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Sonata for violin and harpsichord in A Major, BWV 1015
 Dolce
 Allegro
 Andante un poco
 Presto

Partita for violin in D Minor, BWV 1004
 Allemanda
 Corrente
 Sarabanda
 Giga
 Ciaconna

Partita for harpsichord in D Major, BWV 828
 Ouverture
 Allemande
 Courante
 Air
 Sarabande
 Menuet
 Gigue

                                                                                                                                                   
Sonata for violin and harpsichord in C Minor, BWV 1017                                                                                                               
 Largo
 Allegro
 Adagio
 Allegro 

Intermission
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“One of the rare mainstream performers with a 
total grasp of Baroque style and embellishment” 
(Fanfare) and “a most accomplished Baroque 
violinist, fully the equal of the foremost 
specialists” (Gramophone), Rachel Barton Pine 
has been involved with historically-informed 
performances of early music for almost three 
decades. She is an avid performer on baroque 
violin, viola d’amore, renaissance violin, and 
rebec. 

She has collaborated with leading artists including David Douglass, Elizabeth Wright, 
Luc Beausejour, Robert Mealy, Marilyn McDonald and Gesa Kordes and has served 
as guest leader and soloist with the Indianapolis Baroque Orchestra, Seattle Baroque 
Orchestra, Baroque Band, and Ars Antigua. 

Pine joined Arts Antigua to record Vivaldi: !e Complete Viola d’Amore Concertos 
for Cedille Records.  Said Classical Candor’s John Puccio, “!ese are charming 
performances, with musical enjoyment always the primary focus,” while David Hurwitz 
of Classics Today wrote, “Vivaldi composed eight concertos for viola d’amore, and here 
they all are, smartly gathered together and performed to the hilt.”

Pine regularly plays and records with John Mark Rozendaal and David Schrader as 
the period instrument ensemble Trio Settecento.  !e Trio’s recordings include Grand 
Tour, an unprecedented four cd country-by-country exploration of the musical styles of 
the European Baroque. Trio Settecento has appeared at the Chamber Music Society of 
Detroit, !e Frick Collection, Brome Beaux Arts, Columbia University’s Miller !eatre, 
Dumbarton Oaks, the Boston Early Music Festival, Indianapolis Early Music Festival, 
and Houston Early Music.  

Pine has also given baroque violin performances at the Montreal Chamber Music 
Festival, Marlboro Music, and the Boston Early Music Festival. She serves on the Board 
of Directors of Early Music America.  She is the only American gold medalist of the J.S. 
Bach International Violin Competition in Leipzig, Germany, an honor she won in 1992 
at age seventeen.

As a soloist, Pine has appeared with many of the world’s most prestigious ensembles 
including the Atlanta, Baltimore, Budapest, Chicago, Dallas, Iceland, Montreal, 
New Zealand, San Diego, St. Louis and Vienna Symphonies; Bu"alo and Rochester 
Philharmonics, and the Israel Chamber, Louisville, Mozarteum, Philadelphia and 
Scottish Chamber Orchestras.

Her April, 2016 album Testament : Complete Sonatas and Partitas for Solo Violin by 
Johann Sebastian Bach on Avie and 2013 Violin Lullabies on Cedille, both charted at 
number one on the Billboard Traditional Classical Chart. 

Visit Rachel Barton Pine at www.rachelbartonpine.com.
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!e career of internationally-acclaimed harpsichordist and conductor Jory Vinikour has 
taken him to date from his native Chicago to performance venues on #ve continents. 
Following studies in Paris with Huguette Dreyfus and Kenneth Gilbert as a Fulbright 
scholar, garnering First Prizes in the Warsaw and Prague Spring Festival International 
Harpsichord Competitions catapulted him to public attention. As a concert artist, 
Jory’s repertoire ranges from the Baroque works that are harpsichordists’ typical fare to 
masterworks of the 20th century and music for harpsichord by 21st century composers, 
several of whom have written works specially for him. He has worked with a number of 
the world’s leading orchestras and conductors, including performances under the batons 
of Marek Janowski, Armin Jordan, Fabio Luisi, Marc Minkowski, John Nelson, and 
Constantine Orbelian. Equally celebrated as a recital accompanist and vocal coach, Jory 
has shared stages with artists of the calibre of David Daniels, Vivica Genaux, Magdalena 
Kozená, Annick Massis, Anne So#e von Otter, Dorothea Röschmann, and Rolando 
Villazón. 

