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Aspects to the Artistic Analysis and Performance of the Six Sonatas

and Partitas for Solo Violin by Johann Sebastian Bach

Tomislav Dimov, D.M.A.

Tomislav.dimov@uph.edu

Abstract
Though they were written almost three centuries ago, the academic battle over the Six
Sonatas and Partitas for Unaccompanied Violin, and the critique of the scholarly and
artistic authenticity of the performing style and the critically appropriate contemporary
treatment of the presented musical and technological problems have not been
exhausted.

The paper contains a discussion and presentation essentials and some practical
solutions about technical execution problems related to the bow and left hand
technique acquired through personal and practical experience from a lifetime of
performing. Special attention is given to such technical and artistic aspects as the
execution of chords, rhythm and meter, voice leading, acoustic balance, bow leading,
sound projection, phrasing, dynamics, intonation, and vibrato. The analysis of Bach’s
idiomatic treatment of the violin in these works is compared to similar repertoire
written before and after the completion of this cycle. This includes references to pieces
of other composers.

As a result of this “insider’s” view acquired during my pursuit of the highest degrees
from two of the largest violin schools which are placing this cycle equally in the
fundament of the violinist’s education, the paper provides comparisons and exposes
the fundamental differences of the “western” (American) and “eastern” (Russian)
approaches.

The paper also includes an overview of the historic origins of the sonata and partita
genres and a discussion of the artistic and pedagogical goals of the works, as well
points to a coded structure that is hidden inside. A wide spectrum of internationally
diverse sources provides this relatively short essay with a scope usually achievable only

in a much larger format.
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Johann Sebastian Bach'’s father, Johann Ambrosius thought him through an early
apprenticeship®® the basics of string playing to the extent that gave excellent
foundation for Johann Sebastian’s early musical development, fundamental
understanding and interest towards this group of instruments. The violin was the first
musical instrument Johann Sebastian Bach got in contact with.5®

Throughout his early life Bach constantly received string education and
developed his skills professionally during his first appointment in Weimar (1708-1714).
Unfortunately there are not many documented facts from that period. Referring to
that, Christoph Wolf in his book Johann Sebastian Bach: The Learned Musician writes:

“Bach’s privileged post as court organist and chamber musician appears to have
entailed special, if loosely defined, responsibilities for the court capelle, allowing
him opportunities to perform his own compositions as well as works by others.
Regrettably, virtually all musical sources related to Bach’s function as chamber
musician and, later, as concertmaster in charge of instrumental music have
vanished, which makes it impossible to assess Bach’s activities and creative
output in the instrumental sphere. The most reliable, if seriously abridged,
picture of his instrumental ideas can be gathered indirectly from the
instrumental movements of the Weimar cantatas.’””

Direct influence on Bach had Johann Paul von Westhoff, a Weimar court violinist
who Johann Sebastian could meet in 1703, two years before his death in 1705. He is
credited with the first appearance of a Solo Sonatas and Partitas publication that he
made in 1696. Thus it is entirely possible and plausible that Bach started his work on

the cycle Six Sonatas and Partitas for Unaccompanied Violin BWV 1001-1006 in

5% Christoph Wolff, Johann Sebastian Bach: The Learned Musician, W. W. Norton & Company,
New York, 2000.

p.22-23.

56 Vladimir Osipovich Rabei [Braaumup Ocunosuu Pabeii] Sonaty i partity |. S. Bakha dlya skripki
solo - CoHaTbl M NapTuTbl MoranHa CebacTbAana Baxa ana ckpunku cono — [Sonatas and
Partitas by Johann Sebastian Bach for Solo Violin]. Muzyka, Moscow, 1970. p. 5.

37 Christoph Wolff, Johann Sebastian Bach: The Learned Musician, W. W. Norton & Company,
New York, 2000. p.133.
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Weimar around 1714. His later appointment to Céthen was just the place where they
were revealed.
“During 1720 Bach made fair copies of the works for unaccompanied violin, and
must have been preparing the Brandenburg Concertos, whose autograph full
score was dedicated on 24 March 1721 to the Margrave Christian Ludwig, before

whom Bach had played in Berlin while negotiating for the new Cdthen

harpsichord, between June 1718 and March 1719.”58

Peter Williams, in his book A Life in Music, disagrees with the now often used title
Unaccompanied Violin Partitas and corrects it to Six Sonatas and Partitas for Violin

without a Continuo Part. Calling it “doubly misleading” he supports his position with a

very logical explanation

“because the instrument makes its own accompaniment and the composer
himself describes them as senza Basso accompagniato; and ‘partita’ is neither
appropriate for the three sonatas amongst the six works nor entirely so for the
three suites, each of which Bach called ‘partia’.”*®

Without doubt Bach was influenced by other composers like Vivaldi, Corelli, Telemann
and Biber.

