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I. Research background

In my capacity as the leader of Capella Savarid,tha founder of
Authentic Quartet and Trio Antiqua, | have proved commitment to
the historical performing style on CDs and at cotsca great number
of times. | have been involved in baroque violiayphg for over 20
years, the principles and virtues of which | attertgp apply when
teaching modern violin. | perform both on authergapies and on
modern violins and since | have played quite a pésces written by
contemporary composers | have had ample opporgnid observe
the similarities and differences between the tvpesyof instruments. |
have played the works of relatively unknown baroquel classical
composers, whose names only seldom feature on d@rogrammes;
e.g. violin concertos by J. Kraus, L. Tomasini,bgr Michael Haydn
that had not been performed before, but my enserhbk also
recorded string chamber music rarities, which thdience could hear
on CD or on radio.

Modern violin pedagogy tends to focus on learning perfect
technique and we only very rarely get clear ingtomcas to the
performing style of a particular piece. The pregapger intends to fill
this particular gap, because there are a large aumwibgood violin
players, but significantly fewer musicians, in tpenuine sense of the
word, who are familiar with the appropriate style perform a
particular piece in. This paper has a secondargctibg; to help put a
particular emphasis on the theoretical knowledgeappropriate

musical tenets. | have also deemed it essentiptdeide a summary



of the practical experience | have gained on thiedpee violin, a large
proportion of which can be employed for the modeatin. Once you
have acquired a performing style on an authenstrument, you will
have a different approach to the modern violinleailble attitude that
| consider to be highly beneficial for the play&rtrue musician ought
to be interested in the music of different pericalsg s/he should not
only be familiar with the individual rules of a gin period but should
be able to apply its relevant rules as well. Imgary, early music is
not taught in the framework of a systematic instial education,
one of the reasons why | regarded it as vital torsarise my
experiences in this field. | believe that the cantef this paper might
be most useful for those learning to play the modeolin, as well as
for their instructors, who understand that beingif@ar with an
authentic performing style is essential in earnliersical styles. | have
attempted to highlight a few items of the relev@etature that | have
found useful, and would like to provide the readéh a system that |

hope will work in practice.

Il. Sources
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| have used and compared these pedagogical woréa eitempt to

create my individual violin technique; and | haweiiid these books

absolutely indispensable in learning the correterpretation of a

piece of music. These works are not only mandafaryearning to

play the baroque violin but also to perform baroguml classical

pieces on a modern violin as well. It is not byident that Robert

Donington’s book is the first item on the list, base this book served

as a solid fundament upon which | could base nthé&urreadings.
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o Péteri, J. (1987)Régi zene JEarly Music 2] BudapestZenentikiado.
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I1l. Methods

Theory and practice cannot be separated on thi diescience,
and for this reason | have attempted to employ lasibects in the
appropriate proportion during my career as a vistlinThose playing
on authentic instruments only very rarely perform the modern
violin, and thus they tend to take little or noioetof several other
works of the literature of music. Therefore, | bek it is absolutely
essential that we have a comprehensive knowledgemy of the
music of different periods but also of the instrumseused during
these ages. One can only acquire the rules of #mmus musical
languages in an authentic manner by systematisallyying the given

musical period. Contemporary violin teaching islimed to focus on

the acquisition of modern techniques, and thereflmigemethod often
fails to employ the adequate musical and techrscéutions when

playing earlier music; most typically due to cemtahanges over time
in the instrument itself. My attempt was to addresse of the most
controversial issues and provide some answers erbésis of my
theoretical knowledge and hands-on experience witgetting lost in

the detalils.

The use of the various musical embellishments hesya been a
problem for violinists. Employing vibrato or trills a stylistic manner
is vital in the interpretation of earlier musicatripds; a topic that
received a special emphasis in this paper. | gitednto collect
relevant documents from all possible sources, évirey contained
controversies here and there. To be able to chdeseadequate
musical solutions one shall not be content with@dugh knowledge
of rules, s/he will also need to have an extensgpertoire. | use the
proposals, detailed in this paper, in my work basha violin teacher
and as a violin player. When writing this paperelied very heavily
on my experience gained on the stage with therdifiteinternational

ensembles and with my own chamber orchestra.

IV. Results

One of the most important results |1 have achiegethat | have
managed to become familiar with, perform and reocgude a few
works written by so far unknown or undeservedly gligten

composers. It is also of great importance thatnl play these pieces



on authentic instruments, an experience that alimeso apply their
different sounding and technique when playing thedenn violin. |
have also been given the opportunity on a regudeisbto pass my
knowledge and expertise on to students of the hb@rogolin at
national and international courses. During thesenev | became
acquainted with the interests and the various napploaches of the
young, upcoming generation.

| receive invitations to conduct training coursesddhat music
schools, where the topic of appropriate interpratadften features in
the course programme. | am also involved in secgndad tertiary
violin teaching, and as an acknowledgement for mgcessful work
as a violin teacher | was awarded with the Fereatast Prize in
2008.

V. Documentation

CD recordings with the Authentic Quartet on authentic instruments:
e G. Lickl : String quartets / Hungaroton 2004/.
e P. Lappi: Canzone with Sonatores Pannoniae/ Hutma904/

N.Zmeskall: String Quartets / Hungaroton 2005/

F. E. Fesca: String quartets / Hungaroton 2006/

J. G. Albrechtsberger: String quartets / Hungar@@dy/

J. Wlfl: String quartets / Hungaroton 2008/

C. Ph. Stamitz: Clarinet quartet with Lajos Rozntdnngaroton 2008/

J.B.Vanhal: Fortepiano quintet with Miklos Spartfuhgaroton 2008/
e F. Krommer: String quartets / Hungaroton 2009/

CDswith Capella Savaria as a soloist on authentic instruments:

* Telemann: Violin Concertos / Hungaroton 1995/

« Vivaldi: Spring / do-1& studié 2000/.

 J. Haydn: Violin Concerto in G major / do-la stu@i@02/.

e W. A. Mozart: Violin Concerto in A major / do-ladtié 2003/.

* W. A. Mozart: Violin Concerto in G major / do-1&lsli6 2004/.

 J. Haydn: Sinfonia Concertante / do-la stadio 2009/

CD recordings with other ensembles:

e E. Walckiers: Trio with Gergely Ittzés and Ditta Heann /Hungaroton
2007/.

« J. M. Leclair: Sonata in G major with the QuirinGsnsort /do-l14 studio
2008/.

My activities involve: performing violin concertazn authentic
instruments written by G. Ph. Telemann, L. TomasiniKraus, and
M. Haydn; the concerts were recorded by the HuagaRadio; giving
concerts on a regular basis in the Hungarian radiwarious musical
festivals in Hungary and abroad; conducting tragniourses, being a

member of juries, and acting as a professor ay eaukic courses.



