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ABSTRACT 

There exists no autograph manuscript for the six suites 
for solo violoncello by J. s. Bach. Three manuscript copies 
of the suites by Anna Magdelena Bach, J. J. H. Westphal, and 
J. P. Kellner are available but vary in many aspects including 
pitches, slur markings, and scordatura tuning. These 
differences make it difficult for the cellist to determine 
what most accurately displays Bach's intentions for 
performance. 

A version of suite V for the lute survives in its 
original manuscript form by J. S. Bach. Although much of the 
version is not playable on the cello, due to the lute's many 
strings, significant information can be gained from this 
manuscript. Chords, intervals, differing sequence patterns, 
and differing pitches are all evident when comparing the lute 
version with the manuscript copies. Many of the added notes 
from the lute version are playable on the cello and add to the 
resulting harmony. These playable notes are included in the 
Appendix in the author's own edition of the Prelude to Suite 
V based upon the lute score. While a cellist may not choose 
to follow the lute score, many questions stemming from the 
variances found in the manuscript copies can be answered. 

The Prelude to suite V was written in the French overture 
form. There is much controversy as to the manner in which a 
French overture should be performed. Thus, the performance 
practice of the French overture style is discussed and 
presented. Proponents of the style feel it pertained to music 
of the Baroque period, irregardless if it was written by a 
French composer, while others feel that no such style existed 
and there was no basis to include Bach's music in the use of 
the French overture style. Both sides of the French overture 
style are presented and related to the performance, 
specifically, to the Prelude of suite V for solo cello. 
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I. INTRODUCTION 

The purpose of-this study is to present possible 

performance practice options for the Prelude of suite V for 

cello solo based upon the form of the composition, the style 

or accepted manner of performance at the time the work was 

created, and other works of J. S. Bach which could give 

insight to his intentions for performance. Many questions 

regarding the performance of the Prelude to suite V have 

plagued cellists for years. These questions have arisen out 

of the variations and discrepancies from the existing material 

on suite V. 

There is no autograph manuscript available for suite V, 

however, three manuscript copies by Anna Magdelena Bach, 

J. P. Kellner, and J. J. H. Westphal do survive. 

Unfortunately, these copies vary significantly in slur 

markings, note values, scordatura tuning, title, and pitches. 

Material from the copies will be presented to show 

inconsistencies between them. This material will also serve 

as a need to look to other sources in the hopes of determining 

which copy more closely represents Bach's intentions. 

An autograph manuscipt exists for suite v, but in a 

version for the lute. Chords, sequential patterns, pitches, 

and tempo marking found in the lute version, but not in the 

manuscript copies, will be offered for stUdy and/or possible 
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performance options. 

The Prelude to Suite V is written in the French overture 

form. There has been numerous writings concerning the 

accepted manner or style of the French overture. This is a 

very controversial issue amongst scholars, and to this day, is 

yet to be resolved. Viewpoints of the proponents and those 

not supporting the French overture style, will be given, in 

order that the reader may decide for his or her self, based 

upon the existing evidence, what Bach may have originally 

intended. 
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II. THE MANUSCRIPT COPIES 

The title of Anna Magdelena Bach's copy is 'Suitte 

Discordable' while Westphal's shows 'Discordable Accord'. 

Kellner's copy shows no title and no scordatura tuning, which 

in the other two copies lowers the top A string of the cello 

down a whole step to G. This scordatura tuning produces a 

more mellow sound than the normal tuning due to the relaxed 

tension of the instrument and enables the performer to play 

certain chords which would be otherwise impossible. In 

support of non-scordatura tuning, much of the suite is 

playable without altering the tuning. The tension of the 

instrument is greater without the scordatura tuning, allowing 

the performer to achieve a more brilliant sound, appealing to 

those who play in large concert halls or to th.)se who wish 

to have the brighter sound quality. However, the sco~datura 

tuning will become more important when we look at the version 

of the suite for the lute. 

In comparing the manuscript copies of J. P. Kellner and 

Anna Magdelena Bach, we immediately into the second measure 

find two examples where chords are written differently 

as well as at the concluding chord of the first part of the 

Prelude at measure 27. Kellner's chord from measure 2 in 

example 1 shows an A-flat as the top pitc~, uot playable on 

the cello's normally tuned A string, thus making it impossible 
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to sustain the sound of the four pitches, which is important 

as the time value of each of the pitches is a dotted quarter 

note. The dotted quarter note, which is the longest note 

value in the work, shows that the sustaining of the pitches is 

necessary. 

Example 1 

Kellner A. M. Bach 

With scordatura tuning, the A-flat shown as a transposed 

B-flat in the Anna Magdelena Bach copy is playable on the 

top A string, enabling the performer to let four strings 

ring simultaneously. 