Antonio Vivaldi possibly had if not the greatest influence of all. He contributed to
the fusion of his ritornello style with the Bach’s style of German polyphonic
development. It is known that Bach transcribed Vivaldi’s works and it is quite possible
that he got acquainted with the Duo Violin Sonatas Vivaldi wrote. It is interesting that
they are also in a cycle of six solo sonatas in which Vivaldi uses various compositional

techniques: arpeggios, scale like passages, imitation, cross string arpegiatto,

8http://www.oxfordmusiconline.com.www.libproxy.wvu.edu/subscriber/article/grove/music/4

0023pg10?g=bach+johann+sebastian&search=quick&pos=1&_start=1#firsthit Accessed May
5, 2009, 2:05.

5% peter Williams. A Life in Music. Cambridge University Press, 2007. p. 140.
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syncopated rhythm, ornamentation and embellishments. Many of the same
techniques are used by Bach lately in his cycle.

Heinrich Ignaz Biber is the one who composed first sonata for unaccompanied
violin that is known in 1664. Being Kapellmeister in Salzburg, a position that would be
noticed by Bach and being a composer and violinist would make Bach interested in his
compositions.

Arcangello Corelli’s Op. 5 No.12 “La Folia” ends the cycle. Corelli composed this
sonata in a form of a theme with a set of variations which with its technical and
musical diversity is foreshadowing a great deal of the elements that Bach is presenting
and using in the Chaconne.

Interesting predecessor of the Bach’s Solo Fugue and another confirmation that
the work on the cycle started earlier, is his own Fugue in g minor for Violin and
Continuo BWV 1026, one of the chamber pieces a copy of which was made around
1714 by the Weimar town organist Johann Gottfried Walther.%°

It is obvious that nobody had the scope of expertise and understanding of the
violin to attempt creating such cycle as Bach did. His idiomatic writing is going beyond
the achievements of the time and reaches to the modern era, thus is an object of
research and discussion till today.

Bach created a well-balanced and well thought over cycle that not only has
individual movements that can and are performed independently as rounded pieces,
but as well brings together a structure that leads to a wholesome idea. It is obvious the
strict four movement structure of the Sonatas and the free movement structure of the
partitas. There is consistency in placing the Fugue as a second movement of the
Sonata which makes the distinction between the genres even more visible.

There are two important processes developing in the cycle pointing to a super =
structure that might hide some other patterns and codes. The first one is the blending

between the genres.

&0 Christoph Wolff, Johann Sebastian Bach: The Learned Musician, W. W. Norton & Company,
New York, 2000. p.133.
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The Sonata No. 1 is structured as a set of two polyphonic movements including
free counterpoint in the Adagio, which acts like Preludio and then the Fugue as a strict
counterpoint movement. All of this indicates a functional sonata, which could be
performed during church service. Then the surprising event is the inclusion of a secular
movement usually found in the suite, the Siciliana, which is an Italian dance. This is the
first indication that Bach wants to bring the two worlds together (Earth and Heaven)
and combines the form. (As a mirroring effect, at the end of the cycle, in the suite
setting of the Partita No. 3 in E major Bach includes a sonata movement, the Preludio.)
The suite — like tendencies in this sonata are strengthened by the following Presto
which has a dancing - like feel as it can be found in the Gigue, a movement
characteristic for two of the Partitas, No. 2 and No. 3.

