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General description of the work

Relevance of the dissertation topic.The 20" -century Solo Violin Sonata evolves interest for the
combination of many styles and genres, intersection of various national school traditions, searches of a
composer and performer.

When using old genre models, the 20" —century composers significantly overestimated their
contents, introduced the sense of modern human world in it. Ways of artistic expression, accumulated
throughout centuries, and correspondingly traditional frames of the genre were expanded by means of
performance, application of modern facilities of artistic expression.

In the creations of some composers, the mixing-interaction of styles, combination of genres
characteristic of the 20" century resulted in the formation of new genre hybrids, in parallel to which
old genres were also used.

Firstly noteworthy is that both violin and bow developed from the Baroque epoch up to the 20™
century. Accordingly the sound of the instrument changed as well, technical capabilities of the
instrument increased. In the 20™ century violin acquired new meaning given the rich possibilities,
untempered scale, numerous techniques, refined melos. All these give composers a great opportunity
to create new works in old frame, and performers — to freely interpret author's concept. Violin as a solo
instrument was brought to the forefront in the Baroque epoch. Common regularities and artistic
capabilities of the instrument underwent active transformation while striving for perfection at the turn
of the 16™ -17™ centuries. Its sound made great impression on listeners. This conditioned the growing
role of violin as a solo instrument.

Solo violin sonata of the 20™ century, as a genre, holds an important place in the repertoire of
performers worldwide. It is included in the educational repertoire at the Conservatories, colleges and
specialized schools; it is also a necessary requirement for various international competitions.

The dissertation work aims to study solo violin sonata from both theoretical and performing
standpoints: the complexities of performance and finding ways to overcome them on the example of
the 20" -century sonatas most of which are included in the degree candidate’s repertoire. And also
what attracted the 20™ -century composers to the genre, what similarities there are between modern
solo sonatas for violin and the first examples of this genre, and what modifications it has experienced.

Main objective of the dissertation work is the following:

1. To study the literature on the genre of violin sonata from both theoretical and performance
points of view;

2. Review of the genre history up to the 20" century;
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3. To study primary features of solo violin sonata genre and to elucidate what determined its
popularity in the Baroque epoch;

4. To underscore characteristic features of solo violin sonata;

5. Performance analysis of the selected 20™ -century violin sonatas;

6. Common and distinctive features between the solo violin sonatas of the 20™ century and
Baroque epoch;

7. To underscore the performance difficulties and provide recommendations for overcoming

them in the sonatas selected for the analysis.

The research object is: 20" —century solo violin sonatas, the subject of the study:solo violin
sonatas of Max Reger, Eugene Ysaye, Sergei Prokofiev, Rodion Shchedrin, VazhaAzarashvili and
EkaChabashvili. The analyzed sonatas are discussed in chronological order.

Scientific novelty and practical importance of the work.This is the first comparative
performance analysis of the 20" —century and Baroque epoch violin sonata. Solo violin sonatas of
Georgian composers VazhaAzarashvili and EkaChabashvili are discussed for the first time from
compositional-dramaturgical and performance standpoint. Chabashvili’s solo violin sonata “Radiance
with a bow” was dedicated to the author of the present work — its first performer. Given that most of
the analyzed works are included in the author's repertoire and were presented at the qualification exam,
the degree candidate received the recommendations as a result of her own performing experience and
will help the performers of these sonatas to solve technical problems.

The research bases on the complex and comparative methodology for the study of theoretical and
practical issues. Empirical research methods and the principle of historicism are used to analyze
individual works in the dissertation. With respect to the topic presented in the paper we got
familiarized and worked on the literature dealing with various issues arising in connection with the
research problem. In the work, the reviewed literature is presented in three groups: 1) The literature on
the history of genesis and development of solo violin sonata; 2) The literature related to the analysis of
the work and its author; 3) The literature on violin performance.

Methodological base of our work was created by both purely theoretical works (M. Lobanova, V.
Konen, O. Zakharova, I. Forkel, I. Kreinina, E. Ysaye) and the works related with performance issues
(L. Ginzburg, A. Schweizer, L. Auer, P. Geminiani, |. Braudo, E. T. Chape, C. E Brewer,E. Anzi,J.
Thibaud, 1. Nestiev, S. Nesterov, Y. Soroker), as well as the interviews with V. Azarashvili and E.

