RACHEL BARTON PINE
baroque violin

This CD is dedicated to the memory of Sam Hill,
who first invited me to worship God with the music of Bach.

Producers
Rachel Barton Pine
Gregory Pine
James Ginsburg
Engineer
Bill Maylone
Graphic Design
Melanie Germond
Pete Goldlust

Johann Sebastian Bach (1685 –1750)
SONATA NO. 1 IN G MINOR, BWV 1001 (15:57)
1
2
3
4

Adagio (3:53)
Fuga: Allegro (5:31)
Siciliana (2:51)
Presto (3:33)

Johann Paul von Westhoff (1656 –1705)
SUITE II (8:30)
5
6
7
8

Allemande (3:20)
Courante (1:32)
Sarabande (1:57)
Gigue (1:34)

Cover Photo
Andrew Eccles

Heinrich Ignaz Franz von Biber (1664 –1704)
9 PASSACAGLIA (8:18)

Recorded
January 29–30,
and February 1, 2004
at WFMT, Chicago

Johann Georg Pisendel (1687–1755)
SONATA (11:35)*

Microphones
Schoeps MK21
Neumann KM184
Luthier (violin technician)
Whitney Osterud

CDR 90000 078
P & C 2004 Cedille Records
trademark of The Chicago Classical Recording Foundation
DDD • All Rights Reserved

Cedille Records is a trademark of The Chicago Classical Recording Foundation, a not-for-profit foundation
devoted to promoting the finest musicians and ensembles in the Chicago area. The Chicago Classical
Recording Foundation’s activities are supported in part by contributions and grants from individuals, foundations, corporations, and government agencies including the Alphawood Foundation, the Chicago
Department of Cultural Affairs (CityArts III Grant), and the Illinois Arts Council, a state agency.

solo baroque

(Nicola Gagliano, 1770)

bk [Largo] (2:21)
bl Allegro (5:01)
bm Giga — Variation (4:07)
J.S. Bach
PARTITA NO. 2 IN D MINOR, BWV 1004 (28:28)
bn
bo
bp
bq
br

Allemanda (4:21)
Corrente (2:54)
Sarabanda (3:56)
Giga (4:11)
Ciaccona (12:54)

Total Time: (73:23)
*first CD recording
3

a personal note

Rachel Barton Pine, age 8, playing
Bach in St. Paul’s Church, Chicago

While browsing in a local sheet music store at

heart. I grew up in a liberal Protestant United

the age of 14, I discovered an edition of the

Roman’s Assaggi. I became especially intrigued

Church of Christ congregation whose motto was

Corelli Sonatas with "Corelli's own ornamenta-

by the Westhoff Suites as obvious precursors to

“Making a Joyful Sound in the City.” The sanctu-

tion" as notated by an audience member.

Bach. The Biber Passacaglia and Pisendel Sonata

ary included Bach among its many stained glass

Fascinated by the implications, I sought out an

became part of my rotating recital repertoire.

windows featuring religious figures. In this set-

early-music specialist to learn more. I studied

ting, I first encountered his glorious music. Our

the important primary and secondary sources on

organist/choirmaster, Sam Hill, would often play

baroque

including

Bach’s Six Sonatas and Partitas, along with

a Bach Toccata and Fugue as the prelude or lead

Geminiani, Quantz, C.P.E. Bach, and Boyden. I

pieces for unaccompanied violin that preceded

the choir in a movement from a Bach Oratorio as

began using a baroque bow, exploring historical-

them,

an anthem. When I was four years old, Sam invit-

ly informed phrasing and articulation, and writ-

Conservatory. I chose to include the Biber, the

ed me to perform in public for the first time. I

ing my own ornamentation. Over the years, I

Pisendel, and a Westhoff Suite. Studying these

played a Bach Minuet during a worship service.

have sought out opportunities to discuss, read,

works simultaneously taught me a great deal

Throughout the remainder of my student years, I

and occasionally perform early music with

about the traditions from which Bach emerged

frequently

my

experts including Sigiswald Kuijken, Anner

and how he transcended them. For this record-

church. Playing his music is always a spiritual

Bylsma, Marilyn McDonald, David Douglass,

ing, I included Bach’s first Sonata as the closest

experience for me.

