bass moving from the tonic, fourth,
or sixth to the fifth. The completion must, like the full cadence, fall on the
strong beat [see Ex. II-2]. The two final notes in (a) and (b) make the interval of
the fifth, and in (¢) an octave.

The mark of the imperfect cadence is that the upper voice usually makes a
third against the bass. They are frequently used in place of a half cadence. . . .
In the first couplet of ““Jeannette,” as in the rondeau, there also are four points
of repose, in the second, fourth, sixth, and eighth measures. But the first and
the second points of repose end in the same way, seeing that the two final notes
seem to make a half cadence. But this is not the case; we have only a plain
imperfect feminine cadence. For the completion [of the cadence] falls not on the
first, but on the second quarter note, and the second quarter note in a two-part
beat [i.e., duple beat] is no beat, but a part of the beat and, to be sure, an
inferior [i.e., weak] part.

The third point of repose in the first half of the sixth measure, where the
completion falls normally, although it is delayed by an appoggiatura, can be
taken for a half cadence as well as an imperfect cadence; a half cadence on

account of the bass, or the latter because the point of repose happens with a’

third. Furthermore, the first two phrases form a period, as do the last two. If
one wished to extend the first period to the third point of repose, that would be
going against the correct procedure because the modulation changes after the
second phrase. The two periods again constitute a paragraph and, indeed, the
second of the piece.

The second couplet is constructed just like the first. This marks the end of the
third paragraph of the piece. The second point of repose of the third couplet
ends with a full cadence, and the fourth with a half [cadence], for the delay of
the close does not change the essential nature of the half cadence. In this third
couplet one finds, at the full cadence on F, the fourth paragraph of the piece,
short, to be sure, but nevertheless a paragraph. For the result contains nothing
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Wx.@%.ﬁ “La Jeannette,” from Friedrich Wilheln Marpurg, Clavierstiicke
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Marpurg’s analysis shows that he conceived of “La Jeannette”’!8 as a care-
fully articulated work made up of parts arranged hierarchically. Phrases, with
points of repose, make up a “‘period” (i.e., half of the strain if a rondeau)
and two periods make a “paragraph’ (i.e, a whole strain). In this rondeau the
entire piece consists of four “paragraphs,” the first repeated several times,
since it is the rondeau section; the other three are couplets, which occur only
once. The use of the word “paragraph” shows that Marpurg was thinking of
a short, concise statement rather than a lengthy discourse, which would have
contained many more than four paragraphs. He uses harmonic organization
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to delineate the structure of “La Jeannette,” showing how cadences of dif-
ferent degrees of finality or lack of finality create a sense of order and hierar-
chy in the succession of phrases.

In the same book Marpurg goes further in his analysis by discussing the

gavotte, in particular:

The gavotte is a composition. which is in common time and, of course, set in
two sections, with the upbeat beginning with two quarter notes or their equiva-
lent. The gavotte is composed from a simple [unaffected] easy melody, and it is
restricted to an equal number of measures, which must, from section to section
[phrase to phrase] be kept in even proportion to each other. The gavotte can
begin with notes of equivalent value to two quarter notes, and they give the
natural tendency to the whole meter [Metro = character of the notes in regard to
figuration, progression, and movement, Cf. Marpurg, Clavierstiicke, 1, p. 8, para-
graph 12]. One understands by this either four eighth notes (of which the first
and third can be dotted and the second and fourth reduced to sixteenths), or a
dotted quarter note with an eighth mo:oi:m, or a quarter note with two eighths
following, or two eighths followed by a quarter or, finally, a half note.

No gavotte can have fewer than four measures for each period or section. In
general, there are eight measures for each section. If the first [section] closes in
a related key, then in general one allows the second to consist of a single para-
graph [two or more periods]; that is, within itself you do not modulate into a
related key. If, however, the first section has its cadence in the tonic key, then
the cadence in the middle of the second section falls in a related key.

The completion of all cadences must always be masculine as required by the
rule of the & measnre and the rlasing nate [nf the cadoneal thorafaese i
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belongs. However, one is sometimes allowed a feminine cadence; that is, to close
on the second quarter note of the divided downbeat-—but only in gavottes that
are meant to be dances, and then only chiefly at a cadence in the middle of the
second section [see Ex. [I-3].

The Metrum can be constructed in various ways—with prevailing quarter
notes, or prevailing eighths, or mixed. One can, here and there, employ a dot
and other similar variations [i.e., dotted notes], the selection of which, as well as
the beginning of the upbeat, is dependent upon the character and the move-
ment which one wishes to give to the gavotte. The gavotte can be used to express
all kinds of emotion in various degrees, both sadness and joy in different degrees
and also in more or less faster and slower tempi.

This piece belongs to the smaller or lesser compositions, but its tempo and
Metrum also have a place in longer pieces for singing and playing. Many
rondeaus are composed the same as gavottes. An example of this is the “Jean-
nette” in the first part of these keyboard pieces. In addition, it is noteworthy
that some composers use 3 time instead of 3. Basically, it doesn’t matter as Jong
as the tempo 1s clearly indicated by the required words. But the usual thing is to
use % time in the actual gavotte.!?

Ex. 11-3
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Marpurg describes the gavotte as having “‘a simple, easy melody,” an equal
number of measures in the dance phrases (usually four- or eight-measure
phrases), and a fairly predictable harmonic organization delineated by the
cadences at the end of two- or four-measure phrases or at the end of the
strain. Masculine cadences are normal, with feminine cadences occurring
occasionally, and a wide variety of affects and tempi are in use. He refers to
“La Jeannette” as a gavotte even though it is not so titled. All these charac-
teristics concur with the ideas set forth in chapter 4 of this book.