Chabashvili, and the works of Georgian musicologists — N. Sharikadze, M. Nadareishvili, M.
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Kavtaradze and others, with which I got familiarized before starting the practical work. Due to the fact,
that there are practically no sources giving recommendations on the performance of these works we
found it necessary to perform the works to be analyzed, which helped us to solve technical problems of
the performance.

Some of the works analyzed for the dissertation were performed by us in the examination
programs in specialty and at the qualification exam; thus performance recommendations and advice
presented in the thesis are practically tested by us.

Scientific novelty of the thesis lies primarily in the performance recommendations, which we
realize, in the performance analysis of solo violin sonatas, basing on theoretical research, which, at the
same time, adds practical value to the dissertation. Technical-performance and practical
recommendations have been made as a result of the work done.

The thesis has been approved at the String Instrument Department of V. Sarajishvili Thilisi State
Conservatoire.

The dissertation boasts both theoretical and practical value.lt will be helpful to musician-
performers, particularly violinists and the people interested in the performance of solo violin sonatas
created at the turn of the 20™ -21% centuries. The thesis may be used in the lecture courses “History of
Performance on bowed instruments” and “History of Music”.

Contents of the work

The thesis comprises 115 pages. It consists of Introduction, three chapters and conclusion, as
well as the list of references and appendix of notated examples, the schemes comparing solo violin
sonatas of Baroque epoch and the 20" century from different standpoints, and the DVD audio/video
material reflecting the interpretation of the sonatas analyzed.

Introduction substantiates the relevance of the 20™ -century solo sonata genre and interest to it,
presents the purpose, objectives and subject of the study; indicates scientific novelty and practical
purpose of the dissertation.

Second part of the Introduction is an excursus to the evolution history of sonata genre from the
Baroque epoch to the 20™ century. In this context discussed are three models of sonata from Baroque
epoch: sonatas of H.I.P. Biber with basso continuo, solo violin sonatas and partitas of Bach, 12
Fantasias for solo violin of G.F. Telemann.

The origin of solo violin sonata is organically linked to the Baroque epoch, when violin
technique was gradually mastered. Improvement of the expression means contributed to the formation

of solo principle. At this time vocal and instrumental forms of the Renaissance era are being re-
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evaluated and secularized. In the Baroque epoch important role is attributed to rhetorical figures,
numerical symbols. From Baroque culture, the sonata genre incorporated philosophical-worldview
concepts of life and death, sin and salvation of soul, hope and doubt, etc, characteristic of the epoch.

Early classical sonata themes often retain the properties of a polyphonic scale. Classic sonata is
finally formed in the works of J. Haydn, V. A. Mozart, L. V. Beethoven. Typical is a three-part cycle:
fast-slow-fast. Such a cycle structure stands close to ecclesiastical sonata and solo instrumental concert
of Baroque epoch. First part has the leading function. It is almost always composed in sonata form.

In the 19™ century, violin held an important place in the musical direction of Romanticism, with
its performing capabilities, active intonation of melodic voice, which was conditioned by the strive to
express subjective feelings.

New bow created by F. Tourteat the end of the 18™ centuryincreasedvirtuoso possibilities of the
instrument. Composers apply diverse touches: “flying” and “hopping” strokes, large-scale cantilena.
This was largely facilitated by Leclair's string evolution (sinew strings were replaced by metal ones).
On the other hand, it should be noted that changing the bow shape partially led to the loss of the
polyphonic properties of the Baroque bow. Classical sonatas were developed and transformed in the
works of the Romantic composers. We encounter 3- and 4-part sonatas. One of the best examples of
violin sonata is C. Franck’s sonata A-dur. Another interesting example is the sonata of K. Shimanovski
— a composer from the turn of the 19™ -20™ centuries.