The concluding chord of the first part of the Prelude 

in measure 27 in the Kellner copy shows an octave G chord 

(example 2). The Westphal and Anna Magdelena Bach copies 

include the fifth above the bottom G, creating an open 

fifth, while the top octave G is played on the tuned down 

A string. 

Example 2 

Kellner A. M. Bach ---- --1--- I-- - #I - I 1 :~ =-\c ___ _ -_ ~- - J ~ -- ~ - ~ -__:_ ~-- ::. 

- ~=1c--___ - - -- _- --- -- -- , - -- - - -
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This creates an altogether different cadential 

effect as shown in example 3. 

Example 3 

mm 25-27, Kellner 

mm 25-27, A. M. Bach 

These are only a few significant ways in which the 

copies differ, not to mention the wide variation in the 

slur markings. The purpose of this study is not to show every 

discrepancy between the copies, but to demonstrate that 

because of the differences between the copies, it is 

difficult to know which score most accurately follows J. s. 

Bach's intentions. It also cannot be dismissed that the most 

reliable source, whichever it may be, may not be devoid of 

errors in copying from the manuscript. This ambiguity of 

the copies makes it difficult for a performer to decide 

which copy to follow and which score more closely follows the 

intentions prescribed by J. s. Bach. 
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III. MARKEVITCH VS. THE LUTE SCORE 

Material pertinent to the problems raised by the 

manuscript copies may be gleaned from the existing autograph 

manuscript version of suite V for the lute, BWV 995 by J. s. 

Bach. 1 The autograph manuscript survives and currently 

resides in the Royal Library of Belgium in Brussels. 

In 1964 Dmitry Markevitch published a version of Suite 

V for cello based upon this lute version. 2 When comparing 

this edition with the original manuscript, it is not 

entirely consistent in following the lute version. Though not 

trying to discredit Markevitch's edition, two places 

where one might choose an alternate path of execution in 

following the lute version will be shown. A number of places 

where the lute version significantly differs from the 

manuscript copies will also be given. 

1Frank Koonce, ed., Tha Solo Lute Works of Johann Sebastian 
Bach (San Diego: Kjos Music Co., 1989), 115-6. 

2Drnitry Markevitch, ed., Six Suites for Solo Cello (Bryn Mawr: 
Theodore Presser Co., 1964), 40-3. 



Beginning in measure 83, Markevitch's pattern is as 

shown in example 4. 

Example 4 

mm 83-88, Markevitch 

The lute version actually looks like example 5. 

Example 5 

mm 83-88, Lute 

13 

The sequential patterns in these examples vary, and the first 

two notes in measure 88 are also different. This same 

sequential difference also occurs in measure 97. 

Example 6 

mm 97-101, Markevitch 
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Example 7 

mm 97-101, Lute 

Markevitch may have followed the Anna Magdelena Bach copy in 

both of these places as his edition follows the sequential 

patterning found in her copy and not the pattern found in the 

lute version (even though his title says specifically, 

'After the lute version'). 

Another major difference between Markevitch's edition 

and the lute version is the final chord of the entire 

Prelude. Markevitch, like Anna Magdelena Bach, ends the 

Prelude on a C Major chord while the lute version shows a C 

minor chord, the same key as the opening of the Prelude. 

The difference between the two endings is shown in example 

8. 

Example 8 

mm 220-223, Markevitch 

ita:tcfJr~~-·•. - -
mm 220-223, Lute 

A\ tfl1tu1 bWliiE}I iJn e~ ~f: 
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There are other differences between the Markevitch edition 

and the lute version but the purpose here is not to identify 

all conflicting evidence from current editions, but rather to 

show enough question to the material in these editions to 

warrant further study of the surviving manuscripts as well 

as to suggest possible interpretations from these existing 

manuscripts. 
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IV. ANNA MAGDELENA BACH VS. THE LUTE SCORE 

There are many chords found in the lute version which 

are not playable on the cello. The lute's tuning and many 

strings enable it to produce many combinations of chords and 

intervals. There are a great number of intervals andjor 

chords in the lute version which are possible on the cello 

but not included in the manuscript copies for cello. While 

a cellist may not choose to include these added notes, study 

of the resulting harmonies from the lute version can only 

enhance a perform2r's musical direction and interpretation. 

Differing sequences, as just seen previously and as well as 

others to follow, may also give the cellist an alternate 

course for performance. While Bach may have altered the lute 

version to vary from the cello suite or vice versa, there is 

still the possibility that what he wrote in his own hand for 

the lute, was what he actually intended. It is difficult to 

determine if the lute or the cello version was written first 

since only approximate dates can be found for the lute version 

and the manuscript copies. The notational differences of the 

lute version cannot be ignored and provide the performer with 

additional options for performance. 