Rhythm——*“the activity of rhythming”—is indeed the key to an under-
standing of Bach’s dances. As Johann Nicolaus Forkel wrote in 1802 in his
well-known biography of Bach:

The composers of Bach’s time had an admirable opportunity to acquire the due
and easy management of the various kinds of rhythm, by the so-called suites,
which were then common instead of our sonatas. In these suites there were,
between the preludes and the concluding jigs, many French characteristic pieces
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posers were therefore obliged to make use of a great variety of time, measure,
and rhythm (which are now for the most part unknowny), and to be very expert in
them, if they desired to give to every dance tune its precise character and
rhythm.

Bach carried this branch of the art also much farther than any of his predeces-
sors or contemporaries. He tried and made use of every kind of meter to diver-
sify, as much as possible, the character of his pieces. He eventually acquired such
a facility in this particular that he was able to give even to his fugues, with all the
wuwinm:m. m:ﬁm.wémwizm of their single parts, striking and characteristic rhythmic
proportions in a manner as easy and uninterrupted from the beginning to the
end as if they were minuets.20
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based on a dance type but which do not bear a dance title. Though these lists
are not exhaustive, they provide telling witness to the @m?mm?m influence of
dance rhythms in both the sacred and the secular music of Bach.

As sources of Bach’s music we have relied mainly on the now out-of-date
but easily accessible Bach-Gesellschaft edition, as improved by the Neue
Bach-Ausgabe, and supplemented by facsimiles of manuscripts and prints
from the time of Bach.? See the Bibliography for these sources and for the
Bischoff editions of Bach’s music, which we recommend highly.

We discuss all the titled dances used by Bach except the allemande and the
siciliano. We exclude allemandes because by Bach’s time they no longer re-
flected a particular dance form. In a study of allemandes of this period we
discovered neither clear choreographic roots nor distinguishable recurring
rhythmic patterns; nor did we find any choreographies. Natalie Jenne’s arti-
cle on the performance of Baroque allemandes offers an introduction to this
often prelude-like form.®

We exclude the siciliano for the same reason; although earlier it was un-
doubtedly associated with dancing, the siciliano of Bach’s time is essentially
an aria without surviving choreographic roots. The six titled sicilianos by
Bach appear only in sonatas and concertos, not in his Suites, Partitas, or any
other works which contain other titled dances.

In numbering measures in musical and dance examples we follow the sys-
tem of the Neue Bach-Ausgabe. Numbering begins with the first full mea-
sure, leaving any upbeats unnumbered. Second endings are not numbered,
nor are repeats indicated by signs or double bars with dots. Numbering
continues throughout the two or more written strains of a piece, but in
rondeaus the rondeau section is numbered only once.

“TTe
dﬂé

BWV 831/1

CHAPTER 3 LV \

The Bourée

) The bourée is rhythmically the least complex of
all the French Baroque dances. Its character was described by eighteenth-
mecJ\ theorists as gay (gaie) or jovful (lustig), and it is played “lightly” (fort
légerement), or perhaps “lightheartedly.”! Johann Mattheson describes its
gentle nature: “its essential characteristic is contentment, pleasantness, un-
concern, relaxed, easy going, comfortable, and yet pleasing.”? Bourées do
not expose the depths of a composer’s soul, but they do express a genuine
aristocratic joie de vivre. v

The music to La Bourée d’Achille (Fig. III-1), a popular duet at court balls
of the early eighteenth century, shows many of the bourée’s characteristics at
that time. The metric hierarchy (I1-2-2) is duple on all levels, the beat is the
half note, and harmonic change is primarily on the beat and pulse levels.
Most bourées have a time signature of either 2 or ¢, with two half note beats
to the measure. A few use the time signature 2, in which case the beat is the
quarter note. :

Zomﬁ.mwm?._mmar-nmac@ theorists describe the bourée tempo as fast in
comparison with the other French Baroque dances, though Charles Masson
mmmﬂmmm that both the bourée and the rigaudon have the same tempo as the
gigue; Le., bourée and riguadon beats move at the same speed as gigue
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that of the gavotte, even though both dances have the same metric struc-
ture.* Danced bourées employ many lively steps, such as the pas de sissonne,
Jettés chassés, and glissades, adding to its reputation as a fast dance. On the
other hand, the Christoph and Stéssel Lexicon (1737) describes the bourée as
“a slow French dance” which had been in use for many years.’ This comment

Fig. I11-1: Music and dance in the first portion of La Bourée d’Achille, a ball-
room dance choreographed by Louis-Guillaume Pécour, Pécour:1700Recueil,
pp. 1, 10-11.
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underlines the fact that the noble court bourée was indeed slower than the
newer (possibly non-aristocratic or non-French) dances of the 1720s and
1730s, even though the bourée was generally faster than the other French
Baroque dances. Some performers play the bourée extremely fast, but too
fast a tempo will render the articulations of beats and pulses imperceptible,
depriving the dance of its unique rhythmic qualities (see Fig. 11I-2 and Ex.
HI-1). A tempo of J = MM 80-88 is not too slow for many bourées.®

In the bourée dance rhythm (Fig. I1I-2) the rhythmic-harmonic phrase is
eight beats in length (four measures), preceded by an upbeat, usually two
eighth notes or a quarter note. Beat 7 and the first half of 8 constitute the
primary repose, or thesis; beat 3 and the first half of 4 provide a preliminary
resting point, or secondary thesis.”

A thesis in the bourée has the value of three quarter notes, all on a single
harmony ( dord J3dor JTTI) ). The thetic quality is best achieved in perfor-
mance by phrasing all three pulses together: ._/glu\ﬁ not g/hL_ ord bg (Ex.
II-1d, measures 4 and 8; Ex.I1I-1f, measures 2 and 4). In fact, stepwise
melodic figures in the rhythms J JJJ and JTJJ) (Fig. 11I-1, measure 2; Ex.
Ul-1c, measure 4; Ex. I11I-1f, measure 2) are virtual trademarks of the bou-
rée since they mark the thesis of interior cadences so frequently.

