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J.S.Bach Transcriptions

Mutsuko Miwa - harpsichord

1-8 Sonata in A minor BWV 965 2034"
(after J.A.Reinken’s "Hortus Musicus” Partita 1)

Adagio-Fugue-Adagio-Presto-Allemande-
Courante-Sarabande-Gigue

9-11 Concerto in D major BWV 972 305"
(after Vivaldi op3-9)
Allegro-Larghetto-Allegro

12 Fugue in B flat major BWV 954 50"
(After J.A.Reinken’s "Hortus Musicus” Partita 2)

13-16 Sonata in D minor BWV 964 13851"
(After Sonata for Solo Violin BWV 1003)

Adagio-Thema(Allegro)-Andante-Allegro

Instrument: Anthony Sidey
after Henri Hemsch 1751 by Anthony Sidey & Frédéric Bal in Paris in 2005 (A=415Hz)
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Liner Notes

It was a conventional practice for composers in
the baroque period to arrange musical scores
originally written by others into their variants for
another instrument or an entirely different compo-
sition. Johann Sebastian Bach was no exception.
He frequently reused his own music and studied
pieces composed by his predecessors and
céntemporary musicians, which now provides us
with good opportunities to learn the world of
Bach’s music and his musical language in different
aspects from the original pieces. This album
features Bach’s arrangements with a variety of
selections, including chamber music by Johann
Adam Reincken, one of his beloved composers
since his student days, and Vivaldi concertos, very
popular during his days in Weimar, and the Sona-
tas and Partitas for Solo Violin, a set of works
~composed in Kéthen, played on single harpsi-
chord.

Sonata in A minor (BWV 965)

from a work of Reincken

The exact birthplace of Johann Adam Reincken
(Jan Adams Reinken in Dutch; 1623 — 1722) is
unknown. On the title page of Hortus Musicus
published in 1687, however, Reincken mentioned
that he was from Deventer in Eastern Netherlands.

. If this is true, we can say that he shared the same

hometown with Sweelinck. Reincken left for Ham-
burgiin 1954 to study under Scheidemann, an

organist of St. Katharine's Church. Through pupils
of Sweelinck in Amsterdam, he inherited the music
of the Dutch and north German organ schools. In
1657, he returned to Deventer and became the
organist of a city church, and in the following year
he took up a position as the organist of St.
Katharine’s Church, succeeding Scheidemann. He
worked tirelessly in that position without any assis-
tant until he was 80. He passed away five months
before his 100th birthday.

The relationship between Reincken and Bach dates
back to the days in Lineburg when Bach was
studying in a school run by St. Michael’s Church.
During this period, he also had opportunities to visit
Hamburg, the largest Hanseatic commercial town in
north Germany, where he was exposed to vibrant
music activities. He enjoyed performances by
Georg Béhm at St. John’s Church and organ music
by Reincken at St. Katharine’s Church. In particu-
lar, Bach took lessons from B6hm and learned
about organ works and styles. Without doubt,
many people can still recall the news that attracted
much public attention in 2006 when the score of a
Reincken chorale fantasia for organ, An Wasserfiis-
sen Babylon, which was copied by Bach at the age
of 15 under the supervision of Béhm, was uncov-
ered from the inventory at the Anna Amalia Library
of Weimar. During his days as director of music in
Kothen, Bach paid another visit to Hamburg where
he played the organ at St. Katharine’s Church for
two hours for an audience of high-profile people in



the city and earned acclaim for his performance.
There is an interesting episode during his perfor-
mance when Bach made an improvisation based on
the organ score of An Wasserflissen Babylon.
Reincken, who was 97 at that time, was impressed
by his performance and said to Bach, “| thought
that this technique had died long before but it lives
on in your music.” Then he invited and hosted a
party for Bach.

In 1687, Reincken published a chamber ensemble,
Hortus Musicus, for two violins, gamba and
thoroughbass. This consists of six sets of Partitas
(30 pieces of music in total), most of which are
followed by sonatas (instrumental music of some
parts) and instrumental dance movements such as
allemande and courante. Bach arranged this work
to create three pieces (BWV 965, BWV 966 and
BWV 954) from 1714 to 1717 at the latest.