The following examples will illustrate some of the 

major differences between the lute version of Suite V and 

the Anna Magdelena Bach copy of Suite v. 
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Example 9 from the lute score is the same cadential 

passage seen previously. In the Anna Magdelena Bach copy, the 

ending chord is an open fifth while in the lute version, it 

is a major chord. The first part of the Prelude begins in C 

minor and can logically conclude in either G minor or G 

Major. From the Anna Magdelena Bach copy, one can only 

presume to know what the concluding key is, while the lute 

version clearly spells this out. 

Example 9 

mm 25-27, A. M. Bach 

mm 25-27, Lute 

Example 10, measures 35-39 shows how the added harmony 

from the lute version enhances the progression of the 

passage. This added harmony can be found throughout the 

Prelude and can be included by the cellist to produce a 

richer texture. 
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Example 10 

mm 35-39, A. M. Bach 

mm 35-39, Lute 

It must be remembered that not all chords found in the 

lute version are playable on the cello, so one can never 

duplicate all the notes found in the lute version. However, 

many more intervals and chords are playable on the cello when 

using scordatura tuning, thereby allowing for additional 

options for performance, one example being the ending chord of 

the first part of the Prelude, (example 9). 

Example 11, measures 40-41 is a demonstration of how 

the placement of notes can effect musical phrasing. In the 

Anna Magdelena Bach version, one might choose to emphasize 

or slightly enhance the drop to the G from the previous 

D (fourth to fifth note), delaying briefly the flow to the F

sharp in the next measure. In the lute version, the musical 

flow of the line is not broken until the F-sharp is reached. 
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Example 11 

mm 40-41, A. M. Bach 

---- - - ---------- ---·-

mm 40-41, Lute 

@&+Mt f &~--==-------------==--==----

Measure 108, example 12, displays the effect of a full 

chord at the end of a passage, which occurs frequently in 

the lute version. Again, in the Anna Magdelena Bach copy, 

it is unclear if the resulting harmony is G Major or G 

minor, but the lute version clears this up by showing a full 

G minor chord. 

Example 12 

mm 108-109, A. M. Bach 

mm 108-109, Lute 
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Measures 147-151 found in example 13, compares a 

differing progression of pitches, although the harmony is the 

same in both examples. The more disjunct motion in measure 

149 from the lute version may or may not appeal to some, but 

it is an effective approach to the material that directly 

follows. The material outlines the first subject of the fugue 

which begins the second part of the Prelude at measure 27, 

(See Appendix A). 

Example 13 

mm 147-151, A. M. Bach 

mm 147-151, Lute 

The second half of the Prelude, which begins after the 

3/8 time signature in measure 27, is a fugue, (See Appendix 

A). The lute version includes the tempo marking 'tres 

vites' for this second half while there is no tempo marking 

whatsoever in any of the copies for the cello. This is an 

important marking for it gives a more direct direction for 

performance. This tempo marking will be discussed further in 

a later section. 
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One last example to be taken from the lute version is 

found in measures 196-202, example 14. The additional 

notes found in the lute version add to the polyphonic 

texture, give the passage a more propelling rhythm, and 

together with these two factors, increases the tension of the 

passage. 

Example 14 

mm 196-202, A. M. Bach 

mm 196-202, Lute 

:rv\ J Qtu1 f 11111 1 GfLa 'fJfJ I J (Qf I r~f1P! g, 
r 

To briefly summarize the emphasis of using the lute 

version when studying the Prelude of Suite V, there are many 

significant differences between the manuscript copies and 

the autograph manuscript of the lute version. The 

differences outlined here and shown in the Appendix are only 

offered as options for performance or study. 
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V. THE FRENCH OVERTURE 'STYLE' 

During the time of the Baroque period, French musicians 

often incorporated a so-called French style into their 

playing, not necessarily indicated in the music, but assumed 

by most French composers and performers. This style included 

the elements of overdotting, notes inegales, synchronization 

of beats, and contraction of rhythms. Since suite V was 

written for cello solo, synchronization of beats between 

instruments will not be discussed. 

Some scholars believe that only the French employed 

the French overture 'style' while others believe that it was 

used by many nationalities. For Suite VI Bach uses the French 

overture form and uses it for a number of other works, like 

the opening movement to the Suite No. 4 in D Major (See 

Example 15) and the opening to suite No. 1 in C Major (See 

Example 16). 
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The contrasting sections of the French overture are 

shown in both examples. The questions surrounding the 

French overture style and Bach include: Did Bach assume 

that the French style would automatically be implemented in 

performing his works with a French form, did he not assume 

anything and wrote out the overdotting and notes inegales, 

and if the French style was to be employed in the 

performance of the Prelude, where exactly did it occur and 

why? A look into the history of the French overture style, 

including the view points of the supporters and non-

supporters of the style will be presented, in order that one 

might better choose certain options for performance practice. 