The upper voice of measures 3-4 of La Bourée d’Achille (Fig. 111-1) con-
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Ex. I1I-1: Lower-level articulations in the bourée. a. mocam. with bowing E%mm.cozw“
Muffat:FS, Ex. 24; b. Bowing example from gcimn_mmﬂ%_o_o:w c. U:mosndsof_r
p- 34; d. First strain of Bourée en Rondeau, by Jean-Francois Dandrieu, .2;: m:mm::m
added by the composer; e. “Bourée Paysanne,” measures ml:w, for SOW and vmwmh
continue, from Marin Marais, Pieces de Violes, Livre 111 (Paris, HNH 1); £ w:”ﬁ strain of
a bourée for two instruments and basse continue, from Francois Couperin, Les Na-
tions, 11le. Ordre (Paris, 1726).

T = tirer, or down-bow equivalent
P = pousse, or up-bow equivalent
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beat 6 (dotted quarter note in measure 3) is stylistically appropriate, as is a
shortening of the eighth note leading to the thesis on beat 7. This intensifies
the arsic nature of beats 5h—6 and makes the thesis, by contrast, a place of
repose.

Arsic measures very often consist of duple groupings of pulses, which, if
carefully articulated, will contrast strongly with the thetic measures. For ex-
ample, the first four measures of La Bourée d’Achille might be performed in

this manner: J _g(p g(LA _t_/glq\g g _p(g J .v _L

The same technique works in the first four-measure phrase of Ex. I1I-1d,
giving it a characteristic bourée identity. On the other hand, the composer
may avoid an interior thesis by a change of harmony on beat 4, thus dividing
the measure into twos even though a thesis was expected in measure 6. The
phrasing of the second phrase thus contrasts with the first, answering it with
duple groupings of pulses in measures 5-7 followed by a thesis only in mea-
sure 8.

A syncopation (J J J) is also characteristic of bourées, and composers use
them in several interesting ways. It is frequently heard in arsic measures to
intensify the forward movement of the phrase. In the middle of Marin
Marais’ ““‘Bour€e Paysanne” (Ex. III-1e, measures 12-14) the composer him-
self marks phrasing which forces an articulation before the half note of the
syncopation. Another usage, the less-intense syncopation-with-change-of-
harmony, appears in Fig. 111-1, measures 6 and 10, where it avoids an ex-
pected repose. A third usage is syncopation-on-the-same-harmony, as in
measure 8 of the same piece, where it marks the dominant cadence in the
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Fig. 111-2: Model for the Bourée Dance Rhythm
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middle of the strain. See also Ex. I1I-1a, measure 2; Ex. II1-1b, measures
4, 8, 10, and 14: and BWV 831/1, measure 4 (at the head of this
chapter).

The French theorist Pierre Dupont offers special instruction for bowing
the syncope (Ex. 1II-1c¢, measures 10 and 14); and Freillon-Poncein offers a
specific tonguing pattern to wind players: J J J .8 Both mmply an articulation

tutu ru

between the first and second notes of the syncopation.

Because of its active qualities syncopation is not used much in the final
thesis of a strain, at least not in the eighteenth century. Jean-Baptiste Lully
used syncopation at the end of the first strain in some bourées of ballets in
the 1660s,° and this also occurs in contemporaneous bourées of the Kassel
Manuscript'’® and in the two keyboard bourées in B major by Nicholas
Lebegue in Les Pigces de clavessin (Paris, 1677).

Another characteristic of the bourée might be termed its “upbeat quality,”
which refers to an abundance of quick anapestic rhythms (7)), which are
lively and forward-moving, creating a lilt to the rhythm from the pulse and
tap levels. They are often effective with an accent at the end (J7J) except
when they are part of a syncopation; in that case they sound well with the
accent at the beginning (] J), especially when the harmony is the same for all
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three notes. Of course, interesting cross-rhythms may be created by varying
the articulation of such anapestic figures, especially in the longer bourées of
J. S. Bach, such as those in BWV 807, 820, 816, and 996.

The bourée dance rhythm begins with an upbeat. To clarify the bourée
structure it should be slightly detached from the note that follows, in the
middle of a strain as well as at the beginning of the piece (Ex. I1I-1d, mea-
sure 4; Ex. I1I-1f, measure 2).

Ex. 11I-1 offers numerous examples of articulations in pulse- and tap-level
rhythms in the bourée. They show that composers and theorists expected the
performer to give rhythmic life to these levels as well as to the larger continu-
ity of the four-, six-, and eight-measure phrases. Eighth notes often receive
special attention. Muffat (Ex. III-1a) uses a separate bow stroke for each
eighth or quarter note, but Dupont and Marais (Ex. III-1c and le) slur
eighths together in pairs fairly often. Montéclair (Ex. I1I-1b) uses a different
tap-level bowing in two different places (measures 7 and 13). Quantz states
that “A bourée and a rigaudon are executed gaily, and with a short and light
bow-stroke.””!! Notes inégales, when appropriate, may be applied to the tap
level, or eighth notes.

The bourée dance rhythm as shown in Fig. III-2—its eight-beat length as
well as its patterns of motion and repose-—appears also in dance and poetry
throughout the baroque period. The dance steps to La Bourée d’Achille (Fig.
11-1) form four- and eight-measure phrases, a normal length, though some-
times one finds phrases of twelve or sixteen measures. Although balanced
phrasing is normal in bourées, it is not an invariable characteristic, as in the
minuet, gavotte, and sarabande.'? The shape of a bourée phrase is that of a
comparatively restful step or step-unit in measure 4, preceded by more-
active step-units using springs and forward movement. The first important
grouping of steps in the dance is by measure, which contrasts with the music
in that the beat (or half measure) is a significant grouping of pulses and taps.
The syncopation rhythm does not occur in the dance steps, so the music and
the dance are always in counter-rhythm whenever syncopation occurs in the
music (Fig. III-1, measures 6, 8, and 10).