Elizabeth Wright, John Mark Rozendaal, and

link to the pieces that preceded it. I chose the D

David Schrader. My ideas about the sound,

Minor

Bach’s sense of faith was deep and central to his

phrasing, and interpretation of baroque reper-

between

being. He signed his manuscripts “Soli deo

toire have evolved dramatically over the past fif-

Passacaglia. I hope that you will enjoy reac-

Gloria,” to the glory of God. Musicologist Helga

teen years. On this recording, I have attempted

quainting yourself with Bach’s genius in the con-

Theone has recently suggested that Christian sym-

to capture my most recent thoughts about and

text of several baroque masterpieces with which

bolism, mathematic and thematic, is hidden both

understanding of the music of the late 17th and

you may not yet be familiar.

in individual movements and in the set of Six

early 18th centuries.

performed

Bach’s

music

in

performance

practice,

In 1999, I was invited to give a performance of

in

a

Partita

marathon

to

Bach’s

recital

highlight

Chaconne

at

the

Oberlin

connection

and

Biber’s

Rachel Barton Pine

Sonatas and Partitas as a whole. While fascinat-
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Playford’s Division Violin, Mateis’s Ayrs, and

The music of Bach has a special place in my

ing, the argument is ultimately academic. Bach

My fascination with research and with deserving

recognized that his musical talents were a gift

yet underperformed repertoire led me to investi-

from God and he employed them in God’s service.

gate unusual unaccompanied baroque repertoire

I believe that Bach’s spirituality is inseparable

for the violin. My music collection quickly

from his music, whether sacred or secular.

expanded to include Telemann’s Fantasies,
5

I was fortunate to have

German Polyphonic Baroque Music for Unaccompanied Violin
The Bach Sonatas and Partitas and their Predecessors

had the opportunity to

by Rachel Barton Pine

record this music on a
1770 Nicola Gagliano in
unaltered baroque condition. The instrument is

The coming of a new millennium prompted wide-

transcended what came before to fulfill the ulti-

spread interest in assessing, debating, and cata-

mate potential of the genre. In view of their won-

loguing the previous thousand years of human

derful

achievements. Johann Sebastian Bach’s contri-

researcher, many of these compositions deserve

butions were almost universally acknowledged

greater recognition.

appeal

to

performer,

listener,

and

and celebrated as among the most significant and
strung with gut strings
tuned to A=415. I chose

profound. His compositions have served as a

Most of the great instrumentalists of the 17th and

foundation and source of inspiration for com-

18th centuries were skilled in extemporaneous

posers

playing. There are many references to complex

from

Mendelssohn

to

Brahms

to

Schoenberg.
this violin partly from a

polyphonic improvisations by German violinists.
The works that were written down represent only

Bach’s contrapuntal writing, in particular, contin-

a sampling of the creative output for unaccompa-

ues to set the standard by which any musical

nied violin during this period. In fact, much of the

composition is judged. Among the greatest exam-

repertoire that has survived appears to be records

ples of his mastery of counterpoint, the Six

of improvisations or compositions that evolved
out of the improvisatory process.

closest to the concept of

Sonatas and Partitas for unaccompanied violin
are a cornerstone of every violinist’s study and
repertoire. Moreover, their contribution to music
theory and composition curricula throughout the
world engraves them in the collective consciousness of every serious classical musician.

sound that I envision for

We often perceive the Six Sonatas and Partitas as

violinist-composers began pushing the bound-

a miraculous experiment that sprang entirely from

aries of violin technique far beyond the standards

Bach’s imagination. In fact, at the time he wrote

established by the early 17th-century Italians

these masterpieces, there was nearly a century-

Biagio Marini and Carlo Farina. Thomas Baltzar,

old tradition of German polyphonic (multiple part)

and later Heinrich Ignaz Franz von Biber, Johann

writing for unaccompanied violin. The most

Paul von Westhoff, and Johann Jakob Walther,

important examples of this tradition illustrate the

were widely considered the leading German vio-

influences on Bach and offer insight into how he

linists of their generations. Walther’s Scherzi

desire for greater
authenticity, but mainly
because this instrument
and setup bring me

The advanced technique of German violinists of
the Baroque Period probably explains why the
polyphonic

complexity

they

achieved

was

unequalled by composers from any other country.
Around the middle of the 17th century, German

my interpretations of
this repertoire.

