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Performer’s Note
Art transforms us in many and varied ways, stimulating a primary sense then
continuing, via countless subjective resonances, to others; the more senses art
engages with, the more powerful it becomes. Further, there is an internal shift we
can make whereby we cease to be mere observers or ‘consumers’ of art and enter
into a personal relationship with it, forgetting the means by which we are moved.
At this point the creator ceases to appear as a distant and unapproachable being
FRQǌQHGWRDWH[WERRNRUELRJUDSK\DQGZHFDQHVWDEOLVKDSHUVRQDOUHODWLRQVKLS
despite our temporal separation – as we look at a canvas by Leonardo da Vinci we
look into his eyes, as we read John Donne or Andrew Marvell we listen quite literally
to their voices, as we secretly sneak a touch of a sculpture by Michelangelo we
brush hands with him (happily this last phenomenon is a sculptural connection
DǋRUGHGWRYLROLQLVWVRQDGDLO\EDVLVDVZHKDQGOHRXULQVWUXPHQWV :LWKPXVLF
the most abstract of all the arts, this contact with the creator is at the same
time more profound and much more elusive. While nobody would, or could deny
music’s very real potential to impact upon us on all levels, the routes by which this
takes place are very hard to pin down; we look on bewildered as, in response to a
particular passage, goosebumps appear, our stomach knots, tears well up or we
get a glimpse of that all-encompassing feeling of connection with all things and all
times which Arthur Koestler described as ‘the oceanic sense’.
Our time-defying link with the composer seems to be of a far higher order
than in any other artistic endeavour; as though for a composition’s duration we
literally inhabit another brain with all its experiences and associations, emotional
and intellectual. In the case of J.S. Bach this synaptic intimacy can be quite
overwhelming. Through an incredible synthesis of content and structure, Bach
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RǋHUVDPXVLFDOXQLYHUVHZKLFKLVEUHDWKWDNLQJLQLWVVFRSHEXWDOVRVRQDWXUDODQG
organic that we stand back in wonder as if to say ‘why didn’t I see/hear that?’. The
truth is obvious once someone shows you the way. To anyone studying Bach’s
Sonatas and Partitas for solo violin this inexorable forward-thrusting logic actually
presents a serious obstacle to well structured practice; many violinists will attest
that no sooner have you started work on, say, the G minor Fugue with the intention
RISHUIHFWLQJDIHZSDUWLFXODUEDUVWKDW\RXǌQG\RXUVHOISOD\LQJRQKHOSOHVVO\ EXW
KDSSLO\ WRWKHHQGRIWKHSLHFH%\GLQWRI%DFKšVNQRZOHGJHRIDQGSURZHVVRQ
WKHYLROLQDOOYLROLQLVWVDUHDǋRUGHGDQRSSRUWXQLW\IRUDNLQDHVWKHWLFFRQWDFWZLWK
KLPWKDWQRQYLROLQLVWVDODVFDQQRWH[SHULHQFH$VKHJXLGHVRXUǌQJHUVRYHUWKH
four strings, literally taking us by the hand through these incredible creations, the
notion of ‘interpretation’ seems irrelevant; the structure is so profound and so
perfect we can only approach the music as we would a Socratic dialogue, asking
questions of the master and receiving successive mind-expanding answers which
lead eventually to musical enlightenment. The exact nature of this wordless
FRQYHUVDWLRQLVPDJLFDODQGHOXVLYHEXWLWVSURIRXQGHǋHFWFDQQRWEHGHQLHGOLNH
the darshan of a sage from which we leave respectfully, humbled, changed.
© Pavlo Beznosiuk, 2010
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Sonatas & Partitas For Solo Violin
Bach’s Sonatas and Partitas for solo violin were completed at Cöthen in 1720 and
represent the culmination of the German tradition for unaccompanied violin, a
tradition which combined extreme virtuosity with the German love of complex
FRQWUDSXQWDOWH[WXUHV:KDWWDNHVWKHVHZRUNVHYHQEH\RQGWKHOHYHORIGLǎFXOW\
RIWKHFHOORVXLWHV FRPSRVHGDURXQGWKHVDPHWLPH LVWKHFRPSOH[LW\RIWKH
double stopping, especially in fugal movements. The three sonatas are all based
RQWKHIRXUPRYHPHQW,WDOLDQPRGHO VORZŞIDVWŞVORZŞIDVW DQGDUHDQDODJRXV
to the violin sonatas ‘in church style’ of Corelli. The preludes to the sonatas in
*PLQRUDQG$PLQRUFRQWDLQH[WUHPHO\ǍRULGRUQDPHQWDWLRQRYHUDUHODWLYHO\
VLPSOHFKRUGDOŠVWRU\š:KLOHWKHHODERUDWLRQVWKDW&RUHOOLRǋHUHGIRUKLVVRQDWDV
were by means of advice or example, Bach’s are mandatory, the apparently
spontaneous ornaments actually forming a musical argument in their own right,
responding to one another, matching and contrasting. The C major prelude adopts
DVRPHZKDWGLǋHUHQWVW\OHVRXQGLQJUDWKHUOLNHDVWULQJVLQIRQLDZLWKLWVH[SDQVLRQ
ŞLQWKHǌUVWǌYHPHDVXUHVŞIURPRQHWRIRXUYRLFHV9LUWXDOO\HYHU\EDUFRQWDLQV
WKHVDPHGRWWHGǌJXUDWLRQ DVHQVHRIPRWLYLFWDXWQHVVWKDWLVHYLGHQWLQ%DFKšV
YHU\HDUOLHVWNH\ERDUGDQGFKRUDOZRUNV WKLVJLYHVWKHSLHFHDWKUHDGWKDWVXVWDLQV
RXUDWWHQWLRQIURPWKHEHJLQQLQJbWRWKHHQG
Among the most remarkable movements in Bach’s unaccompanied string
music are the three fugues that form the second movements of these sonatas.