Jory’s work as a continuo player and répétiteur has found him taking part in much 
discussed productions in many of the world’s greatest opera houses and concert halls. 

His association with Les Musiciens du Louvre Grenoble 
is documented on several critically-lauded recordings. His 
continuo playing is heard on Deutche Grammophon’s 
recording of Mozart’s Die Entführung aus dem Serail 
with Chamber Orchestra of Europe and Yannick Nézet-
Séguin and will also distinguish the label’s forthcoming 
account of Le nozze di Figaro, recorded in concert in July 
2015. Alongside successful recordings of Bach’s Goldberg 
Variations, Toccatas, and Sonatas for +ute and harpsichord 
and Händel’s 1720 Suites for harpsichord, Jory’s recordings 
of the complete harpsichord works of Jean-Philippe 
Rameau and Toccatas, a disc of modern American music 
for harpsichord, received GRAMMY nominations for Best 
Classical Instrumental Solo. In September 2015, Jory took 

part in the inaugural performance of Great Lakes Baroque, an organization of which he 
is a founding member and Artistic Director. In December 2015, he was heard in New 
York in a sold-out solo recital at Carnegie Hall. Jory will make his début as a conductor 
of opera with a production of Händel’s Agrippina for West Edge Opera in Berkeley, 
California, in August 2016, and will conduct Purcell’s Fairy Queen for Chicago Opera 
!eater the following December.

Program Notes
Johann Sebastian Bach’s six sonatas for violin with harpsichord obbligato (BWV 1014-
1019) were likely composed during Bach’s period in Cöthen. Bach’s son, Carl Philipp 
Emanuel describes these works as among the #nest his father composed. !e idea of
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juxtaposing a thorough-composed harpsichord part against the “solo” instrument was 
quite novel at this time, the harpsichord possessing a tremendous solo repertoire, but 
used as a continuo instrument in ensembles. Apart from the concerti for harpsichord 
and strings, Bach used the harpsichord as an equal duo partner in three sonatas with 
viola da gamba, at least two with +ute, and the six sonatas with violin.

!e #rst movement of the Sonata in A Major, BWV 1015, lacks a tempo indication, 
but the 6/8 time signature, and the marking of dolce, as well as the exquisite cantilena 
subject are of an intimate nature. !e melody is heard #rst in the violin, and then 
imitated in a nearly canonic fashion by the harpsichord - #rst in the right hand, then 
the left. !is is followed by a vigorous Allegro, in 3/4 time. Although the three-part 
polyphonic treatment remains present, Bach gives the violinist idiomatic arpeggiated 
#guration. !e indications of piano and forte surely indicate Bach’s intention for this to 
be performed on a two-manual harpsichord.

!e third movement, with the marking Andante un poco, features a canon at the 
unison between the violin and the right hand of the harpsichord, accompanied by an 
arpeggiated left hand, marked staccato sempre. !e sonata closes with a joyous Presto, 
violin and the two hands of the harpsichord engaged in a three part fugal dialogue.

!e Sonata in C minor, BWV 1017, begins with a Siciliano, the violin’s exquisite 
melody accompanied by the harpsichord’s arpeggiated right hand #guration. !e serious 
second movement is an extended fugue. !e third movement, in 9/8, juxtaposes the 
harpsichord’s +owing triplet #guration against the violin’s simple melody. Only at the 
end of the movement, Bach introduces a passage in 16th notes, bringing the movement 
to a close on the dominant. !e #nal movement, in 2/4, is an energetic fugue.

                 —Jory Vinikour

!e Six Sonatas and Partitas by Johann Sebastian Bach are the culmination of a nearly 
century-old tradition of multiple-voice writing for unaccompanied violin in Germany. 
Works by !omas Baltzar, Heinrich Ignaz Franz von Biber, Johann Paul von Westho", 
and Georg Pisendel serve as signi#cant prior examples of this improvisatory and 
compositional practice with which Bach was intimately familiar.

Bach’s autograph manuscript from Cöthen is dated 1720, though some scholars believe 
he may have begun writing the Sonatas and Partitas as early as 1717. !e title page 
includes the designation “Part 1,” with Part 2 being the Six Suites for unaccompanied 
‘cello, possibly the da spalla type of violoncello, an instrument Bach owned himself. !e 
Sonatas and Partitas are full of technical challenges that must be overcome in order to 
bring out the harmony and polyphony. 
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!e Partitas are suites of dance movements. Bach follows the standard Italianate 
sequence of allemande, corrente, sarabande, gigue in his D Minor Partita, but 
deviates from it in the last movement of the B Minor, substituting an intriguingly 
titled Tempo di Borea. (Perhaps this was a nod to Pisendel whose earlier sonata 
had concluded with a Giga and Variation.) Despite the fact that none of these 
dances were meant to accompany actual dancing, Bach is often meticulous in his 
adherence to symmetrical phrases indicating regular step units.
 