— Rachel Barton Pine
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(1676) and Hortulus Chelicus (1688) offer a

of composition is estimated to be between 1670

have been familiar with Biber’s Passacaglia.

uses three voices in a quasi-fugal sequence and

virtual catalogue of their technical innovations,

and 1674, shortly after Biber became director of

Nevertheless, Biber’s Passacaglia, in the mag-

numerous three-note chords.

particularly in the areas of extended range, dou-

music to the Prince-Archbishop of Salzburg (a

nificence of its conception, the exploitation of

ble stops and chords, special bowings, and

post Biber held until his death). Each of the first

the unaccompanied violin in the form of varia-

descriptive effects.

fifteen pieces is a sonata written for violin and

tions on a ground, and the success of the musi-

ture, Westhoff’s Suites are quite imaginative.

continuo inspired by a mystery of the rosary.

cal result, can be considered the precursor of

However, Bach’s works far surpass them in realiz-

The first known experiments in composition for

Each uses a different tuning of the open strings

Bach’s Ciaccona.

ing the contrapuntal and musical potential of the

unaccompanied violin were written by German vio-

to create special resonances. The Passacaglia,

linists: Johann Schop’s Praeludium (published in

which returns to the standard tuning, is pref-

1646), the movements in the Breslau manuscript

aced by a drawing depicting the Guardian Angel

Suites, rediscovered in the early 1970s, represent

(c. 1640 –1650), and the Two Preludes and

leading a child by the hand.

the only known collection of multiple multi-move-

Allemande of Schop’s student Baltzar (published
after his death in 1663). Their expanding technical capabilities allowed them to create increasingly more complex repertoire. As violinist-composers
began to conceive of the violin as more than
essentially a melodic instrument, they often drew
from the body of repertoire for unaccompanied
viola da gamba. The extraordinary manuscript collection from this time, GB-Ob Mus. Sch. F.573,
contains dozens of dance movements for unaccompanied violin, most of which are transcriptions
of pieces for viol. In these works, polyphony is
emphasized through many devices including imitation, suspension, appoggiatura, passing-tone,
pedal, and auxiliary notes.
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Johann Paul von Westhoff’s (1656 –1705) Six

ment works for unaccompanied violin before

Despite their relatively conservative formal struc-

unaccompanied violin. Unlike the Westhoff
Suites, each of Bach’s Partitas uses a different
sequence of dance movements. Their harmonic
patterns are more complex, allowing him to
extend the length of his movements. While
Westhoff mostly relies on continuous chords as a
polyphonic tool, Bach often implies polyphony in
single-line passages and movements.

The Passacaglia is constructed around a four-note

Bach. Westhoff published the Suites in Dresden

progression: G, F, E-flat, D, the first line of the

in 1696, while serving as a member of the

hymn to the Guardian Angel “Einen Engel Gott

Dresden Hofkapelle. Each Suite uses the same

mir geben.” The violin provides its own continu-

traditional sequence of dance movements: alle-

ous bass consisting of 65 repetitions of these four

mande, courante, sarabande, and gigue. The

Bach writes out ornamentation for many of his

notes. The first 30 statements of the bass occur

movements of each Suite are in the same key and

slower movements. Comparison of the Sarabanda

at a low pitch, the next 15 are an octave higher,

in standard binary (two-part) form, with the first

from Bach’s D minor Partita with those by Westhoff

and the last 20 return to the lower octave. Many

section cadencing on the dominant. Westhoff

is illuminating. If not for Bach’s ornamentation, his

variations extend over multiple repetitions of the

notated the Suites in a unique way, using eight

Sarabanda would look very similar to Westhoff’s

bass notes. Biber’s inventive piece showcases

staffs, treble clef for the upper two strings and

series of chordal progressions. Clearly, Westhoff’s

almost the entire range of then-contemporary

alto clef for the lower two. The Six Suites repre-

Sarabandes were not meant to be played without

techniques for the violin: complicated double-

sent the most extreme polyphonic writing for

the addition of tasteful embellishments.