Ex.I1I-2 shows a bourée in poetry, with the text carefully divided ac-
cording to bourée structure. The syncopation appears in a thesis position,
mostly in interior cadences. Its function, however, is not to create gaiety
or excitement but to provide a place of temporary repose in the flow of
words. The alternation of phrases with and without the syncopation gives
balance to the poem (counting syllables): first strain, 7 8 8 7; second
strain, 8 7 8 7.

Although the bourée was popular in early eighteenth-century French
ballets and other theatrical works, it appears less often in French solo and
chamber music. German composers of suites and symphonic music fa-
vored it more than did their French counterparts, and J. S. Bach wrote
many of them.
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Ex. I1I-2: A bourée song, from Brunetes ou petits airs tendres, Vol. 111 (Paris,

1711), arranged from Jean-Baptiste Lully’'s Serenade from Ballet de
UImpatience (1661).
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BACH’'S USE OF THE BOUREE

Twenty titled bourées by Bach have survived. But since eight of these ?mnWm
actually consist of two contrasting bourées, and the Bourée in BWV 1002 is
followed by a double (variation of the same piece), one may say that the total
number of bourées is actually twenty-nine. They appear in all four of the
orchestral suites, in two of the English and two of the French suites for
keyboard, in two of the solo suites for cello, and in the Partita for solo flute.
T r\m earliest are in keyboard works from Bach’s Weimar years (1708-14); and
the last two, in the Orchestral Suite in B minor (BWV 1067), date from the
late 1730s.

The Bourée in the keyboard suite in G minor (BWV 822) may have been
Bach’s arrangement of another composer’s piece;'? typical anapestic rhythms
characterize much of this piece. His next three bourées—in BWV 820, 832,
and 996—are similar to each other in that all have a two-part texture with
equal voices, frequent use of anapestic rhythms, and a structure clearly based
on four- and eight-measure phrases.

Stylistically, the bourées in the English Suites BWV 806 and 807 are more
mature and more highly developed. Although still in a two-part texture, both
now have two bourées, the first with longer phrases and the second in con-
trasting French musette style (the simple harmony implies a drone bass, and
the four-measure phrases are unusually clear). A harmonic tour de foree (a
series of harmonies which resolve only at the end of a long phrase), not in the
previous bourées, appears in the first strain of BWV 807, Bourée I (measures
9-24) and in BWV 806, Bourée 1 (measures 25-40). Here Bach creates
ambiguity by temporarily obscuring the four-measure phrase structure, using
harmonies to weaken or avoid cadences in places where they would be ex-
pected. Notes inégales are appropriate in stepwise passages in both sets of
bources; the slurs in BWV 806, Bourée I may actually suggest this practice.!*

The two bourée sets from the orchestral suites written in the Kéthen or the
early Leipzig days (1717-25) show Bach trying other new techniques, espe-
cially with syncopations. In BWV 1066, Bourée II, syncopation typically oc-
curs in all three arsic measures of most four-measure phrases. In BWV 1069,
Bouree I, the first strain has syncopation in measures 1-2 and 6 of an eight-
measure phrase, and the second strain uses it in just as many measures in the
phrase. In BWV 1069, Bour¢e II, the syncopation appears if one accents the
first note of an ornamental written-out turn figure in the inner voices of the
lower choir. BWV 1066, Bourée 11, is quite French in its clearly defined,
carefully cadenced four-measure phrases; whereas in BWV 1069, though the
structure is always clear, it is enhanced by Italian-style orchestral practices
such as the antiphonal use of three choirs in Bourée I and contrasting tex-
tures and rhythms, with brass and percussion absent, in Bourée IL.

In the “Tempo di Bourree” of Partita I for solo violin, (BWV 1002), the
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variations in the double. In measure 12 of both pieces an articulation before
beat I will emphasize the avoided cadence. In the double the articulations
should be very clear, with syncopations clearly projected, in order to avoid
performing an endless stream of undifferentiated sound. The bowings in this
piece are rare in Bach’s dances because they sometimes cross the bar line
(i.e., measures 18-19 and 56-57).

In Partita III for solo violin (BWV 1006), Bach employs ambiguity, not in
the middle of a piece (asin the bourées of BWV 806 and 807) but in the very
first phrase—a bold gesture and a departure from “usual” bourée practices,
including his own. It might be articulated differently on the repeat, with the
exception of the thesis measure, which, to signal the bourée, must have the
first three pulses slurred together. The solo violin uses a broken-chord tech-
nique to evoke a two- to three-part texture; sequences and echo effects
abound; and one is far from the French bourée style except for the underly-
ing harmonic structure. Bach arranged the same piece for lute (BWV
1006a)—without altering the ambiguous opening phrase~—but weakened
some of the cadences {e.g., in measure 4) to ensure forward movement,

More bourées in pairs, from about the same years in Kothen, occur in the
cello suites BWV 1009 and 1010, as Bach again experiments with the prob-
lem of projecting four-part harmony with a single-voiced instrument. The
clear French bourée rhythmic structure of these pieces may be made evident
by the articulation techniques described earlier in this chapter. The Anna
Magdalena manuscript, which was probably copied from Bach’s without em-
bellishment, gives bowings which underscore the dance rhythms. In no in-
stances do these bowings cross the bar line, as they often do in the Bach-
Gesellschaft edition of the music. In the manuscript the upbeat is clearly
defined, but in the Bach-Gesellschaft edition it is obscured by the slurring of
the upbeat tirata sixteenth notes with the following quarter note. In all the
dances of the cello suites in the Anna Magdalena manuscript, none of the
bowings cross a bar line.