!e #rst four movements of the Partita in D Minor could form a suite of their 
own, but it turns out that they are leading up to one of the pinnacles of all music. 
Much has been written about the Ciaconna as a monumental showpiece, or as 
a journey through the deepest of emotions. !e theory that Bach wrote it as a 
memorial to his #rst wife has been convincingly debunked, but we still continue 
to hope that perhaps it has some hidden, poignant extra-musical meaning such 
as the cruci#xion. (Another theory suggests that the three sonata-partita pairs 
may represent birth, death, and resurrection.) Yet the music need not justify itself 
beyond its notes and the emotions they portray. !ese thirty-four imaginative 
variations in three sections are grand, playful, peaceful, uncertain, triumphant, 
tragic. Yet, somehow, Bach never loses the spirit of the dance.
              —Rachel Barton Pine

Keyboard Practice, consisting of preludes, allemandes, courantes, sarabandes, gigues, 
minuets, and other galanteries, composed for music lovers, to refresh their spirits, by 
Johann Sebastian Bach, Actual Capellmeister to His Highness the Prince of Anhalt-
Cöthen and Directore Chori Musici Lipsiensis. Opus I. Published by the Author. 1731

With the above heading, Johann Sebastian Bach brought his #rst self-published 
opus to the general public. It hardly needs be said that these six partitas are 
neither Bach’s #rst works, nor even are they the #rst set of six suites that he is 
know to have composed, with the so-called English Suites composed ca. 1715, 
and the French Suites only slightly later. If the French suites are not especially 
French, and the English Suites even less English, each of these sets can be said 
to feature a certain homogenuity, with the French Suites each containing a fairly 
straightforward succession of dance movements – allemande, courante, sarabande, 
gigue – as established in the generations before Bach. Extra movements – gavottes, 
airs, bourrées, menuets – even a polonaise and a louré – are found between the 
sarabande and the gigue. !e English Suites follow the same suite of standard 
movements, but each begins with an extended fugal prélude.
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Bach also intended to create a tonal unity in the six partitas. Using the German 
method of naming keys, C, D, E, F, G, H (B major), and B (B +at), we notice that 
only the keys of F and H are missing. However, in Bach’s subsequent keyboard 
publication, the 2nd volume of the Clavier Übung (1735), the two works forming 
this volume, the Concerto nach Italienischem Gusto (BWV 971) and the Overture 
nach Französischer Art (BWV 831), provide the missing keys – F and H respectively. 

!e six partitas represent the apotheosis not only of Bach’s unique keyboard 
language, and the expressive possibilities of the harpsichord, but in the inherent 
range of colors and contrasts within the con#nes of a suite. 

To a greater extent than in the other sets of suites, each of the six partitas seems to 
establish its own distinct character, which is developed throughout the suite. As 
with the English Suites, each of the partitas opens with a prélude. However, these 
movements are widely varied in form as well as in mood. Although each of the six 
partitas contains the standard suite movements (apart from the Partita in C Minor, 
which foregoes the customary gigue in favor of a capriccio), these movements show 
the most striking variety. 

!e fourth partita, in the radiant tonality of D Major, opens with an Ouverture, 
resolutely in the French style, divided into two distinct sections. !e brilliant 
overture proper features the typical dotted rhythms and tirades (rapid scale 
passages) of the Lullian overture, followed by an extended fugal section, in a 
cheerful 9/8. !e allemande must count as one of the most beautiful to be found in 
Bach’s music. !e melody unfolds slowly, in an atmosphere of the most profound 
serenity, with stunning passages in style luthé. !e ascending fanfare #gures in 
the courante give it a brilliant and optimistic character. !e rustic air provides a 
jovial pause between the courante and the sarabande. !e exceptional sarabande, 
alternating between apreggiated brisé writing and melodic #guration, seems to +oat 
in a state of grace. !e rollicking menuet, with its vigorous triplet #gures, seems to 
announce the brilliant gigue, in 9/8 time. !e subject of the gigue’s #rst half begins 
with an arpeggiated #gure. !e second half provides a new subject, which #nally 
meets up with the original subject.
          —Jory Vinikour
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