The Partita No.1 in b minor has a four movement structure that is so familiar
from the Sonata. Although the Double movements are written independently, hardly
ever can be heard alone without performing the movement they are actually doubling.
The strictness of the variation and the rhythmical background in each of these pairs of
movements reminds the strictness found in the Fugue where everything is under the
command of the main theme. The following Double inverts the “sonata” order by
putting the Preludio — like movement after the main theme. It is also necessary to
mention that the last movement Tempo di Borea by its technical chordal structure in a
lot of ways reminds Fugue. Also the substitution of the Gigue with this Fugue like
movement, thus defying the “set of ordinary” for the suite as Allemande — Corrente —

Sarabande — Gigue and conditionally changing it in to as if it were Allemande —

Corrente — Sarabande — Fugue. All of this indicates in my humble opinion a move from
the suite towards the sonata.

The Sonata No. 2 in a minor is a third piece in the cycle approaching its middle.
In the beginning Bach places fairly large Grave and Fugue that “mirror” in their place
the Chaconne which is at the end of the Partita No.2. The intention to balance these

movements by outweighing the Chaconne is obvious.
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The Partita No. 2 in d minor has the most common set of movements found in
the genre and one would expect it to be the “suite’s” suite. Allemande is a German
dance and it “features a variety of steady rhythms, mostly sixteenth and sixteenth —
triplets, with occasional pairs of thirty seconds).”® This is a very simple explanation to
the point that | would have to disagree. | view these “rhythms” not only as an
empirical tool of musical rhythmical thinking and motive division, but Bach goes much
further, by giving each of them a personality (similar to those which Richard Wagner
far later is going to introduce in his Operatic Tetralogy “The Ring of the Nibelungs” by
assigning the leading motive or the leitmotif [ Leitmotiv — German] to each of his
personalities, heroes and even physical items and events that occur during the operas)
that through set of expositions, juxtapositions, variations and fusions come together in
to a struggle which through a catharsis resolve in to the chord at the end of the first
half of the Allemande, and continue as philosophical thoughts that lead to acceptance
and reconciliation at the end of the movement. There is a pattern in to these rhythms
that might point to a completely new code structure of musical material.

With full seriousness the Allemande, the Corrente and Sarabande are
foreshadowing of the musical material of the Chaconne. The fullness of the joy of life
in the Giga is substituted with a seriousness of the dance that can be viewed as the
dance of the Death. This is just another variable added by Bach.

The Chaconne is the biggest of the movements from the entire cycle lasting
aimost 20 minutes. For instance in Telemann’s Gulliver Suite for two Violins Solo the
“Chaconne of the Lilliputians” is a fast and joyful dance only 26 seconds long®. The
final transformation of a fairly jolly dance that the Chaconne represents in to a massive
piece speaking about the life, death and possibly the seven stages of grief, indicates
that Bach is preparing a funeral service and reveals layers of coded messages. This

turning of a suite in to sort of a functional Sonata by only addressing the change in

©1 Joel Lester. Bach’s Works for Solo Violin, Oxford University Press. New York, 195:19._ p. 139.
62 Bach, Johann Sebastian. Bach, J.S.: Sonatas and Partitas for Violin Solo. VIn. Christian Tetzlaff.
Hanssler Classic, MP3 download ASIN: BO02VQ1QS6, 2006. Recorded 2005.
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character of the music and its expression is extremely out of ordinary and in many
ways is far ahead of its time. In a way it foreshadows what is happening in the
character pieces and symphonies by Brahms where the absolute music is created
without the program, but we can still strongly feel their hidden meaning.

The different types of arpegiatto figures used are far more difficult than the
ones found in the music of Vivaldi. The passages recreating the wind in the middle of
the Chaconne are powerful association that also goes far ahead, as it is reminiscent of
what Prokofiev uses to portray the “wind at the cemetery” in his Violin Sonata No. 1.
This suggestion was given to me by my teacher from Moscow, Prof. Anatoly Kiselev
and to him it was pitched by his teacher, David Oistrakh. Also Mr. Vladimir Rabei
mentioned that to be a quote from a book by another soviet author. Unfortunately
Mr. Rabey, neither Prof. Anatoly Kiselev and David Oistrakh aren’t among us anymore,
so the connection to this source had been severed.

The Sonata No. 3 in C Major brings reflection of the moods found in the
Chaconne is transferred in to the Adagio, the opening movement of this Sonata. The
choice of the “marcia funebre” rhythm greatly contributes to the “minor in the major”
feeling, which Bach creates here. Here we can notice also the second tendency of the
cycle, the second process of “heading towards the light”, the transformation of the
tonalities from minor to major. The full quote of the main theme from the Preludio (a
perspective wedding proposal) in the closing movement of this sonata, the Allegro
Assai, is indicating the completion of the musical and moral transition as observed in
the seven stages of grief.