However, in the 19th century the evolution of sonata form per se was conditioned by new
aesthetics, which affected the musical language. In the sonata form of the 20" century, in some cases,
the contrast (conflict) between main and auxiliary parts is weakened, or vice versa, intensified. As a
result, the exposition is divided into two independent parts. The auxiliary part may include 2or 3
themes. Its structure is more complex than parody (two-part, three-part, the theme with variations,
fugato). Tonal dependence is broken; tonal plan is diversified. Occurrence of constructive changes is
expressed in the expansion and reduction of parts (the absence of reprise; double exposition andtwo
arrangements).

In the 20™ century main principle of Allegro, which implies the confrontation of tonalities in
exposition and their reunion in reprise, loses its meaning in some cases, which is caused by the
disorganization of tonal system. Realization of “tonal dependence” — one of the main principles
becomes impossible. In other cases the form is retained within general frames, but is combined with

various principles of formation.
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Chapter One discusses the 20" -century meta cycles of violin sonata, namely, subchapter |
touches upon the genre of solo violin sonata in Max Reger’s creative work.

Subjective reasons for the development of violin culture coincide with the objective trends of the
20™ century during this period, related to Neo Baroque as one of the important directions and stylistic
models. This is manifested in the formation of special type of thinking in different variants: stylization,
quotation polystylistics, all possible forms of “neo” — neo Baroque, neoclassicism, neo romanticism
and neo impressionism. One of the results of this is the 20™ -century solo violin sonata.

The 20" -century tendencies and innovations have played an important role in the revival of
Sonata genre, since, violin, as a solo instrument, again came to the foreground. From 1900 this genre
was revived in Max Reger’s creative works, which can also be explained by the neo Baroque
tendencies of the composer’s style. Reger bases on Bach’s model of solo violin sonata.

All typical features of the composer’s work are accumulated in Reger’s solo sonatas despite the
limited possibilities of violin (unlike polyphonic instruments). The sonatas are grouped in two meta
cycles: op.42 — four sonatas, op.91 — seven sonatas. Each is based on inner logics, thematic arches,
indicating their ideological-intellectual axis, conceptual integrity. At some level there arises the
dialogue with Bach's conceptual ideas. Religious-philosophical direction determines significant role of
a wide range of rhetorical figures, which is related to sacral symbols. In both cycles Reger bases on the
motives of: “cross”, anabasis, chaos or catabasis, passus duriusculus, lament, symbols of circle, joy
and light, Bach’s monogram, etc. He uses the variants of his own monogram. Like a leitmotif they
provide penetrative development of the meta cycle. The composer applies typical genres of Baroque —
sarabande, courante, etc., which he expands at the expense of the romanticism arsenal — nocturne,
romance, waltz, mazur. The genre stereotypes of this epoch interact not only in one work, but
sometimes in one theme as well, where the synthesis of a large number of romantic stereotypes is felt:
declamation-recitative, romance, every-day-life genre, opera melodics, all these participate in the
melody formation process of the material and enrich it.

Subchapter |1 discusses E. Ysaye’s meta cycle of solo violin sonatas. His sonatas are one of the
most distinguished examples of this genre, which are still actively used in performance or pedagogical
practice.

Ysaye’s solo violin sonatas differ from the examples of this genre in their grand intention and
methods of implementation. He dedicated each sonata to his fellow violinists and each sonata is a
creative portrait of their performance.
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When discussing Ysaye’s solo violin sonatas, we should emphasize great importance of sonatas,
polyphony of the Baroque epoch. They sort of echo Bach’s solo violin sonatas and partitas.

The connection of Ysaye’s sonatas and Bach’s sonatas and partitas is manifested in many
aspects: biographical (Ysaye’s cycle is written under the impression of Bach’s performance by J.
Szigeti). Tone connections are found between the cycles: g-moll — in Bach’s Sonata #1 and Ysaye’s
Sonata #1, E-dur — in Bach’s Partita #3 and Ysaye’sSonata #6. The number of sonatas (6) also
indicates connection with Bach and, in a broader sense, with Baroque traditions. 6 is the traditional
number of suites, partitas or concertos (6 solo suites for cello, 6 sonatas and partitas for solo violin, 6
Brandenburg concertos). Its polyphonic texture also relates Ysaye to Bach.