and triple-stopping, large string crosses, broken

unaccompanied violin prior to Bach.
The young Bach was employed briefly as a violin-

octaves, fanciful virtuoso passage work, burls,
arpeggiated figures, springing bowings, and posi-

The Suite No. 2 in A major (not to be confused

ist in Weimar in 1703 where an aging Westhoff

Heinrich Ignaz Franz von Biber’s (1644 –1704)

tions as high as the seventh. However, as with

with Westhoff’s earlier Suite in A major, pub-

was serving as chamber secretary, chamber musi-

Passacaglia in G minor (spelled “Passagalia” in
the only surviving, non-autograph presentation
manuscript) is the largest-scale single movement known for unaccompanied violin prior to
Bach’s Ciaccona. The work is the last of a collection of sixteen pieces that were probably written for the rosary devotions often associated
with the Feast of the Guardian Angel. The date

Bach’s compositions, there is nothing superficial

lished in 1682), is one of the simplest in the

cian, and teacher of French and Italian at the

about the result. Biber places all of his effects at

collection, yet one of the most immediately

town’s Court and Chapel. It is very likely that the

the service of the musical intent, with an out-

appealing. In contrast to the rhythmic patterns

two met and that Bach was familiar with

come that is both dramatic and spiritual.

of the first half of the Allemande, the second

Westhoff’s compositions.

half consists almost entirely of bariolage. The
Biber’s collection of “rosary” sonatas was never

Courante is notable for its extended passages of

Johann Georg Pisendel (1687–1755) was the

printed and was not widely circulated in his

consecutive thirds. The Sarabande is one of

foremost German violinist of the first half of the

day. Therefore, it is unlikely that Bach would

Westhoff’s more lyrical. The energetic Gigue

18th century. Vivaldi, Albinoni, and Telemann all
9

dedicated works to him. In his famous treas-

harmonic outline. In combining the Giga and its

second movements are in the style of preludes and

Sarabanda. The opening chord patterns and seri-

tise, Quantz wrote about Pisendel’s influential

double, I have followed the suggestion of my

fugues, the melodic third movements are in con-

ous character of these movements prepare the

work as leader-concertmaster of the court

friend Christopher Verrette, a violinist in Canada’s

trasting keys, and the last movements imply mul-

way for the mighty Ciaccona. The Ciaccona, thirty-

orchestra at Dresden.

Tafelmusik Baroque Orchestra.

tiple voices within a single line. The Partitas

four variations on an eight-bar descending chro-

(spelled “Partia” in the manuscript) are suites of

matic bass line, is in three-part form: minor-

Pisendel’s technical mastery is documented

Pisendel and Bach spent time together in Weimar

dance movements. It is clear that Bach’s Six

major-minor. The ground is frequently changed to

clearly in his Sonata in A minor for unaccompa-

in 1709 and continued to exchange music after

allow for more varied treatment. This movement

nied violin, written in 1716 or 1717 during a peri-

they parted. The two likely met in Dresden in

od of extensive European touring. The technical

1717, shortly after Pisendel finished his Sonata

demands are far more advanced than anything

and probably just before Bach began writing his.

previously written for unaccompanied violin. The

Pisendel returned to Dresden from Italy on

Sonatas and Partitas were conceived as a cycle.
Each Sonata is followed by a Partita. Each
Sonata’s fugue is longer and more complex than
the previous one’s, and the movements of the
Partitas increase in number from 4 to 5 to 6.

Allegro and Gigue feature flying staccato. The

September 27th and Bach left the city in early

Gigue also demands double-stops in intervals up

October. During his touring, Pisendel had briefly

Bach’s Sonata in G minor begins with an Adagio

to and including the tenth. Ease in the higher

studied with Vivaldi. Bach’s strong attraction to

in ABA form. The taste and inventiveness of

positions is assumed.