Groves defines a French overture as "a festive musical 

introduction for an opera, ballet, or suite. The form 

combines a sJow opening marked by stately dotted rhythms and 

suspensions, with a lively fugal second section". Groves 

continues to say that the form originated with the French, 

mainly with Jean Baptiste Lully's ballet overtures, and is 

divided into two main parts. 5 From looking at the lute 

score, the Anna Magdelena Bach copy, or the orchestral 

suites Nos. 1 and 4, one can see the dotted rhythms and 

suspensions predominant in the first section. with the 

5The New Grove Dictionary of Music and Musicians, ed. Stanley 
Sadie (London: Macmillan Publishers Ltd., 1984), 13: 
820-22. 
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addition of the tempo marking 'tres vites' for the second 

section of the lute version, a lively fugal section is 

created. The Allegro and Vivace tempos of the suites Nos. 1 

and 4 (See Examples 15 and 16) also provide evidence of a 

quick, fugal section. Groves mentions the implementation of 

notes inegales and overdotted rhythms for the French overture. 

He defines notes inegales as existing in France, part of the 

musical education in France, and that composers outside of 

France usually (author's underline) wrote out the inequality 

to ensure that it was carried out. But Groves addresses the 

questions previously asked in this statement, "The real issue 

of the controversy was not whether Bach and other non-French 

composers used notes inegales - countless scores showed that 

they did. Although never clearly stated, the issue was 

rather whether they ever failed to write them out when they 

wanted them. ,,6 

Frederick Neumann is the most published defender of 

the view that Bach did not intend for any French style to be 

assumed, that Bach clearly indicated exactly what he wanted. 

Neumann, as well as other scholars, examined treatises and 

writings concerning style and performance practice during 

the Baroque era. 

6Ibid., 822. 
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An often referred to passage by both supporters and non-

supporters of the French overture style from a ·treatise by 

Johann Joachim Quantz begins by referring to music written in 

r,ut time tempo (like that in the opening of the Prelude to 

Suite V) and reads, 

In that measure, as well as in the time of three 
quarter notes in a bar, the eighth notes which 
follow the dotted quarter notes are not to be 
played accordingly to their exact value, but very 
shortly and sharply. The dotted note must be 
emphasized and the bow stopped during the dot. All 
dotted notes should be emphasized and the bow 
stopped during the dot. All dotted notes should be 
played in the same way whenever the time allows it; 
and when there are three or more sixteenth notes 
after a dot, or a rest, they should not be given 
their exact value, especially in slow pieces; but 
waiting until the very end of the time allotted to 
them, one plays them with utmost speed, as is often 
the case in Overtures, Entrees, and Furies. One 
must, however, give every one of these quick notes 
a separate bowing, and one can hardly slur 
anything. 7 

This passage defines the principal of overdotting. 

Referring specifically to the cellist, Quantz says, "He 

should play his dotted notes more seriously and heavily than 

the violins; but as to the sixteenth notes which follow, he 

must make them short and sharp either in slow or quick 

time." 8 Continuing, Quantz states, "The majestic is 

expressed by long notes, during which the other parts have 

7Arnold Dolmetsch, The Interpretation of the Music of the XVII 
and XVIII Centuries (London: Oxford University Press, 1948), 56-7. 

8Ibid. I 57 0 



rapid passag~s, and by dotted notes. The latter must be 

marked by strength and accent. One holds the dot and 

disposes quickly of the following notes.,,9 Quantz is 

30 

referring to a work with more than one part, while suite V 

is written for only one instrument. But Suite V can be 

construed as a polyphonic work and Quantz's statement may be 

applied to the dotted notes of suite V. Concerning the 

playing of notes short and sharply, Neumann does not believe 

that the short notes following the dotted note were intended 

to be played at the end of their allotted time value, rather 

at the beginning of the time value with a staccato dot over 

the note and a rest following the note to ensure that it was 

played with a short time value. 1O The dotted note was to be 

treated in the same manner: short and sharp at the beginning 

of its allotted time value (See example 17). However, this 

does not explain the rest of the passage by Quantz where he 

explicitly directs the reader to play the notes following a 

dot at the very end of the time allotted to them. 

9Ibid., 58. 

IOFrederick Neumann, "Facts and Fiction about Qverdotting," The 
Musical Quarterly 63 (1977): 159. 