Slight tempo changes will help to contrast the two bourées of each pair,
should the performer find this desirable; for example, in BWV 1009 the
second one might be played slightly faster than the first, and, conversely, in
BWV 1010 the second might be played slightly slower than its predecessor.
The slower tempo allows the syncopations to occur with elegance and
breadth. For a graceful performance in BWV 1010, Bourée I1, use an antici-
patory space between the first and second notes of a measure with syncopa-
tion, adding an agrément on the second note (e.g., a mordant on the second
note in measure 1 and a port de voix in the same place in measure 2). The
performer may find that notes inégales add grace to Bourée 11 of BWV 1009,

The Bourée for solo flute, from BWV 1013, is a difficult piece with seem-
ingly no place to breathe. Use of the bourée dance tempo will solve the
problem, and the breathing may be artistically integrated into a nuanced
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The keyboard Bourée in the Suite in Eb major (BWV 819) is in mixed
French and Ttalian style, with numerous syncopations (in measures 1, 2, 3, 5,
and 7) and two- and three-part texture; a tempo suitable for dancing will not
be too slow for this stylized example ( = MM 80-88).

The keyboard bourées from the French Suites BWV 816 and 817 are very
similar to each other. Both employ two-part writing in Italian instrumental
style, with harmonic sequences, broken chords, and melodies following
chordal rather than stepwise motion; a rather fast tempo may be appropri-
ate. Neither uses syncopation, but Bach anchors them to the old French
bourée by rigid adherence to the dance rhythm. Notes inégales are effective in
BWV 817 in the stepwise passages preceding major cadences (measures 9—
11, 21-23, 2932, and 36-39).

The two bourées from the Leipzig symphonic suites BWV 1067 and 1068
are similarly anchored to the bourée dance rhythm but also seem distant
from French dance style. Bach’s Italian embellishments include melodic and
harmonic sequences, a flute solo with string accompaniment (in BWV 1067,
Bourée II), and ostinato bass (in BWV 1067, Bourée I). Clues to the old
bourée include frequent syncopations in BWV 1067 and anapestic rhythms
in BWV 1068.

Bach’s last titled bourée set for keyboard, Overture in the French Style, in
B minor (BWV 831) is surprising after all his previous experimentation. Bou-
rée I takes no liberties and would easily serve as a textbook model of this
style, with all expected characteristics woven into a seamless work of genius;
notes inégales seem appropriate for stepwise passages. But Bourée 11 is unique
and unorthodox: it has an upbeat of three eighth notes and appears to be in
the style of a prelude. Bach employs ambiguity, and the performer may use a
slight fluctuation of the beat, to lead the listener far from the ballroom.

BWV 816

CHAPTER 4 &V \

The Gavotte

The gavotte was beloved as court dance and music
for over two centuries. It was danced in one form at least by the 1580s and
continued with various different types of steps and music through the 1790s
wmi. of its popularity undoubtedly derived from the great regularity of Hrm.
music m.:a a predictable rhyme and balance, which seem out of place in an
era mmmﬂm:mmmn_ “Baroque.” Yet the classic proportions of the gavotte, both as
music and as dance, reached a high point in popularity during the “pastoral”
craze of the 1720s and 1730s when those who lived in cities and courts
idealized a simpler rural life, with shepherds and shepherdesses doing rustic
o_.m:nmm outdoors to the accompaniment of bagpipes. It was during this pe-
riod that Bach wrote most of his gavottes, frequently including pastoral ref-
erences but always retaining the ideals of a calm balance and an expected
rhyme, which are so characteristic of this dance.

va gavotte could express a great variety of affect, ranging from ‘“‘tender”’
waQ:.va and “‘graceful” (Dupont?) to “joyful” (Mattheson?®). Freillon-
wownm%v the French oboist and flutist, described gavottes as “very slow and
serious airs, whose expressiveness is very touching.”* In 1740 James
ﬂ%mmm_bmm: wrote in his dictionary that the gavolta, or gavotte, is “‘brisk and
lively by nature.”” In Rousseau’s Dictionmaire o Marciomn (17R@% e 12 2.
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The Sarabande

CHAPTER 7

The sarabande had had a long, illustrious, even tawdry
history by the early eighteenth century.’ From its probable origins in Spanish
and New World folk arts—it was a dance accompanied by singing and instru-
ments—the sarabande appeared in Italy in the early seventeenth century as a
colorful, tempestuous, exotic dance. It was accompanied by castanets and by
a guitar or guitars playing continuous variations on a series of harmonies, the
chords punctuated by the fiery rasqueado strums and rhythms so loved by the
passionate. Its opponents called the sarabande “‘lascivious” and wrote tracts
against it.

‘The French tamed the sarabande, at least in theory. In its noble form at
the French Court, the extant choreographies reveal a dance that seems calm,
serious, and sometimes tender, but ordered, balanced, and sustained. The
step-units are generally the same as those used in most other dances—tems de
courante, pas de bourée, various forms of the coupé (Fig. VII-1). There is no
step-unit particularly associated with the sarabande, though many choreogra-
phies incorporate elegant leg gestures—battements and pirouettes—which can
be impressive at a slow tempo.

Hints of a passionate performance, however, appear in numerous pieces
which incorporate teasing hesitations before an expected movement and
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Fig. VII-1: Music and dance in the opening of “La Royalle,” Pécour, Nouveau
Recueil (c. 1713), p. 1.
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more plausible in light of Patricia Ranum’s stunning recent discovery, in the
appendix of Pomey’s long-forgotten French and Latin dictionary published
in Lyons in 1671, of the following description of a solo sarabande:

At first he danced with a totally charming grace, with a serious and circum-
spect air, with an equal and slow rhythm [cadence], and with such a noble, beauti-
ful, free and easy carriage that he had all the majesty of a king, and inspired as
much respect as he gave pleasure.

Then, standing taller and more assertively, and raising his arms to half-height
and keeping them partly extended, he performed the most beautiful steps ever
invented for the dance.