BWV 965 contained in this album is an arrangement
of the first Partita and it was handed down in the
form of a manuscript by J. G. Walther. This has
movements of adagio, fugue, allegro, adagio,
allemande, courante, saraband and gigue. The
adagio part creating the gentle melody line by two
violins has sensitive details and long interludes
suitable for harpsichord. The subsequent move-
ments also contain rich details, as well as voice
part exchange and strong harmony of voice parts,
which results in enhancement of the inner part.

Concerto in D major (BWV 972)

Arrangements during the Weimar period are indis-
pensable in any discussion of Bach’s exposure to
Italian music. In 1713, Johann Ernst of Saxe-
Weimar, half brother of the owner of the Red
Palace in Weimar, Duke Ernst August, returned
from the Netherlands where he had pursued his
studies in Universiteit Utrecht as a profound lover
of music. On the way home, Johann Ernst
acquired many musical scores in Amsterdam. He
heard people playing the Italian concerto, which
was popular there at that time, with solo organ and
came up with an idea to have his teachers in his
home country, Johann Gottfried Walther and Bach,
arrange the scores he had acquired, including
concerto pieces of Torelli, the Marcello brothers,
Vivaldi and his own. Through such work to arrange
concerto pieces having a violin (or sometimes
violins) for solo parts into scores for a solo
keyboard instrument, Bach learned the 3-
movement form of fast-slow-fast, the ritornello
form of tutti and episode, and attractive Italian
melody lines. BWV 972 is another example. Its
original score is Vivaldi’'s Concerto No. 9 of L'Estro
Armonico, Op. 3 (a collection of 12 concertos for
violins composed in Amsterdam in 1711). At the
beginning, a dotted chord in D major is played, but
Bach expanded the dominant key part to create a
wide array of figurations.



Fugue in B flat major (BWV 954)

This is another work based on the scores of
Reincken’s Hortus Musicus. Bach arranged three
pieces of fugue, which Keller (1972) describes as
“large-scale concertante clavier fugue.” BWV 954
adopts the melody found in the first movement of
the second Partita. This was handed down
through manuscript by an unknown person, but it
was said to be an arrangement by Bach due to its
styles and other characteristics. The only item
that represents the pure original score by
Reincken is the subject. Many changes were
made to it and the score became full of brilliant
sounds. Nevertheless, many will still agree with
the statement by Schulenberg that the work put
what Bach wanted to do as a keyboard virtuoso
together with what he wanted to write as a master
of counterpoint nicely.

Sonata in D minor (BWV 964)

arranged from Sonata No. 2 for solo violin
Bach completed the Sonatas and Partitas for Solo
Violin (with three sonatas and three Partitas)
around 1720. With the works of Biber and
Westhoff as models, this was created to see the
extent to which a performance with solo violin
could express the melody and chords. This is a
piece requiring considerably advanced playing
techniques. Although Bach was proficient in play-
ing the violin and the viola as well, he presumably
preferred playing this score with a keyboard

instrument which he was more proficient at. This is
supported by a 1775 statement by his pupil,
Agricola, commenting on the time when Bach had
played the Sonatas and Partitas for Solo Violin with
a clavichord. BWV 964 is an arrangement of
Sonata for Solo Violin No. 2 in A minor (BWV 1003)
and was handed down in the form of a manuscript
by Altnickol, Bach’s son-in-law, who inherited some
of Bach’s scores after his death. Although it is
assumed to have been copied from 1744 to 1748,
Bach'’s signature was not found on the score and
thus the possibility remains that the score was an
arrangement by Altnickol or Friedemann. However,
the characteristics of the arrangement such as the
chord filling are undoubtedly Bach’s. The work
consists of a set of church sonata movements;
adagio, fugue (allegro), andante and allegro.




This album

This is the debut album for Mutsuko Miwa, an up
and coming cembalist living in Paris. Normally
musicians choose to perform well-known original
scores for their first solo album, but she selected
arrangements only for her debut album. Why?

She decided on theses arranged works for her
album because she wanted to see how Bach had
transcribed on his sounds the original scores from
which he drew inspiration and to find out what kind
of sounds he actually imagined and tried to express
through the sounds of a harpsichord. She added:
“this selection is a result of the influence of my
friends in Paris and musicians who are cembalists
and conductors.”

“When they play the harpsichord, they have in their
mind not just the sound of a harpsichord. They hear
the delicate interplay among many other instru-
ments which make up the orchestra, such as the
violin, the flute and last but not least—the vocalists.
The art of playing the harpsichord is to imagine the
sounds of these instruments and to convey them to
the listeners. When you play without such imagina-
tion, the music is just sound without meaning.
Through the power of imagination, one is able to
hear the music as it was created for the orchestra.”
She assumes that the techniques to play harpsi-
chord perhaps have been developed for the
purpose.