Example 17 

Neumann dotted note 

- - --~ 
----··--- ~ - - - --- ---===r=i- w-t=i- --

1 

Regarding notes inegales, Arnold Dolmetsch quotes 

Hotteterre-le-Romain from his "Principes de la Flute 

Traversiere" as saying, "It will be observed that eighths 

must not always be played evenly, and that in certain 

measures there must be a long and a short one." 11 Quantz's 

view on notes inegales reads, 

I must in this connection make a necessary remark 
concerning the length of time that each note must 
be held. One must know how to distinguish in 
performance between principal notes, also called 
initial or in Italian usage good notes, on the one 
hand, and, on the other, "passing" notes, called by 
some foreigners bad notes. The principal notes 
must whenever possible be brought out more than the 
passing ones. In accordance with this rule, the 
fastest notes in every piece in moderate tempo, or 
in Adagio, despite the fact that they have in 
appearance the same value, must nevertheless be 
played a little unevenly. But this holding must 
not amount to as much as it would be if there were 
dots after the notes. 12 

Quantz gives this directive for eighth notes in 3/4 time, 

but for our purposes, the reference would be for sixteenth 

notes in 3/8 time and in "Alla breve" time. These passages 

31 

11Dolmetsch, The Interpretation of the Music of the XVII and 
XVIII Centuries, 73. 

12Frederick Neumann, "The French Inegales, Quantz, and Bach," 
American Musicological Society Journal 18 (1965): 314. 



158. 

32 

reflect the concepts of overdotting and notes inegales, but 

Neumann feels that in France, and France alone, notes 

inegales were performed and that the overdotting concept was 

not a French idiom, but as a result of the German gallant 

style, discussed later in this study. 13 

13Frederick Neumann, "Facts and Fiction about Overdotting," 
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VI. NOTES INEGALES 

Notes inegales have a few rules concerning usage. Quantz 

is quoted by Babitz, 

This rule has the following exceptions: first, fast 
passages in a very fast tempo, in which there is 
not enough time for them to be performed unevenly, 
and in which accordingly only the first of each 
four notes can be emphasized in loudness and length 

. Further exceptions occur: when notes have 
dashes or dots over them, or when there are several 
successive notes of the same pitch; also when there 
is a slur over more than two notes - that is, over 
four, six or eight; and finally concerning the 
eighth notes in gigues. All these notes must be 
played even, that is, one as long as the other. 14 

Neumann claims that Babitz includes notes inegales "in 

nearly every measure of Baroque music, including J. S. Bach 

and that even a Bach fugue should be played with uneven 

notes. ,,15 

Neumann believes that notes inegales were solely a 

French convention, defined by him as such: 

These rhythmic alterations of short-long and long
short execution were a form of simple 
ornamentation, simpler by far than the extravagant 
luxuriance of the diminutions. No new notes were 
added, and the purpose was simply to give more 
grace and elegance to a melody by changing a plain 
and square rhythmic pattern into a lilting and more 

14Neumann, "The French Inegales, Quantz, and Bach," 315. 

15 b'd I 1 ., 315. 
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var ied one. 16 

While Neumann believes that the practice of notes inegales 

existed and were practiced, he believes the concept applied to 

French music only. He cites Loulie, from 1698, who emphasized 

that inequality did not apply to any non-French music, and 

that notes were never shortened unless notation expressly 

demanded it." He also quotes Michel Corrette, from his 

"Methode pour Ie violoncelle", as saying that inequality does 

not apply to Italian music and the Adagios, Allegros, and 

Prestos of Sonatas and Concertos. 18 This is Neumann's defense 

for using notes inegales for French music only. However, the 

forms cited are Italian forms and Neumann does not address the 

French forms used by those who were not French or Italian. 

Loulie talks of non-French music, but the definition of non

French music is unclear. Is music written by a German 

composer, using a French model or form, considered non-French 

music, or is any music written by a composer who is not 

French, considered non-French music? It is unclear by 

Loulie's statement, therefore, the possibility exists that 

Bach's compositions based on French compositional form could 

reflect the French style as well. John O'Donnell adds, 

16Ibid., 317. 

17Ibid., 329. 

18Neumann, liThe French Inegales, Quantz, and Bach," 3 2 9 . 



Loulie explains that a dot after an eighth note 
means that 'this eighth note must be held a little 
longer' there is certainly no mention of 
lengthening the dot; but L'Affillard introduces a 
lesson in singing dotted quarters with the 
instruction: ' In order to give the dots their 
value, the dotted note must be held and the 
following eighth passed quickly' .19 

Loulie is describing notation in this case and L'Affillard 

is describing a manner of performance. 
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From another article, Neumann concedes the limited use 

of the French overture style elements for the playing of a 

solo work but not for an orchestral work. He feels that the 

practice of overdotting for on orchestra would create 

ensemble problems due to the differing opinions of how 

extreme the overdotting would be, but that notes inegales 

could be employed if a lilt were created. Since Sui~e V is 

for a solo instrument, one might assume that the conventions 

of the French overture style could apply in the performance of 

the suite according to Neumann's allowances, but Neumann 

continues in this same article to say that Quantz was 

referring only to dances and not to overtures in giving the 

directives for the French overture style. Neumann states, 

"Since overtures are not dances there is no reason for Quantz 

to mention them in a music-dance context, nor any reason to 

apply to the overture what he says about the music for the 

19John O'Donnell, "The French Style and the Overtures of Bach," 
Early Music 7 (1979): 337. 
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dance. ,,20 

Robert Donington believes that notes inegales were part 

of a performer's option. Donington quotes Neumann as 

saying, 

In such cases the performer - rightly or wrongly -
felt free to alter the rhythm arbitrarily, 
unconcerned about inequality: the performer felt 
bound to use it in order to conform to the 
composer's intentions. 

