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PREFACE

The present arrangement of Johann Sebastian
Bach’s famous Suites for Violoncello Solo adds one
more to the many made since the 19th Century,
for all kinds of instruments, from cello and piano
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JOHN W. DUARTE, 1964

This time the arrangement - of Suites I, II and

III only - is for solo alto recorder. I admit that the -

two ostensible reasons which have evidently inspired
almost all of my predecessors in this field are fully
present again: (1) to establish superb music for an
instrument which is not blessed with a large solo
repertoire of particularly high quality, and (2) to
gratify a certain romantic desire for what one could
call “super-instrumentalism,” - not to be confused
with true virtuosity. However, it is this true virtuo-

sity, the combination of intelligence of mind and 3

mastery of instrumental technique, which is a
conditio sine qua non for the proper performance
of Bach’s Suites. Additionally, then, we might from
time to time, like apprentices in the early painter’s
studio, be urged to perform after master-models,
in search of virtuosity in the good sense.

Bach composed at least five of his “6 Suites a
Violoncello Solo senza Basso” during his period as
Kapellmeister in Cothen (1717-1723). His 6 Partitas
and Sonatas for violin solo were also composed
there, in 1720. Unlike these violin works, of which
we have one of the most beautiful autographs
in existence, the Suites for cello have come
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down to us only in two handwritten copies by
people who were close to Bach during his lifetime:
Anna Magdalena Bach, his second wife whom he
married in 1721 (could the Suites thus be dated
1721-17237) and Johann Peter Kellner, an or-
ganist whom Bach visited once. A later copy, by
Westphal, bears a great number of stylistic dif-
ferences and may therefore be disregarded. This
edition is closely based on the two manuscripts by

Anna Magdalena Bach and Kellner. An excellent .

Urtext edition, following the same manuscripts,
has been prepared by August Wenzinger and pub-
lished by Barenreiter in 1971. His edition, of course,
is for cello and contains the complete 6 Suites.
Any recorder player who takes a serious interest in
the Suites should turn either to this Urfext edition
or to a facsimile edition of Anna Magdalena Bach’s
copy (J.S. Bach, 6 Suites for Violoncello Solo, Ed.
Reinhardt, Miinchen/Basel).

My aim has been to retain as many of the actual
notes of the original text. as possible This text
(being almost identical with the one by Anna Mag
dalena Bach, and Keliner’s serving for obvious cor-
rections) can always be ftraced back through the
editor’s notes at the end of each Suite. Being an
idiomatic arrangement for recorder, however, the
policy for this edition as to articulation signs has
been slightly different. Both manuscripts, even Anna
Magdalena Bach’s copy, are very inconsistent and
careless with respect to slurrings, and any modern
editor must make many decisions on his own au-
thority, even if his edition is for the cello. But since
in a version for recorder many of the slurs seem
impracticable anyway, I have only kept those slurs
which could be transposed to the recorder without
running into situations which, in my opinion, do
not correspond with the esthetics and the technical
nature of the recorder of Bach’s time, and struck or

changed them whenever these situations arose. Un-

like the notes, these changes have not been account-
ed for in order to avoid a messy appearance. In
doing this I can only hope that the reader will find
the picture satisfactory. A few disputable cases
might need some clarification. For instance, in I
Prelude bar 1ff, I was in doubt whether to apply

the original slur over the first three sixteenth notes .

at the beginning and middle or to alter it into a slur
over two notes, eliminating the acoustically disagrea-
ble shift from the first into the second register, but
introducing a stylistic anomaly.
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In other cases, as in 1 Allemande bar 14, where
the change of register under a slur is not as persist-
entas in the previous example, no modification has
been made. In some places I even have “improved”
an articulation, i.e. freed it from the cage of 18th
Century bowing rules (here essentially a down-bow
at the beginning of each bar): [ Gigug bar 28ff

@EU instead of the original L@w

Back to the actual notes. I have decided that
one would lose too much if one were to eliminate
the low €' as well as the high f’”-sharp, and so
have kept them almost everywhere. They can be
fingered €'=012345678 and f" -sharp=013468 or in
other ways. The figure 8 represents a partial or
total closing of the hole at the end of the bore,
and it seems practical to sit on a chair while
playing in order to achieve these notes with the
thigh, knee or leg - a technique which 1 am sure
recorder players of the past applied every now and
then, like their collegues on other woodwind in-
struments.

In order to create a better translation from
typical features of the cello (such as strong low
notes) into typical features of the recorder (such

as weak low notes) I have often transposed very

low notes of the one instrument into very high
notes of the other, surprised at how well the result
reflected baroque composing and its close relation-
ship with the frompe-l'oeil. This is true also, it
seems, for the performance of the double stops
and/or arpeggios. Although the recorder has no
chance, of course, of equaling the real possibilities
of the cello in this respect, it is very well possible
to simulate the same effect by lengthening and
shortening, darkening and lightening the sounds.
The arpeggios should all go from bottom to top,
and contain the variety to be expected in a barogque
manner of performance. My proposal for playing
them in III Sarabande is, e.g.:
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Notes marked with an x are my proposals for
playing them with an alternative, mostly weaker
sounding fingering. The main reasons for this are:(1)
strong should be replaced by weak, and not by less
strong (cf. the above); (2) to avoid a slurred register
break (only upwards and only between the first and
the second register), and; (3) to imitate the sound
of an open string.

Although the compelling beauty of these Suites
largely originates in the fact that Bach constantly
“kept in touch” with the cello,
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there is still enough beauty left, 1 think, for
musicians who want to play them on the recorder
as a study in baroque music.

Breath markings have not been added. The bass
clef has been kept. After all, one should try to feel
a bit like a violoncellist.

Frans Briiggen
Tokyo, 1973
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