The Partita No. 3 in E Major can be viewed as completion of the journey from
“darkness” to the “light”. This is also supported by the tonal reference between the
Sonata No. 3 C Major and Partita No. 3 E Major — C-E- Picardian — the common
enlightened” ending of Bach’s sacral pieces.

The Preludio is a non — suite movement with a free counterpoint structure
usually found in the Sonatas and as an introduction to a Fugue. Here the Preludio is

taking the form and the musical development from the sonata and the dancing feel
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and expression from the suite — partita. The uplifting mood of the sweetness of love
that can be portrayed in the Loure and the exuberant expression of happiness in the
consecutive movements, the Gavotte en Rondeau, the two Menuets, the Bouree and
the Giga, in my opinion represent the celebration of life and its cyclic renewal. | am
not surprised why the Loure is a frequent wedding music piece of choice, as well as the
rest of the movements from this partita.

Strong analogies about how the entire cycle is built can be found if we look in
the structure of the state of mind known as The Seven Stages of Grief described as:
shock, denial; anger; guilt; pain and sorrow; release and resolution; and return to the
willingness to love®? or as scholarly categories of: Losing Focus; Minimizing the impact;
The Pit; Letting go of the Past; Testing the Limits; Search for Meaning; and
Integration.®® In many ways the Sonatas No. 1 in g minor and 2 in a minor and the
Partita No.1 in b minor can be related to the states of shock, denial, anger and guilt.
The shock can be related to the long and oblivious phrases with long passages played
after long chords like in the Adagio g minor and anger can be found in the Allegro a
minor. The Partita No. 2 in d minor can be related to the pain and sorrow, while the
first two movements of the Sonata No. 3 in C Major can be related to the release and
resolution. The lovable Largo and full of joy and energy Allegro Assai from the Sonata
No. 3 in C Major and the whole Partita No. 3 in E Major can be related to the return to
the willingness to love.

There are many facts that corroborate the theory that Bach compiled this cycle
having a pedagogical tool in mind. The second Weimar period (1714-1717) of Johann
Sebastian Bach’s life plays most significant role in the final “making” of the Master

Composer.

3 http://www.angermanagementresource.com/stages-of-grief.html Accessed May 5, 2009
14:26.

©% Jo Manion. Understanding the Seven Stages of Change. The American Journal of Nursing, Vol.
95, No. 4 (Apr. 1995), Lippincott Williams & Wilkins. pp. 41-43.

Stable URL: http://www.jstor.org/stable/3471321 Accessed May 05, 2009
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As a Concertmaster Bach was responsible for the quality of the performance and
he played the solos, but he also created a system of education for the members of the
orchestra (which is consistent with the creation of the cycle), activity that is going to
shape even further his understanding and organizational thinking about the violin and
its possibilities.

“For cantata performances under Bach’s direction, it is safe to say that the

concertmaster led the capelle from the first violin. Carl Philipp Emanuel Bach

writes that “in his youth, and until the approach of old age, he played the violin
cleanly and penetratingly, and thus kept the orchestra in better order than he

could have done with the harpsichord.”®

As stated in the Richard R. Efrati's book Versuch einer Anleitung zur Ausfiihrung
und zur Interpretazion der Sonaten und Partiten fiir Violine solo und der Suiten fiir
Violoncello solo von Johann Sebastian Bach [Treatise on the Execution and
Interpretation of the Sonatas and Partitas for Solo Violin and the Suites for Solo Cello
by Johann Sebastian Bach] the manuscript we have today is the original and it is in
Bach's own writing. The problems coming out of copied manuscripts, as in those even
coming from Anna Magdalena Bach like the only existing copies of the Cello Suites,
there are slurs that are moved "to the right" or are placed carelessly, missing chords
and incomplete part writing. Vladimir Osipovich Rabei [Bragumup Ocunosuu Pabei]
emphasizes the same problem in his book Sonaty i partity I. S. Bakha dlya skripki solo -