It should also be noted that he has enriched technical-expression capabilities of violin, as well as
that of violin polyphony. Heapplies barriolage — 5,6 -note chords in different structures, characteristic
of the 20™ century and encompasses very high positions, with a jump on two open strings. Open
strings resonate and create acoustic organ point, introducing a very wide vibration into practice.lt is
characterized by a positional combination of fingers (following the tones, thirds, fourths in half tones)
against the background of open strings. The latterhas the function of bass drone (the development of
Paganini’s, Ernst’s technique).

With its threefold portrait Ysaye’s meta cycle is an innovative creation: it has synthesized the
model of Bach’s cycle, musical and interpretative side of the violinists to whom these sonatas are
dedicated and of the author himself who enriched the era with performing innovations.

Chapter two contains violin concerts by the brilliant representatives of Russian violin school S.
Prokofiev and R. Shchedrin. Subchapter | discusses S. Prokofiev’s solo violin sonata op.115, in
which the composer uses original and clearly expressive melodics. Prokofiev was one of the 20"-
century composers, who returned to the centuries-old lyrical-emotional specificity associated with
violin. In the composer's creative work violin, in most cases, is referred to as a "protagonist”, "artistic
figure”, which develops via the lyrical line; this is considered to be a hallmark of Prokofiev's violin
creations.

Of all the solo violin sonatas the afore-mentioned sonata is relatively forgotten. The reason for
this may be the composer's own comment that the work is of educational purpose; this is why adult
violinists may have lower interest in the sonata. The Sonata has the features typical for Prokofiev:
active-efficacious, genre-common, scherzo. At first glance, with its simplicity, simple musical
language and "square™ structure, it stands close to the composer's "classical™ works. The stylistic

method chosen in this case fully corresponds to the artistic intention — to create a work for young
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performers. Besides, in Sonata we encounter characteristic features of this genre: polyphony, chordal
texture, hidden polyphony, aspiring passages. However, it should be considered that classicist
simplicity exposes the performer’s skills like a litmus-paper and requires appropriate mastery and
experience.

Subchapter Il is dedicated to Rodion Shchedrin’s “Echo Sonata”, with “echo” as main principle
of dramaturgy.

The genre initials of “Echo” are linked to medieval church music (antyphone of two choirs), in
the 16™ century the genre was introduced in choral and organ music

(“Echo” of Orlando Lasso, “Fantasy” of John Bull, “Echo-Fantasia” of Jan Sweelinck). The
effect of loud calls in Baroque concerts, as well as in Vivaldi’s and A. Corelli’s trio sonatas turned into
a major contradistinction between tutti and solo.

Shchedrin’s “Echo Sonata” was created in 1984. The Sonata is an example of polystilistics,
widely spread in the 20™-century music. Many composers apply stylistic synthesis, polystylistics, even
in the period when “Echo Sonata” was created — in “Imitating Albeniz” of R. Shchedrin, “Old Style
Suite” of Schnittke, concerto grosso, etc.

Shchedrin conveys the relation of time and space by the principle of a mirror echo. The process
is theatrical, with the effect of the principle of two instruments — real and unreal. The mirror method
(infernal, mystical) creates the illusion of instant sounding in the present time and reverberation of this
sound in somewhat "distant” or imaginary "future.” This is underlined by the specific notation script
on two lines in the theme and epilogue; by the dynamic contrasts in “real” violin forte and pianissimo
part of “mystic” violin; sudden inclusion of infernal echo-reverberations into variations; stylistic
contrasts; the 20" -century composition technique (aleatory, sonorism, repetitive minimalism) and
allusions of the past and quotations (sonatas and partitas of Bach, together with other composers); by
modern composition techniques (strict marcato, martlet, Bartok pizzicato) and authentic performance
of Baroque in the “echo part”.

Right hand, its heaviness and weight when pressing on the string plays a big role when playing
the violin and its echo part. In real violin part the composer indicates sff, and pp in its echo. Time is
very important for a performer. Shchedrin allows changing heaviness of the bow in the form of
caesura, however also encountered is confrontation of two violins without any preparation. It will be
correct to play pp with tilted bow hair (as in the case of forte), instead of the entire one, and slow

bow.