Not only does the medium of the single violin have to present the multiple entries
of a fugal exposition, it has also to give the sense of contrast, light and shade in
the episodic sections that take us momentarily away from the subject. There may
well be a crossover between Bach violin fugues and those he played on the organ:
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certainly the G minor one appears in an organ version and it might well be that the
fugue from the famous Toccata and Fugue in D minor began as a violin piece. It
would be interesting to know if anyone could have guessed that the G minor Fugue
ZDVRULJLQDOO\ZULWWHQIRUYLROLQKDGRQO\WKHRUJDQYHUVLRQVXUYLYHG,WbFRQWDLQV
DUHPDUNDEOHYDULHW\RIǌJXUDWLRQDQGFRQFRPLWDQWSOD\LQJWHFKQLTXHVWKXV
challenging the player to preserve a sense of continuity. Even more ambitious,
in terms of compositional and technical challenge, is the C major Fugue. The
VHHPLQJO\LQQRFXRXVVXEMHFW SHUKDSVWKHGXOOHVWRIWKHWKUHH LVVRRQIRXQGWR
combine with itself at close distance and, just as we think Bach has exhausted all
the possibilities of both player and musical material, he presents the fugue afresh
with the subject inverted (i.e. where one note originally went up or down the new
YHUVLRQGRHVSUHFLVHO\WKHRSSRVLWH WRJHWKHUZLWKDQDWWHPSWDWLQYHUWLQJWKH
accompanying chromatic melody.
%DFKJLYHVXVWKUHHGLǋHUHQWDQVZHUVWRWKHFKDUDFWHURIWKHWKLUGPRYHPHQW
the G minor Sonata presents an airy siciliano, a dance so beloved of Vivaldi in his
FRQFHUWRVDQGVRQDWDV$VXVXDO%DFKPDQDJHVWRDGGPRUHFRPSOH[ǌJXUDWLRQ
than would usually be expected without destroying the underlying lilt of the
siciliano rhythm. The A minor Sonata’s Andante presents us with a vocallyconceived aria complete with strumming chordal accompaniment. The Largo of
the C major Sonata is equally lyrical but – with its virtually continuous pattern of
VL[WHHQWKQRWHVRIWHQSDVVHGIURPRQHSDUWWRDQRWKHUŞLWLVPRUHVSHFLǌFDOO\
instrumental. We hear Bach using an instrumental medium that is normally
used for one line of music in two or three parts, and out of this – as if magically –
emerges what seems to be a single melodic line.
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7KHLGHDRISHUSHWXDOPRWLRQLVHYHQPRUHVWURQJO\HYLGHQWLQWKHǌQDOHVRI
WKHVHVRQDWDVWKHǌUVWSOD\VRQWKHPHWULFDODPELJXLW\RIWKHRSHQLQJǌJXUDWLRQ
and Bach’s very precise bowing instructions are designed to tease us in the course
of the piece with an almost jazzy play of unpredictable note groupings. The
$PLQRUǌQDOHLVPRUHRUWKRGR[UK\WKPLFDOO\EXWSOD\VRQWKHUHSHWLWLRQRIWKH
RSHQLQJPDWHULDOWRJHWKHUZLWKSLDQRHFKRHV0XFKRIWKHPDWHULDOLVVXǋXVHG
ZLWKDQLQIHFWLRXVGDFW\OLFSDWWHUQ ORQJŞVKRUWŞ VKRUW WKDW$OEHUW6FKZHLW]HU
DSWO\FKULVWHQHG%DFKšVŠMR\šPRWLYH7KH&PDMRUǌQDOHLQWULSOHWLPHZLWKVRPH
matching phrasing, is perhaps the most dance-like of the three. Like the G minor
ǌQDOHLWPDNHVZRQGHUIXOXVHRIYDULHGERZLQJSDWWHUQVDQGDOVRH[SORLWVWKH
string-crossing potential of the violin medium.