Donington questions this with, "But did the Baroque 

performer anywhere feel bound to conform to the composer's 

intentions? ,,21 

Donington also cites many passages where variations of 

rhythms between different copies of the same passage exist 

are all too common, and explains this by saying, 

"Inconsistencies of notation in Baroque music are not rare 

occurrences requiring explanation; they are habitual 

occurrences explained by a general reliance on the performer 

to follow his own ini tiati ve. ,,22 He concludes by saying 

that Germans also followed the French style by citing the 

German Georg Muffat's support of the style in his Florilegium 

20Neumann, "Once more: the 'French Overture Style'," Early 
Music 7 (1979): 40-1. 

21Robert Donington, "A Problem of Inequality," 53 (1967): 504. 

22Ibid., 505. 
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secundum. 23 However, Neumann portrays Muffat' s support in this 

fashion: "His whole presentation of the convention as a manner 

of 'a la francaise' and as a part of the Lullian style leaves 

no doubt that at the time of his writing the convention was 

not being practiced in Germany.lI~ 

For another example of documentation of the French 

overture style, Francois Couper in in his "Nouvelle Methode" 

says "When the melody moves by skips, the eighth notes in 

3/4 meter are normally even. We dot eighth notes that 

follow one another stepwise and yet we write them as 

equals."2S But Couperin was French and might have only 

been referring to music written by French composers. But 

then again, there is the possibility that he might have been 

referring to music which was based on French form, used by 

composers and performers of differing nationalities. 

Neumann believes that Bach wrote out inequality and was 

very exact and precise about notating what he intended for 

performance. He cites works of Bach that show a written out 

crispness or dotted eighth and sixteenth to indicate a 

written out notes inegales. M Proponents of the French 

23Ibid., 513. 

24Neumann, liThe French Inegales, Quantz, and Bach, II 333. 

25Ibid., 321. 

26Neumann, liThe French Inegales, Quantz, and Bach, II 315. 
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overture style would say these dotted notes should be played 

overdotted. 

Arnold Dolmetsch shows two works of J. S. Bach, his st. 

Matthew Passion and the Sarabande from the sixth suite for 

violoncello solo, in which notes inegales should be employed 

because there was "freedom in the execution that the composers 

did not write it down, as it would thus have assumed too 

stiff an appearance."n 

Thurston Dart comments on the French style and the music 

of Bach: 

It seems to me that there are errors in the 
notation we use in France which are rather like the 
errors in the spelling of the French language. 
What we see does not correspond to what we hear, 
and in consequence foreigners do not play our music 
as well as we play theirs. The Italians \'!rite 
their music in its true time values, but we do not. 
They play a diatonic succession of eighth notes 
evenly, whereas we always make the first of each 
pair a little longer than the second. Rhythms that 
are already written as dotted ones need to have 
disparity between the lengths of the notes 
emphasized; otherwise they will sound lazy. A 
short rest before the shorter note will improve the 
articulation. Neither Bach nor his contemporaries 
usually bothered to write [the rests] out in full, 
nor to indicate the exact length of short notes in 
pieces that make use of dotted rhythms; as a result 
these pieces are scarcely ever performed correctly 
at the present day. In an overture in the French 
style, for instance, all the parts should move 
together, jerkily, even when their written note
values do not suggest that this is now they should 
be played. All dotted rhythms should be adjusted 

nDolmetsch, The Interpretation of the Music of the XVII and 
XVIII Centuries, 84-5. 



so that they fit the shortest one in the piece. 
This conventional lengthening of the dotted note 
and shortening of the complementary note was in 
very widespread use over a very great length of 
time, and ignorance of this fact is one of the 
gravest defects of present-day performances of old 
music. 28 

39 

28Thurston Dart, The Interpretation of Music (New York: Harper 
& Row Publ., 1963), 80-1. 
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VII. OVER OR DOUBLE DOTTING 