33



The sonata consists of a theme, 9 variations and epilogue. The composition stretches arch from
the theme and first variation to the coda-epilogue. Textural arches are also encountered in: variations
I1-1V-V-VIII, expositions of the variations V-VII and IV-IX.

The idea of "echo" connects a chain of most significant works created in violin and solo violin
genre, which preceded Shchedrin's sonata: Bach-Vivaldi-Paganini-Ysaye-Bartok-Shchedrin-
Shostakovich.

Chapter three discusses violin sonatas of Georgian composers. Subchapter | is dedicated to
VazhaAzarashvili’s solo violin sonata. The works created in this genre are rare in Georgian
professional music; in this regard Azarashvili’s and Chabashvili’s sonatas discussed in this work are
exception. In solo violin sonata Azarashvili applies a wide range of dynamics: from four pianos to
three fortes. Change in tempo is a frequent occasion. This whole part is saturated with an
improvisation spirit. One gets the impression that the performer improvises, despite the fact that the
composer has the whole text written down, he does not apply aleatory i.e. he deliberately achieves the
association of improvisation by different means: frequent change of tempo, accelerando, pocopiu
mosso, ritenuto, rubato.

Such a musical text, saturated with improvisation invokes an association with oriental
performance manner. Augmented harmonious mode, sustained drone. The composer notes that he
applies imitations of duduki, uses glissandos.

In terms of the number of parts, Azarashvili’s sonata continues the line of the 20™ -century
tendencies; he prefers a free approach to the structure of the cycle (in this epoch we encounter the
sonatas with single-part structure (R. Shchedrin) as well as those with meta cycles (M. Reger,
E.Ysaye)).

V. Azarashvili’s solo violin sonata consists of two contrast parts. The contrast between the parts
is achieved by tempo, rhythm, texture. The first part is static, the second — dynamic, with aspiring
character, at the end of which the static theme of the first part is heard again. It is this theme that binds
the entire sonata. It should be noted that this theme - "Morning tune" has been used by the composer in
“The Pictures of Old Thilisi” — a cycle of quartet miniatures (there also exists its version for a chamber
orchestra). The cycle is constructed on the motives of urban folklore, typical of the composer’s style.
Also noteworthy is that an important part of the composer's creative work both instrumental and vocal
is based on urban oriental folklore. Main theme used by the composer in solo sonata is constructed on
the ascending movement of two seconds; in the quartet miniature “Morning tune" the afore-mentioned

motif is shifted to the part of second violin and viola. It is this motive that is leading in the piece
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against the background of sixteenth notes of a cello pizzicato and the first violin part built on the
alternation of two notes (Des, B). The length of sounds varies with each bar; starts with quarters,
followed by eighth triplets, quadruplets, sextoles, thirty-second notes and then back by the same
principle. When listening it is perceived as improvisation. Then the motif used in the second violin and
viola part will be shifted to cello part as already open and completed. The play ends with secondal
motive from violin part against the background of cello pizzicatos. In sonata, the composer has used
the performance techniques such as pizzicato (performed by both right and left hands), sul ponticello.
The latter is used by the composer to enrich piano. Both parts are accompanied by bass drone (open
string D in the first part, and G — in the second part). The composer makes extensive use of intervals
and chords (secondal, fourth, fifth chords), typical of solo violin sonatas; the accompaniment is
partially replaced.

The sonata was first performed by KhatunaTushmalishvili in 1995.

Subchapter 11 is dedicated to solo violin sonata “with a shining bow” of Georgian composer
EkaChabshvili.

In her creative works an important place is attributed to theater-visual music, conditioned by the
searches of this century and the composer’s unordinary vision. Chabashvili has original style, and her
own “Multi-topophonic composition technique”. The emergence of this technique is associated with an
interest in meditative aesthetics, and has a freewheeling nature (in Multi-topophonic composition
technique we can find other musical systems and composition techniques, phone is a Greek word for a
sound. Under it the composer implies sound matter; topos means a place, which implies the place of a
sound matter in the entire musical tissue and acoustic environment. Multum means multi and denotes
abundance of topophony — sounding places.