CoHaTbl M napTutbl MoraHHa CebactbaHa Baxa gna ckpunku cono — [Sonatas and

 Christoph Wolff, Johann Sebastian Bach: The Learned Musician, W. W. Norton & Company,
New York, 2000. p.157,

6 Richard R. Efrati. Versuch einer Anleitung zur Ausfiihrung und zur Interpretazion der Sonaten
und Partiten fiir Violine solo und der Suiten fiir Violoncello solo von Johann Sebastian Bach
[Treatise on the Execution and Interpretation of the Sonatas and Partitas for Solo Violin and
the Suites for Solo Cello by Johann Sebastian Bach). Atlantic Musikbuch Ferlag, Zurich, 1979.
p.13.
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Partitas by Johann Sebastian Bach for Solo Violin].%” He states that Konstantin Mostras
who created the Russian edition of the cycle, had access to the same original Efrati is
referring to, therefore the Russian violinists have good source of Information®s,

The understanding of the bow leading and its connection to the execution of
chords, the voice leading and their acoustic balance and the sound projection has
possibly changed through the time and many of the sources stress that. Some of them
are standing on the positions "how it was then", "it should not be changed and we
need to do everything to keep it that way", like in the Jaap Schréder's book Bach's Solo
Violin Works - A Performer's Guide. ®° He requires loose gut strings, baroque bow and
special bow holding. All of these elements are not hard to recreate, providing
someone is going to change the bass bar of the instrument, now projected to sustain a
pressure from the strings in vicinity of 60 pounds. This provision already makes the
instruments of today unsuitable for such practice because the gut strings give just a
half of that weight, which says the habits of the time should stay in the time. Even
more, many times Bach used scordatura - tuning of the "old" strings for a third higher
so he could achieve the brilliance of the violin closer to the way it is understood today.
‘9 1t is also conceivable that Bach was on the "innovative" side always opposing to the
"conservative". | do not think Bach would have asked to "reinvent the bicycle" if
already one existed. Therefore the practice of holding the bow closer to the center in
order to imitate the Baroque bow, like sometime requested by conductors is in my
opinion also wrong. What happens then is the system of the correct bow weight
distribution and playing with relaxed hand is impaired and the system of muscles must

kick in. Then the movement of the bow from smooth and constant, changes in to jerky

€7 Vladimir Osipovich Rabei [Bnaaumup Ocunosuu Pabeii] Sonaty i partity I. S. Bakha dlya skripki
solo - CoHaTbl M napTnTel MoraHHa CebacTbaHa Baxa AnA ckpunku cono — [Sonatas and
Partitas by Johann Sebastian Bach for Solo Violin]). Muzyka, Moscow, 1970. pp. 85-89.

88 Vladimir Osipovich Rabei [Baragumup Ocunosuy Pabeit] Sonaty i partity I. S. Bakha dlya skripki
solo - CoHaTbl M NnapTUTbl MoranHa CebacTbana Baxa Ana cKpunku cono — [Sonatas and
Partitas by Johann Sebastian Bach for Solo Violin]. Muzyka, Moscow, 1970. p. 78.

% Jaap Schréder. Bach’s Solo Violin Works - A Performer's Guide. Yale University Press, New
Haven. 2007.

70 Lester, Joel. Bach’s Works for Solo Violin, Oxford University Press. New York, 1999. p. 8.
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and reduced - closer to "picking" the string (like in fiddling folk music), and
technologically moves away from the hundreds of years of research and of trial and
error defining the defaults of the school of violin playing. That is exactly what Schréder
is requesting, a small sound and "picky" strokes. In my opinion, the "purity" of the
style should be achieved by full transformation of all factors.

In other source Efrati is referring to somebody | would rather believe: "Leopold
Mozart™ (Chapter I, Number 11) advices the beginner to produce a strong tone at all
times, never to play weakly or quietly."”2

My approach to the bow holding is to keep it as much as low on the bow in
order to use bow's weight and not to engage the pressure which is going to stop the
hand in properly changing the bow and would interrupt the phrase. This way the
default reflex is clean and accents can be added only when necessary.