Vivaldi’s music suggests he would have been espe-

Bach’s ornamentation is especially evident when

While Bach is remembered mainly as a keyboard

cially interested in Pisendel’s recent composition.

the outer sections are compared. The embellish-

virtuoso, the violin was his first instrument. His

The Sonata is longer and less chordally dense

It is interesting to note that Bach’s first Partita,

ments of the same material are almost entirely

first professional position was as a violinist, and

than Westhoff’s Suites. It mixes aspects of Italian

the only one in which he follows his movements

different. The Fuga contrasts three-voiced con-

he was employed as concertmaster in Weimar

rhythm and melody with serious German counter-

with doubles, substitutes a Bourée and Double for

trapuntal

point. The formal scheme is unusual, neither a

the expected Gigue and Double. Perhaps this sub-

idiomatic

church sonata nor a dance suite. The first movement is untitled, but is clearly in a slow tempo.

sonorities. Despite its grandeur, the character of
the dance is never entirely absent. For many generations, it has been considered the benchmark
of a violinist’s interpretative ability and has often

sections

in

been performed as a stand-alone piece.

multiple-stops

and

before moving to Cöthen. It is likely that Bach

passagework

with

played his three unaccompanied violin sonatas

stitution was made out of respect for the final two

implied counterpoint. The section of broken

himself during communions at the Thomaskirche

movements of Pisendel’s Sonata.

chords in the middle and the organ-like ending,

in Leipzig. While Bach’s Sonatas and Partitas do

both over a pedal point of D, are especially note-

not include many of the advanced virtuoso tech-

Richly ornamented, all of the embellishments are

homophonic

fully written out. The chord changes are occa-

The autograph manuscript of the Six Sonatas and

worthy. The delicate Siciliana simulates the tex-

niques employed by Pisendel, they are technical-

sionally quite startling, and the effect is at turns

Partitas by Johann Sebastian Bach (1685 –1750)
is dated 1720. Scholars believe he began writing
these pieces during the end of his service to the
Duke of Weimar, possibly during his brief imprisonment in November of 1717 for seeking to leave
the Duke’s employ. Bach probably continued work
on the Sonatas and Partitas after entering the
service of Prince Leopold of Anhalt-Cöthen, a period without church duties in which he completed
much of his celebrated chamber and instrumental
music. The Sonatas are in the Italian “church
sonata” form: slow, fast, slow, fast. The first and

ture of a trio sonata, with two treble voices in

ly challenging for both left and right hands. In

duet and an accompanying bass line. The

fact, Pisendel is the only other violinist who is

Presto, in binary form, is full of complex inner

thought to have played them during Bach’s life-

rhythms and is an impressive example of

time. There are accounts of Pisendel playing four-

polyphony hidden in a single-line movement.

part fugues during masses in the Dresden chapel,

rhapsodic and declamatory. Lombardic rhythm
(short-long) is used in all three movements and in
extended passages in the second movement. The
Allegro and Giga are in binary form. Written mostly in a single voice, the Allegro is not polyphonically complex but exhibits spirited character and
numerous rhythmic contrasts. The Giga and
Variation are in counterpoint for two voices, with
interesting examples of contrary motion. The
Variation is essentially a double, an embellished
version of the original movement that follows its
10

goes through an enormous range of emotions and

though whether these were Bach’s or his own
Bach’s Partita in D minor begins with the four

improvisations is unknown. Perhaps in reference

standard movements of the dance suite. The

to Pisendel, C.P.E. Bach wrote to his father’s

Allemanda, Corrente, and Giga contain primarily

biographer, Johann Nicholaus Forkel: “One of the

single line writing. Each movement is in binary

greatest violinists told me once that he had seen

form, with the addition of an especially beautiful

nothing more perfect for learning to be a good vio-

single-voiced coda at the end of the chordal

linist… than the said violin solos without bass.”
11

about rachel barton pine

In June 1996, Ms. Pine was one of the torchbearers in the Olympic torch relay and appeared later
that summer as soloist for the opening ceremonies of the Paralympic Games at Centennial Olympic
Stadium. She performed her own virtuoso solo arrangement of the national anthem at Chicago Bulls

