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OVERTURE 
• stately opening section in duple or quadruple time characterized by dotted rhythms; followed by fugal 

section; often closes with return to material similar to opening 
 
Mattheson (1739) 
• “its character must be noble” 
 
 
ENTRÉE 
 
Mattheson (1739) 
• “noble and majestic; sharp and punctuated, not too pompous” 
 
Quantz (1752) 
• played “majestically … bow detached at each quarter note … slurs rarely used, quick notes 

detached” 
 
 
ALLEMANDE 
• almost exclusively appears in solo and chamber instrumental music 
• keyboard allemandes characterized by style brisé, points of imitation, pseudo-polyphonic texture, 

motivic inversion 
• characteristic upbeat of one or occasionally three 16th notes 
• French used allemande as basis of tombeaus 
 
Brossard (1703) 
• "… a grave Symphony, normally in two beats per bar, but often in four." 
 

Walther (1732) 
• "… must be composed and likewise danced in a grave and ceremonious manner." 

 

Mattheson (1739) 
• "… a serious and well-composed harmoniousness in arpeggiated style, expressing 

satisfaction or amusement, and delighting in order and calm, the image of a content or 
satisfied spirit." 
 

Marpurg (1762) 
• "… similar to preludes, in that allemandes are often based on a succession of changing 

harmonies in an improvisatory style. The main difference between the two is that in 
allemandes the dissonances have to be carefully prepared and resolved." 
 

Rousseau (1768) 
• "… four beats per measure … slow, but old-fashioned … those who still play it give it a 

faster tempo." 
 
 



COURANTE 
• origin in France; most frequently used dance movement in 17th-century keyboard suites 
• 3/2 or 6/4, often alternating between duple and triple metre 
• danced close to the ground, without jumps 
• favourite of Louis XIV 
 
Masson (1694) 
• “the sarabande, passacaille & courante must be beat slowly (gravement)” 
 
Freillon-Poncein (1700) 
• “very slow (fort lent)" 

 
Walther (1732) 
• re rhythm, “absolutely the most serious one can find” 

 
Mattheson (1739) 
• “The motion of a courante is chiefly characterized by the passion or mood of sweet 

expectation. For there is a something heartfelt, something longing and also gratifying,  
in this melody: clearly it is music on which hopes are built.” 
 

Quantz (1752) 
• “… the courante is played with majesty, and the bow detached at each quarter note,  

whether there is a dot or not.” 
 
 
CORRENTE 
• origin in Italy 
• early corrente choreographed with numerous hops & springs; music in 6/8 or 12/8; by time of Corelli 

most are in triple metre 
• gay and cheerful, often 8ths or 16ths over simple bass line 
 
 
LOURE 
 
Masson (1694) 
• “is beat slowly (lentement) in 2 equal beats” 
 
Brossard (1703) 
• “… a type of Musette. It is also often the name of an Air and of a Dance which is ordinarily 

written in 6/4 metre, and which is beat slowly or gravely, and in which the first beat of each 
bar is given more emphasis than the second, etc.” 

 

Walther (1732) 
• “… a dance, usually in 6/4, which is slow and ceremonious; the first note of each  

half-measure is dotted which should be well observed.” 



 

Mattheson (1739) 
• “… slow and dotted,” “proud and arrogant,” much loved by Spaniards (included in Gigue 

section) 
 

Quantz (1752) 
• “splendid” 
• “bow detached at each quarter-note” 

 

Rousseau (1768) 
• "rather slow … one dots the first note and makes the second one short … the loure is an old 

instrument similar to the musette on which the dance was played" 
 
SARABANDE 
• origin in Spain, both fast and slow 
• early examples often a colourful, tempestuous, exotic dance with ground bass 
• at court of Louis XIV both a theatrical and social dance; writings of period hint at a passionate or 

mannered performance expressed in pantomimic gestures 
• in instrumental music serious, sometimes tender, always with intensity of expression; the heart of 

many solo suites 
• rhythm typified by combining 2nd and 3rd beats, i.e. with considerable stress on beat 2 
 
James Talbot (ms notes, 1690) 
• “The saraband a soft passionate movement, always set in a slow triple … apt to move the 

passions and to disturb the tranquility of the mind.” 
 