In the album, more attention is paid to the record
ing location, Notre-Dame-de-Bon-Secours Chapel
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and to the fine and nuanced sound of a Hemsch
model manufactured by Sidey, in cooperation with
a famous engineer who worked with Hespérion XX.
However, the music world of Mutsuko Miwa as of
2010 is encapsulated within this album, including
the above concept. Of course, the appeal of the
album is her performance itself.

The basis of playing baroque music is “talking.”
The point is how expressively the players can talk
to the audience by using a variety of articulations.
Such “talking” is a natural characteristic of
baroque musical instruments and it is a natural
result as a player concentrates on playing the
instrument. On the other hand, “singing” is difficult
due to the instrument’s structure. Naturally, how-
ever, “singing” is not a monopoly for the Roman-
tics; it is an important element for baroque music
as well. It can be a challenge expected of cembal-
ists to figure out how they will sing the melody of
counterpoint while maintaining a good balance
among the different voice parts. Like “talking,” it is
interesting to experience the personality of each
player. In terms of these aspects, Mutsuko Miwa’s
performance is perfect. Her articulation and phras-
ing have emotional power, which gives the audi-
ence a sense of warmth and leaves them with an
overwhelming impression. A cembalist playing
Bach like she does is hard to find.

Tsutomu Nasuda
(Translated by Mizuho Sasaki)



=TEEF
HARFEAEERBRF I N\OFTREE, RURAK
FRRARMET MEAFLEBRNIEETHHEMzETE
ERFEESNREBNEFZIRFEO—PELLTA
NF—FURNENEXRICBEL.ICERGREE
7« 7OV ER/RTCEEREF—ZANIT T4~
AN HEEIAV I —IITHAIEZZE 1996 LU T
Ja—YaBERHEIV - ARXMEH 2000F(C
B BIEYA-NOyIEZEIV V- AR EEESE
DEHBVIRNELT. T Va—=TVa-LVH T
TAUTEEETER AN ENGEEBTER . TLRTIL
GI-INYNTTRATFANI 754 TIVG (R4 R) EIE
BEREECHRE FL. EREEHLLT AL 7405
AVN(P-RYTLEMEE). LYFILIT Y ANILF—-
TV RIVARFEAR—N=TJI - THTI-FEH
BT 3. 1999FN52006F £ T 7' NETH Kb
fizDEHD. FroN\OERAET T EBAKEA. | -
K74 O—DEKC. LT EMRENMHEE LT,
INUTN-FT- 7454 L RKICHE,

Mutsuko Miwa

studied the harpsichord with M. Nabeshima, M.
Suzuki at the Toho-Gakuen University in Tokyo.
She also studied with J. Whitelaw at the Ghent
Royal Conservatory in Belgium. She obtained a
special prize at the international competition Stift-
Melk in Austria. She is also an accompanist at the
international Baroque competition in Bruges and
for the

Baroque singing on in Chimey.
Amongst others she also plays with ense
such as: Il Fondamento, Les Agremens, the
Orchestra of the Flanders Opera, the Beethoven
Academy, and Prima la Musica. In 2006 she moved
to Paris in order to study the harpsichord tech-
niques used in the Baroque Opera with Nicolau de
Figueiredo.
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RECORDING DATA

25-27. Mar. 2008
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176.4kHz 24bit PCM Recording and Editing

Microphones : DPA 4006 (A-B Stereo)

Preamplifiers, AD converter : Crookwood Igloo

Digital Audio Workstation : Merging Technologies Pyramix

Executive Producer : Kazuhiro Kobushi /\MAF1%

Recording Director : Manuel Mohino ¥=a2T/L-Ek./
Recording and Editing : Manuel Mohino ¥=a2T/L-Ekt./
Harpsichord technician : Anthony Sidey 7>V =— YA 71—

Cover design and Art works : Masako Saimura FHEF
Liner note translation : Mizuho Sasaki {EXARH D&
Photograph : Shinichi Kida AH#H—

Special Thanks to :

Nicolau de Figueiredo
Anthony Sidey & Frédéric Bal
Guy Penson

Chris Vandekerkhove

JAvLa—R
http://waonrecords.jp/

RECORDS