The composer also aimed to create an educational resource within this sonata, which implies the
use of modern performance methods for a violin, creation of a diverse timbre palette and sharing of
Chabashvili’s interpretation by the performer through the “degree of sonic density”.

In her sonata, the composer expands technicalities of the instrument, for example, in the second
part, two strings are retuned, also to add colour, the artist wears small bells on his hand, we encounter
microtones and non-standard places to play on the violin, such as behind the bridge or close to the
tuning pegs.

The sonata literally features two "characters", a violin and a bow. Unlike a standard work where
the function of the bow is to reproduce music, in this sonata it has another function as well. The bow is

wrapped in a luminous material, which is another layter in the work. It creates virtual music,
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performed by the violinist. He constantly monitors the movement of the bow plasticity, demonstrated
by the luminous bow. In this respect the violinist acquires "choreographic-plastic” function, connected
with the theatralization of the work. Application of this method is conditioned by the important
concept characteristic of the composer - “visualization of music®, this idea accompanies almost all of
the Chabashvili’s works like a red line, each time she tries to apply different visualization technique.
In this case, this was reflected in the function of the luminous bow, which draws / highlights the
sounding music in the dark.

The composer wants to demonstrate a reflection of music, a phantom of music in a material-
vision space by a luminous bow. This is a kind of experiment — the call of today's multimedia world. In
this sense, this is a multimedia sonata. This is why it is defined as — "Sonata for Violin and shining
Bow".

The function of the luminous bow is not only to draw the composed musical material; the
trajectory of its movement is already determined in the process of creating music. Thus, during
performance, light creates the drawing that defines such a musical material.

In her sonata Chabashvili uses the performance techniques adding timbral diversity to the
composition. This is a combination of arco and pizzicato, rough ricochet and soft saltando on the
background of the aleatoric rhythmic composition with the sounds of different heights, the bow
movement varies on a single sound from sulrasto to sul ponticello, diversity of flageolets and
glissandos, scordatura (change of tuning), in which the performer plays the quotations of different
composers according to his own wish from his own repertoire (of course the sound is changed and the
effect of playing the unstrung violin is created), etc. It should be noted that the composer gives great
freedom to the performer.

This is a two-part sonata. In the second part, an important function is assigned to 5 musical
quotations, which the performer chooses from his repertoire of his own accord. It is noteworthy that
these quotations are performed on the retuned violin and certainly sound different from the original.
The timing of each quote is preliminarily indicated in the form plan, which is given in the beginning of
the second part. The author’s segments are provided between the quotations. The author offers 4
segments to the performer, which the latter must insert between the quotations, but the performer
decides which one to perform and when. He himself sets the sequence, depending on which
continuation is suitable for a particular quote.

The composer thus controls the parameter and shape of time, which is regulated in the form plan,

the performer selects quotations and the sequence of segments between the quotations.
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The conclusion of the dissertation presents the results of the research.

The analysis shows that there are innovations in the 20" -century violin sonatas in terms of
timbre and sound, the composers significantly expand technical capabilities of the instrument.

All solo violin sonatas created in the 20™ result from the creative searches (dramaturgical,
stylistic, compositional, of musical language) of the composers from different schools and directions
regardless of whether they are performers or not. Therefore, almost every sonata is a stylistic portrait
of the composer. If the composer is also a violinist, the sonata also bears the features of his performing
individualism. This is manifested in his attitude towards certain details, virtuoso methods, performance
style. Solo sonata presents not only the search for technical innovations of composers and national
schools of performance. In his sonata each composer documents a certain stage in the evolution of
performing art.

The 20™ -century violin sonatas we have discussed are, on the one hand, innovative creations, on
the other hand they are closely associated with immanent features of the genre from of the Baroque
epoch, such as: 1) improvisation; 2) compositional peculiarities; 3) polyphony, 4) scordatura.

Let's discuss each one separately:

1). Starting from the Baroque epoch, solo violin examples gave performer the

freedom to improvise. Unlike the examples of the second half of the 18" century and those of the
19" century, where the composers had indicated everything in the text, what and how to be performed,
the 20™-century solo violin sonatas still gives the opportunity to improvise.