Masson (1694) 
• “the sarabande, passacaille & courante must be beat slowly (gravement) 
 
Brossard (1703) 
• “See Minuetto, the Sarabande being truly only a Minuet, the tempo of which is grave, slow, 

serious, etc.” 
 
Walther (1732) 
• “a grave … somewhat short melody” 
 
Mattheson (1739) 
• “it expresses no passion other than reverence” 
• “serious, expresses ambition” 
• states then when played on harpsichord or lute they can be approached with more freedom; 

advocates doing doubles 
 
Quantz (1752) 
• “majestic … with a more agreeable/flattering expression than the entrée or loure” 



MINUET 
• origin in France 
• dance steps include subtle counter-rhythms to music, as each step takes 2 bars to complete 

 (i.e. as if in 6/4) 
 
Masson (1694) 
• the Chaconne is beat quickly (légèrement); the Menuet fast (vîte), and the Passepied very fast 

(très vîte)  
•  “ … from 2 measures of a Menuet, the dance masters make but one measure of 3 slow, equal 

beats. On the contrary, the music masters beat the Menuet in 2 unequal beats per measure.” 
 
Dictionaire de l’Académie française (1695) 
• “Air à danser dont le mouvement est fort viste. Il se dit aussi de la danse. 

(Air for dancing for which the tempo is very fast. It is said also of the dance.) 
 
L’Affilard (1694) 
• “The Minuet is beat in 3 very quick (légers) beats, or, if you like, in 2 unequal beats. To 

explain what it is to beat 2 unequal beats, I warn you that the first beat must be longer by 
one half than the second, in such a way that 2 quarter notes are needed for the first beat, and 
one for the second, or the equivalent.” (p.98) 

• “In minuets, it [3/4] is beat in 2 unequal beats because of their quickness (légèreté).” (p.86) 
 
Loulié (1696) 
• “The only reason for using 6/4 instead of twice 3/4 is because in 3/4 the good beat (bon 

temps) is not distinguished from the faux temps; and it is for this reason that dancers beat the 
Minuet in 6/4 although it is notated in 3/4.”  

• [explains manner of beating compound duple metre with one downbeat of 3 beats (bon 
temps) and one upbeat of three beats (temps faux)] 

 
Brossard (1703) 
• “A very gay dance which originally comes to us from Poitou. We should imitate the Italians 

in using the sign 3/8 or 6/8 to mark the movement, which is always very gay and very fast; 
but the custom of marking it by a simple 3 or 3/4 has prevailed.” 

 
Walther (1732) 
• “… the metre is triple, namely 3/8, but it is usually beat almost as if in 3/8.” 
 
Mattheson (1739) 
• “… no other affect than that of moderate cheerfulness. If the melody is only 16 bars long 

(and it cannot be shorter), it must have at least some commas, a semi-colon, and a pair of 
periods. If the melody is properly done, one will hear the emphasis clearly; accents, and 
even question marks, should not be absent.” 

 



Quantz (1752) 
• “one plays a minuet nimbly” 
• “The Menuet is played in such a fashion that it almost carries or lifts the dancer up, and one 

marks the quarter notes are marked with a rather heavy, but still short bow stroke.” 
 
Rousseau (1768) 
• “According to Brossard this dance is very gay and its movement is very quick. But on the 

contrary the character of the Minuet is grave and a noble simplicity; the movement of it is 
rather moderate than quick, and one might say that the least gay of all the kinds of dance 
used in our balls is the Minuet. It is another matter in the theatre.” 

 
 
PASSEPIED 
• same dance steps as minuet, but quicker, and playful, flirtatious and even frivolous in character 
• often toys with hemiolas, creating cross-rhythms with the dance steps 
 
Masson (1694) 
• “the Chaconne is beat quickly (légèrement); the Menuet fast (vîte), and the Passepied very fast 

(très vîte)“ 
 
Freillon-Poncein (1700) 
• “a little faster than a menuet” 
 
Brossard (1703) 
• “This is a Minuet, the Tempo of which is very fast and very gay.” 
 