Sometimes he would glide imperceptibly, with no apparent movement of his
feet and legs, and seemed to slide rather than step. Sometimes, with the most
beautiful timine in the world. he would remain snsnended. immaohile. and half
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rhythmic unit {cadence] that had gone by, with another more precipitous unit he
would almost fly, so rapid was his motion.

Sometimes he would advance with little skips, sometimes he would drop back

with long steps that, although carefully planned, seemed to be done spontane-
ously, so well had he cloaked his art in skiilful nonchalance.

Sometimes, for the pleasure of everyone present, he would turn to the right,
and sometimes he would turn to the left; and when he reached the very middle
of the empty floor, he would pirouette so quickly that the eye could not follow.

Now and then he would let a whole rhythmic unit {cadence] go by, moving no
more than a statue, and then, setting off like an arrow, he would be at the other
end of the room before anyone had time to realize that he had departed.

But all this was nothing compared to what was observed when this gallant
began to express the emotions of his soul through the motions of his body, and
reveal them in his face, his eyes, his steps and all his actions.

Sometimes he would cast languid and passionate glances throughout a slow
and languid rhythmic unit {cadence]; and then, as though weary of being oblig-
ing, he would avert his eyes, as if he wished to hide his passion; and, with a more
precipitous motion, would snatch away the gift he had tendered.

Now and then he would express anger and spite with an impetuous and turbu-
lent rhythmic unit; and then, evoking a sweeter passion by more moderate mo-
tions, he would sigh, swoon, let his eyes wander languidly; and certain sinuous
movements of the arms and body, nonchalant, disjointed and passionate, made
him appear so admirable and so charming that throughout this enchanting
dance he won as many hearts as he attracted spectators.?

We have quoted this passage in full because of its implications for an
understanding of both the music and the dance of French sarabandes, with a
possible carry-over to Bach’s music. The passage includes verification of the
idea of nonchalance along with a noble carriage (paragraph 1) and describes
the use of several contrasting moods within a single piece (paragraph 9). In
paragraphs 3 and 4 it mentions a variety of step-units—springs, glissés,
pirouettes, leg gestures, and “long steps” (grands pas, which may have been a
reference to tems de courante). The allusions to rhythm are perhaps most
fascinating of all. Paragraph 3 speaks of holding up the rhythm for a mo-
ment, then making up for the time lost, which seems to describe tempo rubato.
Paragraph 8 may refer to fluctuation of the beat (subtle ritards and accele-
randos), though the text does not say so explicitly. Also interesting is the
performer’s use of pantomime, by face, steps, and “all his actions” (para-
graph 7). The pantomime begins after the dance is well under way, after the
audience is already paying close attention to the presentation.

Writers of Bach’s time used a wide variety of terms to describe the sara-
bande but consistently alluded to an intensity of expression. Some spoke of it
as “‘grave’’ or “‘ceremonious.”* Others called it “majestic’® or “‘serious.”®
Rémond de Saint-Mard believed that it was “always melancholy, and exudes
a delicate vet serious tenderness.”” Johann Mattheson insisted that the sara-
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quoted by Robert Donington, writes in 1690: “Sarabande a soft passionate
Movement . . . apt to move the Passions and to disturb the tranquillity of the
Mind.”?

The music to “La Royalle” (Fig. VII-1) shows many of the sarabande’s
characteristics in the early 18th century. The metric structure (111-2-2) con-
sists of three quarter-note beats per measure in a time signature of 3. Sara-
bandes generally had 3 or § as time signatures; some had 3, in which case the
plece moved by three half-note beats per measure. The harmonic change is
primarily on the level of the beat, and the phrases are consistently four or
eight measures long. ,

A good tempo for dancing is J = approximately MM 69,10 although some
dancers will not be able to sustain the difficult, slow gestures of the chore-
ograhies at that tempo, or they may conceive of the sarabande as a faster
dance. The reasons for performing sarabandes slowly are aesthetic not tech-
nical, since it is actually easier to dance them at a faster tempo. Obviously the
time-word “slow” does not require or imply a specific tempo for all sara-
bandes or all performers. Music theorists of the late seventeenth and the
eighteenth century who mention sarabande tempo agree that it was slow or
very slow.

Nevertheless, several composers use time-words which imply variety in sa-
rabande tempi. Francois Couperin, for example, marks some pieces “‘sara-
bande” and some ‘‘sarabande grave.”!'! Montéclair gives examples of two
types in his Principes de Musique, a “‘sarabande grave’ in 9 and a “sarabande
légere” also in § but marked ““Gay. Mouvement de Chacone,’12 implying that
the latter is in the faster tempo of the chaconne. The French harpsichordist
Gaspard Le Roux also wrote sarabandes in at least two tempi.!?

Variation techniques are important to the soloistic style of the sarabande
by the late seventeenth century. Many composers included doubles, or orna-
mented repeats, for sarabandes. Gaspard Le Roux wrote a twenty-four-
measure sarabande, in bipartite form, followed by eleven more couplets,
which are different doubles on the same piece. Among the German composers
who wrote doubles to their sarabandes are Froberger, Pachelbel, Erlebach,
Kuhnau, and Johann Mattheson. In some manuscript sources of French
Court dancing one finds variations written into the dance music.!* One may
conclude that improvisation was an important element in this type of dance
music. Mattheson refers in a somewhat derogatory manner to the use of
variations:

