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J.S.Bach

Background to this Performance

Six Solo Cello Suites BWV 1007 - 1012
CD ONE
1.
2.
3.
4.
5.
6.

SUITE I
Prélude
Allemande
Courante
Sarabande
Menuet I- Menuet II - Menuet I
Gigue

SUITE II
7. Prélude
8. Allemande
9. Courante
10. Sarabande
11. Menuet I- Menuet II - Menuet I
12. Gigue
13.
14.
15.
16.
17.
18.

SUITE III
Prélude
Allemande
Courante
Sarabande
Bourrée I - Bourrée II - Bourrée I
Gigue
Total Timing

CD TWO
[3.06]
[5.19]
[2.47]
[3.16]
[3.22]
[1.53]

1.
2.
3.
4.
5.
6.

SUITE IV
Prélude
Allemande
Courante
Sarabande
Bourrée I - Bourrée II - Bourrée I
Gigue

[3.59]
[4.05]
[3.19]
[4.19]
[5.13]
[2.39]

[3.57]
[3.53]
[2.15]
[4.42]
[2.53]
[3.01]

SUITE V
7. Prélude
8. Allemande
9. Courante
10. Sarabande
11. Gavotte 1 - Gavotte II - Gavotte I
12. Gigue

[7.06]
[4.07]
[2.05]
[2.57]
[4.29]
[2.21]

[4.21]
[3.39]
[3.03]
[4.21]
[3.43]
[3.33]

13.
14.
15.
16.
17.
18.

SUITE VI
Prélude
Allemande
Courante
Sarabande
Gavotte 1 - Gavotte II - Gavotte I
Gigue

[5.26]
[8.13]
[3.52]
[4.28]
[4.28]
[5.25]

[63.19]

Total Timing

[78.48]

Bach’s Solo Cello Suites are unsurpassed masterpieces, depicting a complete universe of spirit, thought and human emotion. The
inventiveness, breadth of vision and beauty of Bach’s intention are represented in this intensely personal new recording by David Kenedy,
which captures the serenity and profundity of the music, as well as its joyous expression as Dance.

David Kenedy – Cello

I must have been about five. The door opened and
my father entered, carrying three parcels, though it
wasn’t Christmas. The contents were a portable
record-player and two boxed vinyl sets, one of
Schubert’s “Winterreise”, the other of Bach’s Six
Suites for Solo ’cello, played by Pablo Casals.

My father could not have chosen better. He was
twice to exit from my life, the second time when he
died at the age of 53. The music of Bach, almost
three hundred years old, lives on in me, and in all of
us. The twin elements of Song and Dance will be
with us as long as we are human.

These pieces, more than any other, have
accompanied my relationship with music until this,
my 50th year. No works can better reflect the tragic
sadness that haunted my early years, (and
continues to haunt me now), than those magically
simple songs of love and death that make up the
“Winterreise” cycle, and that even then, at the first
hearing, made me cry. The Bach ’cello Suites, on the
other hand, for all their threat of damnation, their
depths of spirituality and sorrow, are overwhelmingly
optimistic works, a celebration of all aspects of life
and love, Earthly and Divine, and the expression of
our joy as Dance, the rhythm that links us to the
pulse of all Creation. In these works, I felt the
reflection of my own inner joy, hope and strength,
and it is these Suites, and Casals’ performance of
them in particular, that made me feel I had to play
the ’cello, and to discover in its mellow sounds my
own voice, already bursting with so much to tell,
and no other way to speak.

As I reach the age of 50, and this music seems to
want to come out of me, I have no hidden agenda,
no wish to comply to or to deny any historical
tradition, only a desire to share with you, as
honestly as I can, what Bach’s all-encompassing
music says to me, to tell my version of its pain and
joy, truth and beauty.

This recording is dedicated to my mother, Agnes.
It is also a gift to my four wonderful children, Jacob,
Rachel, Miriam and Anna.

www.signumrecords.com
-3-
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Beethoven, perhaps more than any other of the
great 18th and 19th Century Classical composers,
selected the most concise of “themes”, the briefest
of musical ideas, to form the basis of an entire
major work. It may also have been Bach’s intention
to push forward the previously assumed technical
limitations of the instrument. The ’cello Suites show
him as an innovator, with the “scordatura” tuning
of the A string to G in the Fifth Suite, and the
introduction of the newly invented five-string ’cello,
with an added top E string in the Sixth, adding new
dimensions to these compositions.*

A PERFORMER’S VIEW OF THE SUITES

Fig. 1: Cöthen, c.1650

No-one will ever know precisely what creative or
practical stimuli may have prompted Bach, in
Cöthen around the year 1720, to set about the
monumental task of composing Six Sonatas and
Partitas for solo Violin, and Six Suites for solo ’cello.
There can be no doubt, however, of the scale of the
challenge he had set himself, uniting sacred and
secular elements in music that is uncompromisingly
contrapuntal and often chordal, incorporating
many of the characteristics of organ preludes,
orchestral Suites and choral works, as well as the
sounds of formal dances and village bands,
reduced to the minimal potential of a solo stringed
instrument. In so doing it appears he was deliberately
creating a seemingly insurmountable obstacle in
order to draw out the best in himself, much as
sculptors toil to draw flesh from intractable stone or
metal, Classical dramatists imposed on themselves
the three unities of time, place and action, or

Despite the above innovations in the two final
works, each of the Six Suites adheres rigidly to the
same formal six-movement structure of the French
Dance Suite, with the exception of the change from
Minuets in Suites I and II, to Bourrées in Suites III
and IV, to Gavottes in the final two Suites. The
movements themselves, with few exceptions, tend
to share many of the same characteristics from one
Suite to another.