Mattheson (1732) 
• “pleasant frivolity,” “fickle and restless, but without fury or heat,” “like a woman’s room, 

which although inconstant, is yet charming” 
 
Quantz (1752) 
• “lighter and slightly faster than the menuet” 
 
Rousseau  (1768) 
• “felt in one … similar to menuet, except for syncopations … faster” 
 
 
POLONAISE 
• origin in Poland; strong rhythms 
 
Mattheson (1739) 
• 2 types: (1) in even metres; (2) in uneven metres 
• “… a certain open-heartedness and a truly free nature” 



GIGUE/CANARY 

• French gigue lively, spirited, often with “sautillant” figure (e.   xe) 

• Giga: in compound metres 
• tendency in middle and northern Germany to exploit contrapuntal texture in gigue, verging on fugue, 

often with inversion in 2nd reprise 
 
Masson (1694) 
-  “the gigue should be the same tempo as the bourée and rigaudon …canaries are beat a little 

fast than the Gigue.” 
 
Brossard (1703) 
• “… is a piece usually written for Instruments, almost always in triple metre, and full of 

dotted and syncopated notes which make the tune gay and, so to speak, jumping, etc.” 
 
Mattheson (1739) 
• re “usual or English gigues”: “have an hot and hasty zealousness, a fury that soon passes” 
• re “canarie-like gigues”:  they “must move along with great eagerness and swiftness; but 

also they sound a little plain (simple)” 
• re Italian “giga” types: they “strive for the utmost speed or haste, yet mostly in a fleeting and 

not impetuous manner: somewhat like a brook rushing straight ahead.” 
 
Quantz (1752) 
• “The gigue and canarie have the same tempo. If in 6/8 there is one pulsation per measure.” 
• played with a “short, light” bow stroke 
 
Rousseau (1768) 
• "fairly quick … not used any more in Italy, and hardly in France either" 
 
 
GAVOTTE 
• half-bar upbeat (usually 2 quarter-notes) 
• dance typically contains more hops and jumps than the bourée 
 
Masson (1694) 
• “in 2 beats, beat quickly (légèrement)” 
 
Freillon-Poncein (1700) 
• “very slow … like the bourée but more serious … with more touching expression” 

 
Brossard (1703) 
• “… a type of Dance for which the Music is written in two beats per bar, sometimes fast 

(gays), sometimes slow (graves). It is in two strains … the first begins with a pickup of one 
half note, or two quarter notes, or their equivalent." 

 



Walther (1732) 
• “often quick, but sometimes slow” 
 
Mattheson (1739) 
• “Its affect is really that of truly jubilant joy, with a skipping nature, never running.” 
 
Quantz (1752) 
• “A gavotte is almost like the rigaudon, but somewhat more moderate in tempo.” 
 
Rousseau (1768) 
• “gracieux, often gay, sometimes slow and tender” 
 
BOURÉE 
• one-beat upbeat 
• generally faster than gavotte 
• often includes a quarter-half syncopation on 3rd or 7th ‘beat’ (i.e. 2nd or 4th bar) 
 
Masson (1694) 
• “Airs de Bourée & de Rigaudons are beat in 2 fast (vîte) beats, faster than Gavottes & 

Galliardes” 
 
Walther (1732) 
• a happy dance in dactylic rhythm 
 
Mattheson (1739) 
• “more flowing, smooth, gliding and ‘hanging together’ than a gavotte” 
• “…its distinguishing feature resides in contentment and a pleasant demeanor, at the same 

time it is somewhat carefree and relaxed, a little indolent and easygoing, yet charming.” 
 
Quantz (1752) 
• played “gaily” with a “short and light bow stroke” 
 
Rousseau (1768) 
• “frequent syncopations … gai” 
 
 
RIGAUDON 
• in cut-time, 2 or 2/4 
• usually begins with one-beat upbeat 
 
Mattheson (1739) 
• “Its melody is, in my opinion, one of the most charming. Its character is of a trifling joke. The 

Rigaudon is really a cross between the Gavotte and the Bouree, and could be called a 
quadruple bourée [eine vierfache bourree].”  