For playing [sarabandes] on the clavier and on the lute one lowers oneself some-
what with this category of melody, uses more liberties, indeed, even makes
doubles or arpeggiated works of it, which are commonly called variations,
though Double by the French. Lambert, the father-in-law of Lully, tended to use
such diminutions, if I may say so, even in vocal sarabandes. Each to his own
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The sarabande dance rhythm (Fig. VII-2) consists of a harmonic-rhythmic | Fig. VII-3: Typical rhythmic patterns in the sarabande.
phrase of 12 beats (four measures). The thesis, or release from tension, oc- !
curs on beat 10 (beginning of measure 4) and diminishes further (becomes a L ’ ; LJ ) LJ Q
more thetic) going into beat 12. A preliminary thesis is often heard in mea- *
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but is often “spoiled’” by harmonies and rhythms which keep the movement
bande are almost always (counting measures) aTAT or aaAT, unless the com-
poser creates an eight-measure phrase by using unrestful harmonies and
rhythms in measure 4. _ d.
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Jeats QM g g g p c_ g p n_ ch L P v rhythm in Fig. VII-3a shows the typical “sarabande syncopation.” In this six-
- beat phrase, the second beat is the high point and is more strongly accented
walses a a \J QJ D b Qa Q_lu .a QJ D H..u ; than the first; beat 4 is the thesis, or release from tension, and beat 6 is even
aga more thetic.
aps Qﬂ\ﬂ\g \@a\a acai@m@ A keyboard sarabande by Dieupart (Ex. VII-1) shows a four-measure

phrase consisting of two of these patterns in a row, followed by another four-
measure phrase made up of two more such patterns. In measures 1 and $ the
composer emphasizes beat 2 by a dissonant harmony and an agrément (which
begins with a dissonance). Beats 4, 5, and 6 are thetic and all on the same
harmony; the agrément on beat 4 (thetic) would be performed with less em-
phasis than the one on beat 2 (arsic).

Performers who wish to emphasize the passion of the sarabande in this
characteristic phrase may articulate strongly before beat 2, articulate again
(but with less strength) before beat 4, and shorten the eighth note preceding
beat 4 to a sixteenth note (see Ex. VII-2). The composer has emphasized the
_ climactic nature of beat 2 by using a dissonant harmony. In a sarabande
] syncopation with a consonant harmony on beat 2, especially if it is the resolu-

tion of a feminine cadence, the performer may choose not to articulate be-
_ fore it, or to articulate only slightly. Since four of these patterns make up the
| first strain of Dieupart’s piece, the performer will need to use ingenuity to
shape the whole eight-measure phrase. Some suggestions are: 1. Shape the
succession of two-measure patterns by making each “beat 2” more arsic than
the one before, with the high point in measure 5. 2. Articulate ties across the

har line tn rreatse turm smoancitre commomie fao oo oo O O . 3 4 BN O TT..

Balance is an important sarabande characteristic, and one seldom en-
counters phrases which are not four or eight measures long; phrases of
five, six, or nine measures occur only rarely. This extreme simplicity of
phrase structure, with its anticipated rhymes (question and answer, or
statement and counterstatement), appears also in the gavotte and the
minuet. But the sarabande was much older, both as a dance and as
dance music, and the very simplicity of the phrase structure led compos-
ers writing for a soloist to experiment with various techniques and
styles. By the early eighteenth century there is no one sarabande type or
form, but an invariable phrase length and shape which appears in seem-
ingly endless modifications. These varieties have never been systemati-
cally listed and studied by scholars; some of the compositional styles
exploited by Bach are the classic French sarabande (Ex. VII-1 and Fig.
VII-3), variation techniques (Exx. VII-4 and 5), and the use of an up-
beat (Ex. VII-6).

The classic French sarabande, typical rhythms of which are shown in Fig.
VII-3, is undoubtedly the most widespread sarabande style in this period, not
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Ex. VII-1: First strain of the Sarabande from Suite in F minor by Charles
Dieupart (early eighteenth century).
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Ex. VII-2: Sarabande syncopation.
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ment toward the thesis. 4. Vary the types of trills (e.g., in measure 7 add a
vorschlag on beat 2, approaching the trill from below, and a turn between
beats 1 and 2).

Another typical sarabande rhythm (Fig. VII-3b) consists of a four-measure
phrase with the thesis on beat 10, preceded by three measures of the synco-
pation module (short-long). Here beats 2, 5, and 8 are all emphasized, and
the performer identifies one of them as the high point, using the techniques
just described.

In Fig. VII-3¢ and d the syncopation module is not in the arsic measure
but in the thetic measure. In this case the articulation of the syncopation
would be more restrained (less emphasized or dramatic) than when the syn-
copation is in an arsic measure. Often the composer will contribute toward a
restful quality by using the same harmony on a syncopation in a thetic mea-
sure, or by a feminine cadence.

Fig. VII-3e shows the characteristic hemiolia figure in measures 2-3 of the
four-measure phrase, preceded by an arsic syncopation module. Sometimes
the hemiolia figure will be ambiguous. so that one mav choose to articulate it
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Fig. VII-3f shows a sarabande phrase with the syncopation module only in
the thetic measure 4. In Fig. VII-3g the rhythmic pattern has no syncopation
module at all. Ex. VII-3 shows a twenty-measure keyboard sarabande by
Louis Couperin with no syncopations, yet it is clearly in the classic French
style in other respects. The consistently trochaic rhythms terminate in femi-
nine cadences every fourth measure. The composer himself has “altered”
some of the eighth notes preceding a thesis to sixteenth notes (e.g., measures
9 and 11).

Other styles of sarabande writing leave even more to the imagination of
the performer. Bohm’s sarabande (Ex. VII-4) is without figuration, but the
“bare bones” of the harmonic structure invite performers to add their own
elaborations. Even though no syncopation modules are explicitly written,
some performers will be able to incorporate them by interpolating rhythms
presented in Fig. VII-3 onto the chord. On the other hand, some sarabandes
seem to be a written-out variation for which the simple version is missing or
not included. Reinken’s sarabande (Ex. VII-5) uses several different figura-
tions in a piece which seems neither serious nor grave nor melancholy nor
lyrical, but merely a series of harmonies in balanced, four-measure phrases in
slow triple meter; the performer is left with great freedom to determine the
mood of the piece!