The D minor Partita is dominated by the Chaconne that provides the closing
movement, perhaps the most striking work for violin before the nineteenth
century. Bach had plenty of precedents in virtuoso string music (most notably
LQDVLPLODUJURXQGEDVVPRYHPHQWE\%LEHU +RZHYHUKHFRXOGDOVRSOD\RQKLV
knowledge of similar works for organ and harpsichord, most notably by Buxtehude,
and already represented by his own great Passacaglia in C minor for organ. The
&KDFRQQHGLVSOD\VDYHULWDEOHFDWDORJXHRIPXVLFDOǌJXUHVPRRGVDQGYLROLQLVWLF
passages, all heard within the ambitus of the same repeating phrase. Yet the whole
piece forms a coherent arch, moving to the sublime section in the major mode and
returning to the mood and idiom of the opening. It is as if Bach were providing us
with an encyclopaedia of musical sounds, yet ordered with tremendous dramatic
poise and rhetorical pacing.
The Partitas in B minor and E major represent two basic conceptions of the
*HUPDQVXLWHWKH%PLQRURQH 1R UHǍHFWVWKHJURXSLQJRIGDQFHVWKDWKDG
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EHHQWUDGLWLRQDOIRUVRPHWKLUW\\HDUV DOOHPDQGHFRUUHQWHDQGVDUDEDQGH EXW
LQVWHDGRIWKHFORVLQJJLJXHWKHUHLVDPRUHPRGHUQ LQGHHGGDQFHDEOH GDQFHLQ
WKHVW\OHRIDERUHD RUERXUU«HLQ)UDQFH WKH(PDMRU3DUWLWD 1R LVDOPRVW
HQWLUHO\LQWKHPRGHUQVW\OHDOWKRXJKŞDVLILQUHFLSURFDWLRQZLWKWKHǌUVWSDUWLWD
– it ends with the traditional gigue. Another direct contrast between the two
SDUWLWDVLVWKHLUGLǋHUHQWLDWLRQRIWZRQDWLRQDOVW\OHVPRVWLPPHGLDWHO\HYLGHQWLQ
WKHPRYHPHQWWLWOHVLQWKHǌUVWSDUWLWDWKH\DUHDOO,WDOLDQDQGLQWKHWKLUGWKH\DUH
French.
(DFKRIWKHGDQFHVLQWKHǌUVWSDUWLWDLVIROORZHGE\DGRXEOHDYHUVLRQRIWKH
VDPHEDVLFPRYHPHQWEXWLQJHQHUDOO\IDVWHUQRWHYDOXHVDQGRIWHQLQDGLǋHUHQW
style: for instance the opening Allemanda presents a grand texture of dotted notes
DQGVHSDUDWHERZV ZKLFKGHVSLWHWKH,WDOLDQWLWOHUHFDOOVWKH)UHQFKRXYHUWXUH 
but its Double consists of continuous faster notes slurred rather than detached, by
the bow. The Corrente is an elegant dance encouraging the violinist to swing across
the strings; its Double is marked to be considerably faster and more impetuous.
The solemn Sarabande becomes a perpetual movement where the notes are
grouped in threes rather than twos. Perhaps the closing Double comes closest to
LWVPRGHOWKHERUHDǌOOLQJLQWKHJDSVEHWZHHQWKHQRWHVDQGSURYLGLQJDVHQVHRI
FXOPLQDWLRQWRHQGWKHVXLWH,QDOOWKLVǌUVWSDUWLWDH[HPSOLǌHVWKHLPSURYLVDWRU\
skills that instrumentalists were once taught, the ability to play a new, often faster
version of an existing piece, not unlike jazz performance today. Moreover, this
process also shows us how Bach, as a composer, was wont to take existing material
and develop it in entirely new directions, almost concealing its origins.
The third partita begins with one of Bach’s most spectacular pieces for solo
YLROLQDSUHOXGHWKDWZRXOGODWHUǌQGDIXOOGUHVVYHUVLRQDVWKH6LQIRQLDWR&DQWDWD
29. It is interesting to compare the two, since the sumptuous punctuation for
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trumpets and drums, the instrumental countermelodies and accompaniments,
seem not to alter this single-line version. We almost already hear the entire texture
in the resonance of the solo violin. The loure is a dance that was made fashionable
in the dramatic works of French contemporaries such as Rameau. It is stately,
almost haughty, developing a melodic line out of relatively short motives and
double-stopping. Bach only wrote two loures, the other being in the G major French
Suite for harpsichord. Gavottes and minuets he wrote aplenty though: this Gavotte
is set in the popular rondo form, in which the dance is interspersed with episodes
LQFRQWUDVWLQJFKDUDFWHUV,WDOVRFRQWDLQV%DFKšVVROHLQGLFDWLRQRIYLROLQǌQJHULQJ
something that suggests he was able to play these pieces himself. The two minuets
DOVRSUHVHQWFRQWUDVWLQJFKDUDFWHUVWKHǌUVWDULVWRFUDWLFDQGDUFKHW\SDOO\Š)UHQFKš
the second in a ‘lower’ style of the musette, a minuet that imitates the drone of a
bagpipe. The Gigue provides the traditional rousing conclusion to the dances: it is
of a type that was used in France, but one that was probably too unpredictable in
rhythm and phrasing to have been danced in practice.
© John Butt, 2010
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