 
 



Freillon-Poncein (1700) 
• similar to bourée 
 
Quantz (1752) 
• as for bourée 
 
Rousseau (1768) 
• quick [gay] 
 
 
TAMBOURIN 
 
Quantz (1752) 
• "a little faster than the bourée or gigue, otherwise played like it" 
 
Rousseau (1768) 
• "much in style … très gai, jumpy, well-cadenced" 
 
 
AIR/ARIA 
• an instrumental piece with a song-like or dance-like character but lacking the stylistic traits of the 

other types 
 
Brossard (1703) 
• “… means Air of Song, that is, a piece in which the measure is strict and equal, and the beats, 

especially the first of each bar, are well marked. It is almost always rather quick and gay, 
unless otherwise indicated by a term such as aria larga, or affetuosa, etc.” 

 
Mattheson (1739) 
• with and without Verdoppelungen (doubles) (as in Air and Variations) 
• refers to it being a binary “singbare, schlechte Melodie” [singable, poor melody] that can easily 

be modified, varied, &c. 
• is happy this has gone out of favour 
 
 
CHACONNE 
 
Masson (1694) 
- “The Chaconne is beat quickly (légèrement); the Menuet fast (vîte), and the Passepied very 

fast (très vîte).” 
 
Freillon-Poncein (1700) 
- "is beat quickly in 3 or slowly in 1" 
 



Brossard (1703) 
• "This is a piece composed over a four-bar obbligato bass, usually in 3/4, which is repeated as 

many times as the number of Couplets or variations in the Chaconne, these being the 
different melodies composed over the Notes of this Bass. In these sorts of pieces one often 
passes from the major Mode to the minor Mode." 

 
Mattheson (1739) 
• "usually major mode, often with a ground bass … more deliberate than the passacaille" 
 
Quantz (1752) 
• “played majestically" 
 
PASSACAILLE 
 
Masson (1694) 
• “the sarabande, passacaille & courante must be beat slowly (gravement)” 
 
Brossard (1703) 
• "… is actually a Chaconne. The only difference is than the tempo is usually slower that that 

of a Chaconne, the Tune more tender, and the expressions less lively; it is because of this that 
Passacaglias are almost always composed in minor Modes." 

 
Mattheson (1739) 
• "like the chaconne, but a little faster" (explains that chaconnes are often sung, and 

passacailles are only danced, which naturally leads to a faster tempo) 
 
Quantz (1752) 
• like the chaconne, “but played a little faster” 
 
Rousseau (1768) 
• "a type of chaconne but slower, more tender" 
 



PRELUDES, FANTASIES, TOCCATAS, CAPRICCIOS 
 
Mattheson (1739) 
• should sound as if they’re improvised; their affect is “imagination” 
 
 
PRELUDIO 
 
Brossard (1703) 
• “This is a Symphony which serves as an Introduction or Preparation for what follows. Thus 

Opera Overtures are sorts of Preludes, as are also the Ritornellos at the beginnings of Scenes, 
etc. Often one has all the Instruments of an Orchestra play preludes (on fait préluder tous les 
Instruments) to present the Key, etc” 

 
 
FANTASIA 
 
Brossard (1703) 
• “… means Fantasy, or a type of Composition which is purely the result of fancy, so that the 

Composer does not restrict himself to any fixed number of bars or any particular type of 
metre, and uses all sorts of Modes, etc. It is much the same as Capriccio.” 

 
 
RICERCATA 
 
Brossard (1703) 
• “Ricercata means Research. It is a sort of Prelude or Fantasy which is played on the Organ, 

Harpsichord, Theorbo, etc., and in which it seems that the composer is researching the 
harmonic passages that he wants to use in the strict pieces which he is to play afterwards. 
This is usually done on the spot without preparation, and thus requires a great deal of skill.” 

 
 
TOCCATA 
 
Brossard (1703) 
• “is much the same as Ricercata, Fantasia, Tastatura, etc. But what distinguishes the Toccata 

from other kinds of Symphonies is (1) that it is usually played on keyboard instruments, and 
(2) that it is principally composed for the exercise of the two hands one after the other, 
because in these pieces one usually finds pedal points or long held notes, sometimes in the 
bass, while the upper part plays quick notes, diminutions, passagi, tirate, etc., and sometimes 
in the upper part, while the bass or the left hand takes its turn, &c.” 

 