Maybe one of the most important moments in judging musician's ability is how
he or she comes out of the first long chord of the Adagio in g minor. A combination of
bow speeds and weight distribution has to be used in order to prolong the phrase and
have enough of the bow's length to finish it and change the direction properly. Only
the early breaking of the chord as low as possible at the frog can provide that
advantage. | remember how Mikhail Israelevich Fihtenholz (a student of Stoliarsky and
schoolmate of Nathan Milschtein and David Oistrakh), in May of 1985, not long before
his passing, gave a master class in the "Gnessins" Russian Academy of Music. He

exactly spoke about that particular moment of bow change where he added little

1 Leopold Mozart. Versuch einer griindlichen Violinschule [A Treatise on the Fundamental
Principles of Violin Playing] 2nd edition. Oxford University Press, New York,1985, c1948

2Richard R. Efrati. Versuch einer Anleitung zur Ausfiihrung und zur Interpretazion der Sonaten
und Partiten fiir Violine solo und der Suiten fiir Violoncello solo von Johann Sebastian Bach
[Treatise on the Execution and Interpretation of the Sonatas and Partitas for Solo Violin and
the Suites for Solo Cello by Johann Sebastian Bach]. Atlantic Musikbuch Ferlag, Zurich, 1979.
p. 210.
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"contrary" motion from the left hand in order to support the sound at the end of the
bow.

The following execution of the passage and the rhythm there is discussed by
Efrati”® from the stand point of improvisation, placing the small notes closer to the end
of the value of the beat they are part of, like in French "double dotting". He refers to C.
P. E. Bach as a source for this statement. It is quite logical manner of performance.
Rabei pursues the opposite.” Having so many opinions, just confirms the remarkable
applicability of this cycle to everybody who is able to make sense and create a viable
and creative structure. Bach was himself a champion in structured thinking, so every
new one has its values and should be accepted. | am fascinated with structured
thinking and welcoming my violin students to what | refer to as "course of structural
thinking". That is why | stand closer to the practice of performing the music exactly as
is notated by Bach and with contemporary performance. We are contemporary players
and we perform for audience that has much more precise sense of rhythm imposed by
computerized music, samplers, rhythm machines and the way of life itself, which in
many ways is much more strict and rhythmical then the one in the time of Bach.

At the same master class, Fihtenholz was talking about the usage of trills and
ornamentations. | find that approach close to what Efrati is writing in his book. For
instance the preferred use of a Prédlltiller - a fast moving trill with an appogiatura and
with rounded ending, was also Fihtenholz choice.

The execution of the chords in the Fugue always raises questions. Today we have
a bow constructed according to the modern requirements and so is the bow technique

thought through the modern schools. If we make an assumption that the violin bow is

73 Richard R. Efrati. Versuch einer Anleitung zur Ausfiihrung und zur Interpretazion der Sonaten
und Partiten fiir Violine solo und der Suiten fiir Violoncello solo von Johann Sebastian Bach
[Treatise on the Execution and Interpretation of the Sonatas and Partitas for Solo Violin and
the Suites for Solo Cello by Johann Sebastian Bach]. Atlantic Musikbuch Ferlag, Zirich, 1979.
p. 24.

74 Vladimir Osipovich Rabei [Bnagumup Ocunosuy Pabeit] Sonaty i partity I S. Bakha dlya skripki
solo - CoHaTb! ¥ NapTuThl MoraHHa CebacTbaHa baxa Ana CKpUNKK cono — [Sonatas and
Partitas by Johann Sebastian Bach for Solo Violin]. Muzyka, Moscow, 1970. p. 92.
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not going to change, the bridge and the neck of the violin are not going to be flattened
and the strings will not be tuned almost tone and a half lower then today, that the
base bar of the instrument is not going to be with reduced tension, the technique
should stay contemporary. If we are to change the bow to a curved one’, loosen the
hair and put the hair it in to a bow as a round bunch instead of a stripe, also flatten the
bridge and lower the tuning, along with the other structural interventions to the
instrument, then the technique is going to be totally different. As a modern violinist, |
feel that technique should reflect what is possible to be done today, within our means,
providing convincing performance. The innovations and advancements in the
construction of the instrument should cause the technique to adjust to the sound and
execution requirements. Somehow the "retrograde movement" does not view the
necessity of sound improvement and its stronger emission - the area why the
enhancements of the violin and the bow were introduced in a first place.