Dart supports the use of over dotting as well as 

suggests that performers of Bach's music also double dotted 

rhythms. Quantz's view, expressed earlier from The 

Interpretation of the Music of the XVII and XVIII Centuries, 

also supported the overdotting phenomenon, including 

the use of overdotting in overtures. Quantz also states that 

the bow should be lifted during the dot so that the resulting 

sound is not sustained through the dot.~ C. P. E. Bach in his 

Versuch uber die wahre Art das Clavier zu spielen writes, "The 

short notes which follow dots are always made shorter than the 

written text indicates, so that it would be superfluous to 

write them with dots to the long ones or additional strokes to 

the stems of the short ones. ,,30 Neumann claims this def ini tion 

to be an elemer.t of the German gallant style of overdotting 

and not of the French overture style. He says that the German 

gallant style of overdotting was subtle at best, only ~one in 

certain instances, and was not predetermined by any such 

convention such as the French overture style. 31 

29Neumann, "The Overdott~~.g Syndrome," The Musical Ouarterly 67 
(1981): 332. 

30Do l metsch, "The Interpretation of the Music of the XVII and 
XVIII centuries," 59. 

31Neumann, "Facts and Fiction about Overdotting," 172-3, 177. 
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David Fuller supports the overdotting practice. He 

defines overdotting as, " . .. the dot after a note is to be 

lengthened by a second or even a third dot, or a 

corresponding silence, and that the short note that follows 

the dot should be played as late as possible. ,,32 Donington 

adds, 

The great majority of baroque dotted notes occur in 
the ordinary course of the melody and are of 
ordinary standard length . . . But when the dotted 
notes (i) are persistent enough to dominate the 
rhythm; or (ii) form a distinct rhythmic figure or 
formula; or (iii) would sound sluggish if taken 
literally: then it was the convention to crispen 
them Overdotting itself is variable in 
extent. The iengthening of the dot may vary from 
the least perceptible to perhaps as much as 
quadruple dotting. D 

Regarding the French overture, Donington states, "The dots 

are strongly dotted . . . the scale passages . . . are left 

as late as possible. ,,34 

Neumann uses as an argument to Donington and Fuller's 

views the statement that Quantz says to play groups of 

thirty-seconds as late as possible in French overtures, but 

says nothing about sixteenths, which must mean that 

32David Fuller, "Dotting the 'French style' and Frederick 
Neumann's Counter-Reformation," Early Music 5 (1977): 517. 

33Ibid., 521. 

34 I bid., 521. 
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sixteenths are to be played as written. 35 However, Fuller 

points out that Quantz also instructed that the overture 

demanded a splendid and weighty opening and this splendidness 

and weightiness was characterized by overdotting from the 

examples given by Quantz. 36 

Double dots were not written out in the Baroque period 

as a general rule, but Neumann argues, "Raison uses double 

dots and Lully, who does not, is to be played as written. 1137 

Fuller counters with, "Lully would only be played as written 

if there was not a convention of overdotting", and also, 

"How does one get from Raison - an organist about whom 

almost nothing is known - to Lully? 1138 

Another of Neumann's defenses refers to the many 

definitions of the overdotted style. Briefly mentioned 

earlier, in cases where the definition says that the dotted 

note should be followed by a rest and that the short note 

which follows the dotted note should be played short and 

sharp, the definition could mean that the dotted note should 

35Neumann, "Once more: the 'French Overture Style'," 41. 

36Fuller, "Dotting the 'French style and Frederick Neumann's 
Counter-R~formation," 523. 

37Neumann, "The dotted note and the so-called French style," 
Early Music 5 (1977): 317. 

38Fuller, "Dotting the 'French Style' and Frederick Neumann's 
Counter-Reformation," 523. 
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be played shorter than its time value indicates, the dot 

becomes a rest, and the short note could be played shortly and 

sharply at the beginning of its designated time value, 

followed by a rest, rather than at the end of its time value. 

Neumann feels that most of the definitions are all too 

arbitrary and not specific enough. 39 He may well be correct, 

but to implement his suggestion would create a space between 

every note (See example 17), thereby producing a hiccup sound. 

Maybe the only correct solution is to abide by what the 

French almost always invariably say; that to do anything 

(overdotting, notes inegales, etc.) should be done in "bonne 

gout" ( good taste) , and the musical direction or style of the 

piece should determine if any alteration or effects could be 

applied. 40 

39Neumann, "Facts and Fiction about Overdotting 1 
11 159. 

40Neumann, "Facts and Fiction about Overdotting 1 " 165. 
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VIII. THE FRENCH OVERTURE STYLE AND SUITE V 

How does the concept of the French overture style apply 

to Bach's music, and more specifically, to Suite V? 

Additional options for performance exist when considering 

the application of the concepts of the French overture 

style. Let us look at the scores available and see what the 

music itself indicates. Measure 1 in the lute score shows 

a large slur for the sixteenths. 