Fifth Suite), open strings resonating like the
ringing, cascading or tolling of bells, a seemingly
endless series of inventions, written with the
consummate skill of a master chess-player, often
increasing in emotional intensity until crisis point
is reached (Suites I, II and IV), finally rising from

Fig. 4: Bach’s composition, for all its emotional, spiritual and dance
elements, is often based on logical/mathematical principles similar to
those behind a game of chess, where limitless possibilities exist, but
a sense of inevitability leads from the first move to the last.

their earthly beginnings to a glorious, heavenly
resolution. The Prelude of the First Suite ends with
a chromatic scale rising like a ladder to heaven,
while in the closing bars of the Second, when
played in the original form (as in this recording), a
celestial choir heralds the triumphant resolution of
all that has gone before. This ascent within each
prelude is mirrored by the overall rise of the Six

Fig. 3: Higher open strings and falling scales are frequently used to
imitate the ringing, cascading or tolling of bells.

Fig. 2: The sounds of the organ lie behind Bach’s conception of much
of the Six Suites, particularly in the Preludes, with their heavy
reliance on the lower open strings as “pedal notes”, adding depth
and sustaining power to the upper voices.

-4-

The Preludes unvaryingly consist of an apparently
unstoppable series of notes of equal, or near-equal
value, with pedal notes reminiscent of vast organ
works, (especially the Prelude and Fugue of the
-5-
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Suites to the high register of the Final Suite,
facilitated by the use of an extra top E string, a
magnificent end to a long and often troubled journey.

running rhythms of Suites I, II, III and VI. The French
Courante, with its more complex and ambiguous
rhythmic structure, is represented in Suite V. The
Courante of the Fourth Suite falls somewhere
between the two types.
The Sarabande is a slow and solemn dance in triple
meter, stressing the first two beats of the bar. The
variety of Bach’s treatment of this movement
emanates principally from contrasting use of
texture, from the utter simplicity of the Matisse-like
line-drawing of the Sarabande in the Fifth Suite, to
the almost unremitting fullness offered by the two,
three and four note chords of the Sixth.

The Minuet, Bourrée and Gavotte are all stylised
formal dances, written in pairs usually of similar
structure and length, (with the notable exception of
the Bourrées of the Fourth Suite), but contrasting
character. The Minuet is in triple meter, poised and
elegant. The Bourrée and Gavotte are both derived
from folk dances: the Bourrée is in duple time with
an up-beat opening, more lively and energetic than
the Minuet; the Gavotte is a walking dance in duple
time, generally written on the half-bar.

village band, the foot-stamping “romp” of a
wedding-party, or maybe the celebration of a homecoming, an affirmation of human life in all its
fullness and variety.

Fig. 5: Michelangelo’s fresco of the Last Judgement in the Sistine
Chapel, depicting the rise of the righteous to Heaven and the
condemnation of irredeemable sinners to Hell, is mirrored in Bach’s
symbolic use of musical rise and fall throughout the Six Suites.

Fig. 8: The Gigue at the end of each Suite is a celebratory country
“romp”, often with the sounds of drone instruments such as bagpipes.

The Allemandes tend to fall into two fairly distinct
categories, some displaying an energetic, dancelike character, others more contemplative, twisting
and turning like meandering rivers approaching
their outlet in the sea. The first and particularly
the sixth Allemandes, which fall into this latter
type, have the feeling of a deeply mystical and
timeless conversation between Man and his God.

For all their shared characteristics, the Suites differ
greatly from each other in musical and emotional
content, largely dictated by the implications of the
choice of key, though of course each Suite itself
offers a considerable variety of moods. The First
Suite is generally the simplest of the set, the
innocent and optimistic beginning of a long journey.
The Second Suite is the most intimate and fragile,
while the Third is grand, confident and selfpossessed. The Fourth is on a much larger scale,
wandering to distant, gloomy tonalities, a foretaste

Fig. 7: Many of the dance movements bear the sense of poise, grace
and elegance of the formal dance.
Fig. 6: Sometimes Bach rejects complex harmonic and polyphonic
structures, in favour of a single musical line with the simplicity of a
line-drawing.