Therefore any answer is respectful from the point of view from which is taken.
So | feel that any approach that is providing the most of the full sound of the chord as
three notes, and broken when four, is acceptable if the leading melodic line is well
balanced and can be heard as the primary line wherever it occurs.

A completely different approach is the Albert Schweitzer supported
performance by Rudolf Gihler’® who is using a curved bow’” that enables him to play a
four voiced melody structure at once. That just confirms my stance that partial
introduction of changes, both constructional and technical, doesn’t constitute a new
style.

The performance of Henryk Szeryng of the Bach Sonatas and Partitas that
occurred in early 70-s is for me still the most fulfilling and striking in that matter. The

fullness of sound and richness of expression can be compared as watching black and

7S Michael Sartorius. http://www.baroquemusic.org/barvinbo.html Accessed January 10, 2016.

76 Bach, Johann Sebastian. Sonatas & Partitas for Solo Violin Played on the Curved Bow. Vin.
Rudolf Gahler. Arte

Nova Classics, BMG, ANO 675010, 2008. Recorded 1998.

77 Michael Sartorius. http://www.baroquemusic.org/barvinbo.html Accessed January 10, 2016.
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white TV versus Color. However the types of performances like the violinist Rachel
Podger, Christian Tetzlaff and others fond of the Historically Informed Performance,
are absolutely viable and it is a question of a preference and personal taste as a
listener and a performer which one would chose.

The same discussion can be transferred to the intonation and the vibrato. In
general the vibrato is an expression tool that can be used in the same context as
crescendo and decrescendo, thus increasing and decreasing the amplitude and the
frequency of it. It did not become significant tool till after the time of Leopold Mozart
who was if not the first that encouraged its use. In case of the Bach pieces it is obvious
that the vibrato cannot be used in romantic context or in context of big and prolonged
crescendo and decrescendo since Bach never marked any of them. For that purpose |
am recommending the International Music Company 1971 edition of the Sonatas and
Partitas with lvan Galamian as editor.”® This edition includes the facsimile of the
autograph manuscript where clearly can be seen that there are no dynamics markings
whatsoever except the couple piano and forte markings in echoing passages of the
Allegro in a minor and the Preludio in E Major. Therefore | prefer using the vibrato in
the context of the meter, by coloring and enhancing the importance of the notes
found on the "thesis" of the beat, those showing the melody line and/or those that are
long enough to be "kept alive".

The performance of the Chaconne is the most challenging task of all of the cycle,
not only because of its length, but also because of the unique combinations of musical
and technical problems that it poses. The most important factor is the choice of the
correct tempo in which the performer is going to be able to express everything but is
not going to lose in technical sense. As an expression tool the slower tempo is allowed
with the introduction of the D major episode. The chord execution in the Chaconne is

within the same parameters | stated before. Interesting approach is the one of Max

78 ).S. Bach. 6 Sonatas and Partitas s. 1001-S.1006 for Violin Solo. International Music Company,
New York. 1971.
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Rostal.” He criticizes Henryk Szeryng's retaking of the bow while performing the first
variation of the Chaconne because of the dotted rhythm created by that. He suggests
in the Summary of his edition of the cycle issued by Peters in 1982, that he prefers full
unrepeated chords with direction from the bottom or above if necessary in order to
land on the voice of the leading melody. The occasional returns are to be given to the
lowest part of the bow in order to shorten the hand's journey. This is possible only
with extreme awareness of the position of the pinky on the bow in order to control the
behavior of the tip of the bow.

The common problem in the performance of the detache and the choice of the
right spot for it occurs in the Preludio from the Partita No. 3. Many performers place
the detache in the top part of the bow and this way have to increase the elbow
movement in order to place it in to the correct plane of the changing string.
Unfortunately the tempo is so fast that it is almost impossible to catch - up and the
hand gets tired quickly or the sound quality starts to deteriorate. The solution is
placing the detache close to the balance point of the bow, where the changing of the
strings is going to happen without extreme effort. The problem of the increased
weight of the bow at that point can be reduced by letting the bow lay on the pillows of
the well-rounded fingers of the bow grip.

Six Sonatas and Partitas for Solo Violin proved to be, and it is remaining to be
one of the most significant cycles written for violin. It is a source of debates and the

deeper analysis points to a coded structure that needs to be researched.
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