Example 18 

m 1, Lute 

~
- · - ~ - - - -- -- 8E-k' ·· - -~~~ --·-· - -- -_. , . 

- - -------· - - - -- --- - --- - --------------

+ 

From the previous definitions regarding notes inegales, these 

would be played evenly because there is a slur over more than 

three notes. There are other similar occurrences in measure 

17 and measures 21-25. 

Example 19 

m 17, Lute 
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mm 21-23, Lute 

One might ask why Bach put in these large slurs when there are 

so few slurs in the lute version of the Prelude altogether. 

Perhaps Bach knew performers might play the sixteenths as 

notes inegales and wanted to leave no doubt as to whether a 

performer should play these notes unevenly. The question then 

arises: Does one play the sixteenths in measure 2 and 3 and 

those like these measures, unevenly or not? There is no slur 

marking indicated, so one following the French overture style 

would indeed play the sixteenth notes unevenly. 

Example 20 

mm 2-3, Lute 

Measure 3 shows a quarter note tied to a sixteenth (See 

example 20). This was one way of writing a dotted note or 

to indicate upbeat figures according to Michael Collins. 41 

Some advocate, as Dolmetsch does, that the rhythm of the 

41Michael Collins, "A Reconsideration of French Over-dotting," 
Music and Letters 50 (1969): 112-6. 
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sixteenths, which follow the tied note, should be contracted, 

and others, like Neumann, say that they should be played 

strictly as written. 42 However, if any of the concepts of 

the French overture style are to be employed, one must 

decide whether they all should be used. It depends on 

whether one believes that the elements previously discussed 

were part of a certain French style. Neumann does not. He 

believes that notes inegales were not part of any so-called 

style or convention but were used independently of any of 

the other elements of the style. 43 Supporters of the 

style disagree with him on this issue and maintain that all 

the elements of the style should be employed. This is a 

decision the performer must come to on his or her own. 

Supporters of the style would also double dot the already 

dotted rhythm in measure 6. 

Example 21 

mm 6-7, Normal 

42Neumann, "The Overdotting Syndrome: An Anatomy of a 
Delusion," The Musical Quarterly 67 (1981): 345. 

43Neumann, "Once more: The 'French Overture Style'," 39, 42. 
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nun 6-7, Over dot 

In the second part of the Prelude, there is the fugue. 

Little mention regarding the performance of fugues and the 

French overture style has been documented, save for Sol 

Babitz, who earlier was cited as saying that notes inegales 

were used in Bach's fugues. One rule concerning notes 

inegales might help the performer decide which route to 

take. 
. / 

Notes 1negales were not to be done, as stated earlier, 

if the tempo was too fast for the notes inegales to be 

played. Maybe this is why Bach included the 'tres vites' 

tempo marking in the lute version; to ensure that no notes 

inegales would take place. There is no tempo marking at the 

fugue in the Anna Magdelena Bach copy, so those following 

this score could conceivably play the sixteenths as notes 

inegales for there is no way to tell what the exact tempo 

should be for the fugue. 

Example 22 

nun 27-32, Normal 
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nun 27-32, Notes In~gales 

Notes inegales were used primarily for notes written in 

step-wise motion.M The notes in measure 2 from the lute 

score (See example 20) move in skips, so using notes inegales 

would not be appropriate. If notes in~gales were implemented 

for step-wise motion notes, and evenly performed for disjunct 

notes, a distinct separation of sequential patterning would be 

heard. 

Example 23 

mm 89-93, Normal 

nun 89-93, Notes Inegales 

MNeumann, "The dotted note and the so-called French style," 
323. 
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IX. CONCLUSION 

The preceding documentation has invited the performer, 

musician, and student, to reevaluate his or her manner of 

performing the Prelude of Suite V. Various options for 

performance exist with support of scholars from both sides of 

the coin of the French overture style. By using the 

information given regarding the issues of the lute version and 

the French overture style, Suite V should be studied in depth 

to achieve the most convincing and thought-out performance. 

The Appendix A, which follows, contains my interpretation 

of the Prelude to Suite V. I have not written out any notes 

inegales or double dotting, but have included many notes and 

patterns derived from the lute version of Suite v. Since 

bowing was not a concern on the lute, few slur marks, save 

for those over the large number of sixteenth notes, exist. I 

have inserted slur markings from the Anna Magdelena Bach 

copy, as well as added my own bowing interpretation. 

Fingerings, to aid the performer in playing the added 

intervals and chords from the lute version, are given only as 

a suggestion. My personal approach to Suite V would be to 

implement the elements of the French overture style, but to 

perform no notes inegales in the fugal section due to the 

tempo marking 'tres vites'. Once again, the suggestions 

offered in this document are only possibilities for study or 



for support in the performance practice of the Prelude to 

Suite V for violoncello solo. 
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