2). In the 20™ century, in some cases, the sonata form loses its meaning, due to the
disorganization of tonal thinking in music. Implementation one of the basic principles —"tonal
dependency"” becomes impossible. In other cases the form is retained in general frames, but merges
with another principle of structuring.

Sonata form of the Baroque epoch is characterized by more uniform themes, lack of contrasts in
some cases, uneven size of sections, display of primary tonality in exposition, subdominant tonality in
the arrangement and return to reprise in main tonality.

3). Polyphony is naturally characteristic of the solo violin sonata of the late 20™ century, just like
of sonatas of the Baroque epoch. Double notes, chords, hidden biphony enrich the sound of a solo
instrument and put the not-so-easy task to the performer. This applies to both right and left hand
technique. The difficulty is to play three- and four-note chords. Especially when it comes to a
complicated combination of left-hand fingers (there are chords where the same finger should move to

different strings), which is typical for the 20" -century solo violin sonata.
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4). In solo violin sonata of the 20™ —century Georgian composer Eka Chabashvili we encounter
scordatura technique. The Baroque-epoch composer Biber uses the same technique in his sonatas.
However it should be noted that scordatura was more widespread in the Baroque epoch and helped
violinists to master the difficulties of the violin technique. Things are different today. In our case, the
situation is different, performers have difficulty when it comes to playing a retuned string. When the
string is retuned, naturally the fingering also changes and another sound is produced when pressing the
string. EkaChabshvili applies scordatura when playing quotations, selected by the performer himself.
The quotation is performed via the same fingering, this is why some sounds of the melody change and
some remain unchanged as only one string is retuned. This creates an allusion to the work, from which
the quotation has been taken.

Reger’s solo violin sonatas are almost never encountered in modern Georgian performance
practice, neither in schools nor at Conservatories. Pupils and students do not perform this work. We
think that it would be very interesting and useful to introduce these sonatas into performance practice.
Like others, solo violin work develops improvisation skills of a violinist. In a solo work it is freer and
at the same time, very difficult to interpret the work without an accompaniment in order to
"supplement” the music and make it perfect. This requires more thinking, correct understanding and
“sorting” the work. Reger offers the performer a lot of violin methods and difficulties; arpeggiated
chords, double notes (encountered in all solo violin sonatas to create polyphony), passages. In the first
part of Sonata 7, Op.91 he applies double-note combinations such as sixth-third (bars 13-14), in triolas
of the supporting theme (bars 25-26) descending movement with chromatic sixths in the combination
with open strings (bar 16). All this contributes to the development of left-hand techniques.

Ysaye enriched the genre of solo violin sonata with his 6 sonatas. His sonatas hold a prominent
place in the repertoire of violinists and are still extensively performed. Ysaye’s meta cycle is unique,
because he had brought the sonata genre to a new level, it shows the evolution of violin music and
violin performance from the Baroque epoch to the 20" century.

Ysaye’s 6 violin sonatas form a meta cycle, these are closely linked, both thematically and
conceptually. Each sonata represents the performance image of the performer, to whom it is dedicated,
besides, Ysaye’s style, as well the manner of Bach, Baroque on the whole is felt everywhere.
Therefore, it is not surprising that different sonatas throughout the cycle repeat the same themes, such
as the third parts of Sonatas #1 and #2.

It is noteworthy that in Bach’s works technical difficulties are often caused by polyphonic form

and texture, in Ysaye’s case, on the contrary - starting point is the technical difficulties. The Belgian

38



composer and violinist enriched the performance techniques. He uses different types of violin
technique. He specifies distribution of the bow, in which part of the bow should play this or that
section; he indicates the fingering, however, at the same time, each performer, as an individual, is free
to improvise. In addition, the composer uses the 20" -century techniques of playing, including quarter-
tone intoning.

Uniqueness of Ysaye’s meta cycle is confirmed by the fact that the composer regarded it as a
single concert program, which does not require the inclusion of other composers’ works.

The cycle of six sonatas can be understood as a self-portrait of the author, his autograph. At the
same time, Ysaye maintains Bach's constructive ideas; the principle of constructing themes, clearly
and conceivably documents the highest order of the form characteristic of Bach throughout the cycle,
thus creating compositional integrity. So, each sonata is a triple portrait: the author’s view of himself,
of the performing art, of separate 20™ -century violinists, Bach's creative work in the 18the century. All
of this makes his intention unique.