A passionate and dedicated musician, American violinist Rachel Barton Pine is an inspiration to audiences
everywhere. She has received worldwide acclaim for her
profound and thoughtful interpretations delivered with
tremendous enthusiasm and intensity, which she applies
to an extremely diverse repertoire.
Ms. Pine has appeared as soloist with many of the world’s
most prestigious ensembles, including the Philadelphia
Orchestra, and the Chicago, Atlanta, St. Louis, Dallas,
Baltimore, San Diego, Montreal, Vienna, New Zealand,
Iceland, and Budapest Symphonies. She has worked
closely with such renowned conductors as Charles Dutoit,
Zubin Mehta, Erich Leinsdorf, Neeme Järvi, and Semyon
Bychkov. Ms. Pine participated in the Mozartwoche in
Salzburg in January 2000 at the invitation of Franz
Welser-Möst and made her Salzburg Festival debut in the
summer of 2001. Her U.S. festival appearances include

playoff games in 1995 and 1996, and at the 1996 Democratic National Convention in Chicago. Also
in 1996, Chicago Magazine selected Ms. Pine as a “Chicagoan of the Year” and Today’s Chicago
Woman Magazine selected her as a “Woman of the Year.” She was featured on “CBS Sunday Morning”
and has twice appeared on the “Today” show. She was named “Classical Entertainer of the Year” at
the annual Chicago Music Awards in 2003 and 2004.
Ms. Pine is President of the Rachel Elizabeth Barton Foundation and serves on the board of
trustees at the Music Institute of Chicago. Since 1997, she has served as instructor for Mark
O’Connor’s Fiddle Camp. Ms. Pine often coaches chamber music, leads sectionals for youth orchestras and gives master classes. Along with touring activities, she enjoys giving special programs and
demonstrations for children and often incorporates spoken program notes or pre-concert conversations into her appearances. Her efforts to reach younger audiences have included frequent interviews and performances on rock music radio stations. Charitable performances include an annual
appearance on the Jerry Lewis Telethon.
This is Ms. Pine’s sixth recording for Cedille Records. She also has two CDs on the Dorian label featuring, respectively, violin and piano music of Sarasate and Liszt, and a disc on Cacophony Records
titled Storming the Citadel.

engagements at the Marlboro, Ravinia and Grant Park
Music Festivals.

Notable collaborations include pairings with Daniel Barenboim, Christoph

Eschenbach, and Mark O’ Connor, and performances with the Pacifica String Quartet. As a recitalist,

For more about Rachel Barton Pine, including reviews of past performances and information
regarding upcoming activities, please visit her website at www.rachelbartonpine.com

Ms. Pine’s appearances have included live broadcast performances of the complete Paganini Caprices
and of all six Bach Sonatas and Partitas. She is a member of Trio Settecento, with cellist/ viola da

Rachel would especially like to thank the following people:

gamba player John Mark Rozendaal and keyboardist David Schrader.
Greg Pine

Almita and Roland Vamos

Joan and Michael Pine

Whitney Osterud

Seth Vamos

Charles Beare

Lee Newcomer and Performer's Music

Junah Chung

competitions, as well as many national and regional competitions. She won the prize for interpreta-

The staff of the Newberry Library

William Harris Lee and Company

tion of the Paganini Caprices at both the 1993 Paganini International Violin Competition in Genoa

John Mark Rozendaal

Diane Saldick

and the Szigeti Competition.

Chris Verrette

Everyone at Kirshbaum Demler & Associates, Inc.

Ms. Pine holds prizes from several of the world’s leading competitions, including a gold medal at the
1992 J.S. Bach International Violin Competition in Leipzig, Germany, making her the first American
and youngest performer to win this honor. Other top awards came from the Queen Elisabeth (Brussels,
1993), Kreisler (Vienna, 1992), Szigeti (Budapest, 1992), and Montreal (1991) international violin
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“One runs out of superla-

“What scares me most

better than this. Rachel

tives for a CD such as

about

Barton, conductor Carlos

this. . . . It is a joy to

themed

Kalmar,

hear

pieces]

Rachel Barton’s almost

posers. . . . Barton han-

wonderfully

deserve your enthusias-

played with such a com-

inhuman violin playing.

dles the concertos’ var-

phrasing,

tic support for putting

pelling mixture of disci-

.

ied demands with unaf-

nique and strong involve-

this project together and

pline, intelligence and

recording.”

fected aplomb, perform-

ment with the music.”

executing it with such
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— American

perfectionist

zeal

and
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