An upbeat in the sarabande is unusual but not unheard of, but its use
presents an interesting problem for the composer. An upbeat alters the
rhythm and the sense of balance by introducing iambs across the bar
line. The only other dance type that consistently exploits the idea of
rhythms across a bar line is the gavotte. Muffat’s Sarabanda (Ex. VII-6)
uses the strongest dissonances on beat 1 of the first measure of each of
the four-measure phrases. If this use of dissonance is perceived as a
rhythmic climax at the beginning of the first full measure, the move-
ment of the phrase begins with a jolt and progresses downward from
there—a forceful effect which Bach used as well. Several of his sara-
bandes show Bach experimenting with various kinds of upbeats and har-
monic dissonances.

The “Sarabande L'Unique” by Francois Couperin (not shown) is another
example of a sarabande which exceeds convention without actually breaking
all the norms.'® Two affects are juxtaposed in this piece; after firmly estab-
lishing the slow, noble gestures of the classic French sarabande, the piece is
suddenly interrupted twice, by two measures marked ‘“vivement” in which
very fast, lively rhythms rudely intrude upon the grave affect. Even though
this interruption occurs in the arsic part of the phrase, it profoundly disturbs
the mood of the piece; one is reminded again of Pomey’s description of the
sarabande.!”

The freedoms and possibilities in sarabande composition must have
intrigued Bach. and one easilv imacines him wicine fa meat coch
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Ex. VII-3: Sarabande in B minor by Louis Couperin (mid-seventeenth
century).
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The Sarabande

Ex. VII-4: First strain of Sarabande by Georg Béhm (1690s).
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Ex. V1I-5: Opening of Sarabande by Johann Adam Reinken (1680s).
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Ex. VII-6: Opening of orchestral Sarabanda by Georg Muffat, Concerto 1V,
“Dulce Somnium.”
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BACH’'S SARABANDES

Bach wrote more sarabandes than any other dance type, if we include the
doubles, which are essentially variations rather than oigmamsﬁmso.:m Om.w
dance. Sarabandes appear in five early keyboard and lute So.za and E_mz six
English suites between the Weimar and early Leipzig years; 5 all the French
Suites, the Suites in Eb major and A minor for keyboard, Partitas I and II for
solo violin, the six solo cello suites and a lute version of the sarabande of the
Fifth Suite, and the Partita for solo flute, which come from the Kothen v\.mmq.mw
and in all six keyboard Partitas, the Overture in the French Style, the Suite in
B minor for orchestra, and the C minor Partita for lute, which probably
come from the years in Leipzig. .

Over a period of approximately thirty-three years Bach mxvmiﬁmzaa
with and refined a wide variety of sarabandes. He wrote them with and
without upbeats, and no two upbeat figures are the same; he wrote m.ro:
sarabandes (BWV 832, 965, and 1007 each consist of only two eight-
measure strains) and very long ones (BWV 1013 has two strains of sixteen
and thirty measures respectively); he wrote a sarabande in which 5.@ first
strain is repeated da capo (BWV 823), one with a written-out petite re-
prise in the doubdle (BWV 818), stately sarabandes, lyrical sarabandes, mm.«m-
bandes with constant dotted rhythms and a marchlike character which
recall the French overture and entrée grave, and many which present elab-
orate and harmonically complex dance stylizations. Only one mzmQBEm
piece contains a sarabande, the B minor suite for orchestra. H_Em,.E
Bach’s hands the sarabande is essentially a virtuoso piece for a soloist,
who has the freedom to use subtle performance techniques not available
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Early Sarabandes

The sarabande in the Suite in Bb major (BWV 821), for keyboard, begins
imitatively and may well have been conceived as having one beat per measure
{(the dotted half note) in a metric structure 1-3-2; the harmonic rhythm is
slow, with one or two changes per measure. Bach uses modal interchange in
measures 14 and 16~17. This piece is probably in the tradition of the French
sarabandes marked “légeére.”

The sarabande in the Suite in F minor for keyboard (BWV 823) is unusual
in that it is in ABA form; a da capo sign appears at the end of the second
strain. In addition, measures 9—192 essentially repeat measures 1—4. This is
not an original idea of Bach’s, for, as Richard Hudson has pointed out,
Italian composers such as Buoni in 1693 “sometimes repeated the opening
melody at the end of the second section, creating a rounded binary form.!®
BWV 823 is very chromatic; the performer can add to this intensity by
overdotting the quarter notes in measures 7, 8,15, 19, 26, and 27, and by
clearly articulating the hemiolia in the penultimate two measures (26-27).

The sarabande from the keyboard Partie in A major (BWV 832) is stylisti-
cally similar to the enirée grave, or French overture style, with its preponder-
ance of sharply dotted rhythms and heavy chords. Almost every measure has
a syncopation module, which challenges. the performer in shaping the
phrases, since each syncopation plays a different role in the total effect. In
arsic measures the dotted note could be lengthened. The last four measures
contain an interesting harmonic twist, with a Neapolitan sixth in measures
14-15.

BWYV 965 is an arrangement of the sarabande from Johann Adam Rein-
ken’s Sonata No. 1 in A minor from the Hortus Musicus (1687).2° Reinken’s
work is a trio sonata with two eight-measure strains, a simple piece which
might well have been improvised upon by performers of the day. Bach’s
version for keyboard follows the original fairly closely as to phrase structure
but improves the part-writing here and there, keeping strictly to three voices,
which contain much more individual interest than does their model. Orna-
ments on the second beat of the syncopation module (e.g., in measures 1 and
2) will help bring out the sarabande character of this piece.

The sarabande from the Suite in E minor {(BWV 996), for lute, is notated in
3, so that the half note, not the quarter note, is the beat. The piece is elabo-
rately ornamented with French agréments, Italian tiratas (measure 13), and
other flourishes filling in the melodic intervals. Trochaic rhythms greatly
outnumber the few syncopation modules, though careful articulation of the
latter will help bring clarity to a vast array of ornamentation,

The Six English Suites for Keyboard

In the English Suites Bach elaborates extensively upon the basic sarahande



