Ferenc Liszt University of Music |. Research background

Doctoral College (7.6 Music) | had been interested in this topic for a long tiamel my curiosity
was raised by lack of appropriate information. Aligh several
treatises and theoretical works deal with earlinitechnique and
baroque performance practice, the conclusions diawthe authors,

. . however, are often controversial and the gap betwheory and

Theses of the doctoral dissertation: practice is also remarkably wide. | have found thanhy are trying to
prove their own hypotheses with theoretical redeara quotes from
old treatises. The attempt to fill missing gapal& frequent and this
questions the authenticity of otherwise valuabkeaech. The exact

citation of original sources is strikingly rarettme English language,

GERMAN BAROQUE SOLO especially American, literature on the subject anpwtes in the

original language are lacking. Music used in redegapers is often

VlOLlN LlTERATU RE FROM not authentic and the analysis of sources is an@tkak point. Even
serious scholars accept statements (or, often, lusions) from
B I BER TO BACH earlier research without checking the source dootme
There are, naturally, thorough writings with exaatd
faultless data. These, however, are rare and diféault to obtain.

RELATIONSHIPS IN INSTRUMENTAL One major reason for researching the topic wag tha
TECHNlQUE AND COMPOSITION information available in Hungary is meager evercéntain areas of
the subject where there is a rich documentationintérnational
research. An additional practical reason wasekah in the case of
by Bach’s partitas and solo sonatas the study of taeuscript (not to
speak of its use) has not been wide-spread sm Ivedsited to shed
light on the importance of the original score. Ampbrtant aspect of
< - choosing this subject was that only Bach'’s worlksveell-known, the
TAMAS ITTZES Telemann fantasias are somewhat familiar but theksvof Biber,
Westhoff and Pisendel are almost unknown to visiéi Even
musicologists only mention them fleetingly.

All these missing links and uncertainties madeapgroach
the topic mainly from the point of their contactiwthe Bach works.
Several papers refer to Westhoff and Pisendel asirthpiration
behind Bach’s works for solo violin but because,jrmnto lack of
exact data, no facts can be stated about thiseinfie, | have found it
appropriate to examine the question by studying @rdparing the
written scores. Considering the chronological saqaeof the works
studied, the correct title could be ,German Baro@ado Violin is
2008 the duty of every performer to approach the inneaning of the
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Literature from Biber to Telemann” but apparentlgcB is the last
stage in development and quality.

Il. Research methodology

As it follows from the above, | have tried to fooespecially on the
written music by working from manuscripts and fadss (an
exception was the Telemann Fantasias, which | conld obtain in
critical edition). In the case of the Biber Pas$iagahich ends the
Mystery Sonatas and with the Bach solo works | wdrikcom good-
quality reprint editions, which made closer exariora possible. |
received a digital copy of the first edition of tié83 Suite in A
major by Westhoff from Wolfgang Wendel in Germahyvas able
to study the original edition of Westhoff's 1696xSsuites in the
Szeged Library and the manuscript of Pisendel'® Sunata in A
major in the Dresden Library. | also examined thestkoff suites in
the Peters Edition, but the study of the originaisio yielded new
discoveries. | also endeavoured to contact expentsong them
musicologists Michael Lutz from Salzburg whose Hegm grateful
for. Nowadays the wide scale of internet-basedarebecannot be
neglected either. Because of the non-academicaltematized
nature of the information, | have approached the eath a critical
eye and only relied on information which was canid by several
sources and on pages presenting facsimiles ofnatighanuscripts
and treatises. | have also studied homepages atohagical centres
and projects. Because of their inaccuracies, llyarelied upon
information from CD sleeve notes or other similaukes. In the
footnotes | have done my best to give the origafadach quotation
and the exact source of important observationshap the data |
present and the authenticity of my conclusions acuet verified.
However, in order to maintain easy readability b tessay |
refrained from adding footnotes to each sentemcendre significant
places in the paper, however, | have always givVea éxact
information.
| can state that my basic method of research waitas of

that of the doubt of the biblical Thomas. | waspdimal of all major
statements on the subject of my research and hieeetd check all
the sources. At the same time, | have placed thestaguns that
emerged in a wider context and tried to give a nooraplex picture,

one connected to the era, the relations of the@sndings, the music,
the technique of the instrument and the personatach between the
composers.

I1l. Outcome of the research

Perhaps the most valuable result of the dissentasidhat it makes
public in Hungarian a survey of the possibly mogpaortant area and
era of polyphonic violin playing and thus it fiksgap. On the other
hand, | must emphasize that, although my intertias been to give
a complex picture from the point of view of the lingst performer,
by no means do | consider this paper finished asmdpiete. The
main purpose of this paper may be arousing intemnedtserving as a
starting point for later research.

From the point of view of the subtitle (i.e. theidy of the
relationships between violin technique and compmsal technique)
I have not reached a conclusion on purpose. Itfégis a hypothetic
field, which can be supported by musical exampieki¢h | have
done several times) but any definitive statementildioesult in the
rigid conservation of opinion, whereas the realupgaf music lies
in permanent change, the versatility of tastes €ddimg on age,
place, or even the individual performer), in thengnéaced truth of
musical realization. Giving a definitive statememtould be
diametrically opposed to the nature of the examimatkrial.