The Courante is invariably fast. The Italian form,
the Corrente, is represented here in the simple
-6-

The Gigue is characterised by strong rhythms,
frequent use of a “drone” open string bass,
reminiscent of the primitive instruments of the
-7-
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of the threat of doom embodied in the Fifth. In the
Sixth, this threat is cast aside, and the Suites end
in a glorious affirmation of all aspects of life,
human and divine.

combine to build a single structure incorporating
the physical, mental and spiritual realms in a vast
and extraordinary work, an epic voyage through the
many facets of human life that transcends all
cultures and ages.
David Kenedy. 26th March 2006

David Kenedy
at the Dartington International Summer School,
and holds annual performance platforms at the
Wigmore Hall. His classes have been broadcast on
the BBC World Service. David Kenedy gave a series
of masterclasses at the International Summer
School of the Köln Hochschule in Montepulciano
(Italy) in 2006, and has been invited to hold
masterclasses at the Rubin Academy of Music in
Tel Aviv.

David Kenedy was born in Belfast in 1956, of
Hungarian parents. He studied the ’cello with
William Pleeth from the age of 11, becoming his
youngest pupil, before gaining Masters degrees
from Cambridge (Languages and Literature) and
Yale (Music), where he was a pupil of Aldo Parisot
and winner of major prizes. He later went on to
study with Boris Pergamenshikov.
David Kenedy has a career giving recitals and
broadcasts in Europe and the USA, and his
ˇ
recordings of piano trios by Schubert and Dvorák
with the London Mozart Trio, of which he was a
founder member, were selected as “overall first
choice” in BBC Radio 3’s “Record Review”. He has
twice had the honour of being invited to play in
Jacqueline du Pré Memorial Concerts, at Lambeth
Palace and in the Wigmore Hall, and performed
with the English String Quartet in the London
Festival of Chamber Music. He is a member of the
London Piano Quartet, with whom he is currently
engaged in producing a series of CDs of previously
un-recorded British music.

Fig. 9: Bach’s composition can be seen as an act of creation
mirroring the wonders of the greater Creation he sees all around him.

Viewed as a whole, the Suites can be seen as
Bach’s musical offering to his Creator of a mirror of
all that he sees around him, the labours of a
servant emulating the endless diversity of his
master. The Six Suites, like the Six days of Creation,

*In this performance, the Sixth Suite is performed on a
four-stringed ’cello.
-8-

His ’cello was made by Carlo Ferdinando Landolfi in
Milan in 1758.

Since 1990, David Kenedy has been Professor of
’cello and Chamber Music at Trinity College of
Music, London. He teaches and performs regularly
-9-
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Fig. 1: Cöthen from Matthäus Merian’s
“Topographia” c.1650

Fig. 9: Creation scene from an early engraving
(property of the performer)

Fig. 2: The organ of St Bavo, Haarlem, Holland, built
in 1735-8 by Christiaan Müller.
Reprinted by kind permission of Peter Williams
Fig. 3: Bells of the Church of San Giacomo di Rialto,
Venice, Italy. Photograph by Rachel Kenedy
Fig. 4: Scene from “The Chess Players”
(“Shatranj Ke Khilari”) 1977, by Satyajit Ray
Reprinted by kind permission of Contemporary
Films, London
Fig. 5: Michelangelo Last Judgement, Sistine
Chapel, 1537 to 1541

Thanks are due particularly to Mr. Tristram
Jones-Parry and Dr. M. S. Spurr, former and
current Head Masters, and to Guy Hopkins, Head
of Music at Westminster Great School, for
allowing the use of the magnificent facilities of
the Manoukian Music Centre for the making of
this recording; to Franklyn Jean-Jacques,
photographer; to Gemma Dudgeon for her
artwork; to my eldest daughter Rachel for her
superb artistic contribution, and to her together
with my wife, Rianka, for their steadfast support
and help throughout the formation and execution
of this project, and of course to my mother, who
made this recording possible.

Fig. 6: Line-drawing of Anemone by Rachel Kenedy

Recorded at the Manoukian Music Centre, Westminster Great School, London,
13 & 14 July 2005, 25 & 26 Aug 2005, 21 & 22 Dec 2005
Producer - Mike Purton
Engineer & Editor - Tony Faulkner
Front Cover Illustration - Karl Hearne, Woven Design
Design and Artwork - Woven Design www.wovendesign.co.uk
Photograph of David Kenedy by Franklyn Jean-Jacques, 2006
www.signumrecords.com
P 2007 The copyright in this recording is owned by Signum Records Ltd.
C 2007 The copyright in this CD booklet, notes and design is owned by Signum Records Ltd.
Any unauthorised broadcasting, public performance, copying or re-recording of Signum Compact Discs constitutes an infringement of copyright and will
render the infringer liable to an action by law. Licences for public performances or broadcasting may be obtained from Phonographic
Performance Ltd. All rights reserved. No part of this booklet may be reproduced, stored in a retrieval system, or transmitted in any form or by any means,

Fig. 7: “Sarabande” from “The Art of Dancing
Explained by Reading and Figures” by Kellom
Tomlinson, 1735. © British Library Board.
All Rights Reserved

electronic, mechanical, photocopying, recording or otherwise, without prior permission from Signum Records Ltd.
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Fig. 8: The Wedding Dance in the Open Air (1566) by
Pieter Bruegel the Elder.
Reprinted by kind permission of the Detroit Institute
of the Arts
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