Prokofev's violin sonata shows the composer's original manner, reflecting typical artistic features
of his style: relief, laconism, clarity of harmonious thinking, ironic humour at times, sincerity and deep
humanity.

It can be said, that despite its simple texture, this sonata is not easy to perform from intonation
standpoint. In solo sonata Prokofiev uses big interval jumps (fourth, sixth) on E string, which requires
change of the position and creates an intonation task for the performer. As for chord texture, the
composer does not use complicated combinations of fingers in chords. In four-note chords, if we
divide them into intervals, the bottom interval is basically a fifth (he uses open strings or playing with
the first finger). Upper interval is basically sixth, in the case of other intervals one of the strings is
open, which makes intoning more convenient for the performer.

R. Shchedrin’s “Echo-Sonata” is one of the most difficult works to perform for violinists. In it
the composer uses complicated chordal texture, passages, dissonant sounds, combination of arco and
pizzicato, sharp shift in dynamics. All this requires the violinist to have perfect violin technique, and
physical endurance as well.

With the depth and intensity of thinking Shchedrin’s “Echo-Sonata” is a large-scale
philosophical-conceptual work, a highest poly-genre example, a counterbalance to Bach’s and Ysaye’s
masterpieces. The sonata principles (philosophic discourse on eternal values, intense processing of
themes, doubling of initial thematicism) are synthesized with the regularities of stylistic variations and

Baroque fantasies, which is complemented by pointillé polyphony of sonic elements and a consistently
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implemented idea of the ancient “echo” genre. The lead in Sonata is polystylistics, which is presented
as a series of dialogues: a dialogue about life and death, a dialogue about the eternal and transient, a
stylistic dialogue.

VazhaAzarashvili’s solo violin sonata belongs to a small number of Georgian works of this
genre, created in national music. Despite obvious artistic value, sadly, it is rarely performed today and
has not been included in pedagogical or performance practice.

The afore-mentioned sonata assigns the following tasks to the violinists: performance of the
sonata requires skinny finger technique; intonation accuracy is required when using all double notes,
because often interval movement is given against the background if open strings. The composer uses
practically all intervals from a small second to ninth. Performance of this sonata would be highly
recommended for the Conservatoire graduate students and help them develop not only techniques and
intonation but also modern musical thinking. The sonata also allows free interpretation and
improvisation.

VazhaAzarashvili’s solo violin sonata boasts all the advantages allowing it to hold a place
among the 20™-century solo violin sonatas.

Solo violin sonata “with a shining bow” of a contemporary Georgian composer EkaChabashvili
IS a new word, an innovative creation in Georgian violin literature. As in most of Chabashvili’s works,
here too, visual initial occupies significant place. With the luminous bow the composer wishes to
demonstrate reflection of music, phantom of music in material-visual space. According to the
composer’s interesting plan the work takes us to a completely different world. We not only perceive
music by ear, but also see it with our eyes. We think that Chabashvili’s sonata is a very interesting and
different work and we advise violinists to perform it.

The sonatas discussed in the dissertation work are a clear example of the diversity of modern
solo violin genre. They differ in scales and artistic plan. However, we think that each of them is a
valuable asset for the 20™ -century music culture. And their performance will enhance the violinist

technically and enrich his musical thinking.
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Conservatoire; ed.-in-chief: M. Kavtaradze.

http://www.qgesj.internet-academy.org.ge/ge/list artic ge.php?b sec=muz

41


http://www.gesj.internet-academy.org.ge/ge/list_artic_ge.php?b_sec=muz
http://www.gesj.internet-academy.org.ge/ge/list_artic_ge.php?b_sec=muz

	disertaciis dacva Sedgeba: 20 dekemberi, 2019
	disertaciis da avtoreferatis  gacnoba SesaZlebelia Tbilisis vano sarajiSvilis saxelobis saxelmwifo  konservatoriis biblioTekaSi da konservatoriis veb-gverdze: www.conservatoire.edu.ge