Although | have sounded my opinion occasionalljave
tried only to outline the possibilities and encage&aeverybody to
reach their own conclusions. This does not meanltba not have
an individual stand or that | do not accept resjimlity for it since,
as a performing musician my interpretation reflentsopinion of the
moment. That opinion, however, must not be rigid tmay change
according to inner or outer circumstances or newsicalogical
information by the next day.

The factual results of my research are mostly dbaseclose
examination of the scores.

The most significant of them is the modern traipsicm
(quasi critical edition) of the 1683 Westhoff suitéhis edition has
not only been unavailable before and thus can bedca pioneering
work, but previous attempts at editing and recaydiincontained
several errors which can be eradicated from now on.



After studying the original edition of Westhoff'$96 suites | could
raise questions which deserve further musicologieakarch. My
remarks are strictly based on the thorough exainimabtf the
notation (contemporary print) and raise question$ taken into
consideration in the Peters Edition, questions wtian only be
safely answered by examining the music paper dndith scientific
methods. Based on the differences in ink but alsarifusical reasons
| doubt the authenticity of some of the notes ia thrtext edition
(and on available recordings).

| believe that in the least exactly academic afeay paper,
that of number mysticism, | have managed to comevitip a few
novel observations, especially in connection whi Bach works.

It is almost impossible to state anything new dltoe Biber
Passagalia which ends the series of his sonatas, since itshab a
rich and thorough literature. However, this workoogs to the topic
examined and | had to include it for completenddse Telemann
fantasias (the only source of which is an unattda@ontemporary
copy and the critical edition based on that copyld not be dealt
with in similar depth as the other works but thpgees also form an
integral part of the complete picture.

The dissertation may also help the Reader to -Hikesme
— wake up to the greatness and importance of Biberkemanns,
Westhoffs and Pisendels; to the fact that they atiter, now
forgotten musicians of impeccable taste, who aeatéd as only
.craftsmen” compared to Bach, were the musician® wiade the
baroque — or any other musical era — so rich, neatand fully
developed.

Finally, | have found it fitting to give my persdr@pinion in
the issue, as if a performer’s creed. For thisdiming a summary of
the closing section of my paper.

| am basically examining the performance (or pigyi
possibilities of the pieces from a practical pahview and focus on
the quantitatively and qualitatively necessary rakmind spiritual
background to them. | have tried to ignore the armstiby today’s
early musicians as far as possible and form my owinion with
baroque and modern violin in hand, studying the imaushave, of
course, utilized written sources of informationg arften quoted from
them. | am convinced, however, that it is an impdedask to make
the reader understand exactly the position of tigriment, the

realization of vibrato, bowing, changes of positianwriting since
written explanation in certain cases can be intdeat in different
ways, and even the most illustrative descriptiomoa compete with
actual presentation. The most important factogasure cannot be
felt in writing. This, of course, is true not onfgr the sources |
studied but also for my own writing. Still, | fedhat even if one
reaches the same conclusions as the experts wheo dtaslied the
topic deeply for years or decades, his knowleddlebeimuch deeper
and much more useful owing to his personal expeeien
Authenticity is not born of a reproduction of antieules and
positions but from inside us, performers. At thaafiaccount, in a
performance it is not the position, the way of @ttathe type of
instrument or bow which is important, but how thexrfprmer feels
and understands the essence of the work. Expdsingeeper levels
of a piece, important and necessary though it ader to relate to it,
must not result in a mannered or scholarly way @&fggmance so
that music itself is lost in the process. It is orfant that both
performer and audience feel that the harmony ofireatiominates
the music andhiarmonia mundi can be, as it were, tangible.
In music, at least in the performance of music hsijzation has no
place. Music is natural; it must sound natural,iobs, it must evoke
natural reactions from the listener. The concoraiatfire and music
is desirable but it cannot be born out of sciedt®ne treads the
academic path, studies the surroundings of theepjedigs into all
kinds of peripheral issues, then he should puteaslibhis theoretical
knowledge and let the music influence him. We carstk to
positions and rules based on tracts and treatieshe time of
composition there were many kinds of tastes, ratati the same
sign could stand for different embellishments, teme dotted
rhythm could be realized differently, bows wereddferent lengths,
strings were of different thickness, there were w@amiber of
fingerings, to achieve certain effects even theintyincould be
changed. We could make a long list of small devares tricks which
were used by composers and violinists to realizeir tlown,
individual, inner ideas. We can reach our goahffer studying the
rules, we cast them aside and try to use our kragelegathered
while examining and studying the rules, to serveawn inner order,
our musical taste. It is impossible to reconstthet baroque era in
ourselves and in our surroundings in its entirétythe same time it



music authentically, in the most complete mannehfmself and his
audience.

Today we cannot well relate globally (using the evamn a
positive sense) to questions of music, we cannauginavigate a
piece and examine it from several aspects and, wiaikes it even
worse, the majority of printed music offers readge® (and more
often than not incorrect or inappropriate) solusiowhich are
accepted by most. Music, however, cannot be madferom Each
performer and composer (and it is a pity thesenare two different
professions) has to go along his own bumpy pagwvantually reach
the road that looks smooth.
| hope that my paper, in addition to its modeseagsh results will
lend a helping hand to this approach to art.
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