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Abstract 

Since around the middle of the 20th century, the baroque violin has been gradually 

rediscovered for use in early music performance. This research project is an 

investigation into the processes of developing and presenting new music for the 

baroque violin, drawing on my experience both as an early music baroque violinist 

and as a contemporary music modern violinist. This research project aims to uncover 

ways in which the baroque violin may be used to express 21st-century music.  

This is presented in three volumes: Volume 1, this Exegesis, outlines the 

processes and outcomes of the project; Volume 2, an online Catalogue, details 

techniques and approaches to the baroque violin, for composers and interpreters, that 

may be used in 21st-century music; and Volume 3, recordings of three Recitals, each 

programmed to reflect on the significant stages of the research project.  

The development of five new works for the baroque violin, written by Australian 

composers Jacob Abela, Biddy Connor, Vincent Giles, Paddy Mann, and Samuel 

Smith, is considered. These works are used both as a means for developing new 

techniques and approaches to the baroque violin, and as examples of the practical 

application of the baroque violin in this context. Three additional works, by 

Alexander Garsden, Natasha Anderson, and Liza Lim, are also discussed.  

Through artistic research methodologies, drawing on interactions with composers 

and other performers, historical use of the baroque violin, and contemporary use of 

the modern violin, the approaches and techniques discussed in the Catalogue are 

developed and defined. The Recitals are presented to demonstrate the stages of the 

research project and the contemporary uses of the baroque violin that have been 

discovered and presented in the Catalogue.  
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Prologue 

This research project was conceived in the intersection of the two most influential 

driving forces in my artistic practice, the old and the new. Since early childhood, I 

have been drawn to the sound of the violin. As a young girl, my family had an old, 

rickety violin on top of a wardrobe; when I was seven years old, an opportunity arose 

to learn the violin at school in a group lesson, as part of a Victorian Government 

initiative to provide instrumental music lessons in regional state schools. Thus I began 

the journey of learning to play the violin. I progressed through the typical Australian 

music education system, the Australian Music Examinations Board, training on the 

path to becoming a classical violinist,1 leading to studies at the Victorian College of 

the Arts and eventually a year in Cologne, Germany.  

From my late teens, my musical taste and aesthetics developed a noticeable trend 

towards music of the late Baroque era and Western art music of the 20th century. As I 

navigated through my undergraduate studies, the genres of music I was most 

interested in performing became further and further isolated from one another 

chronologically, with a larger gap growing between the old music of the Baroque era 

and the new music my friends and colleagues were writing. I preferred to play in each 

of these styles above all other repertoire and in equal measure. 

In the first years of the 21st century, as I was undertaking my undergraduate 

degree, the revival of performing chin-off2 on the gut-strung baroque violin had been 

underway in Europe and the United States for several decades. However, it had not 

yet gained a strong foothold in Australia. The Australian Brandenburg Orchestra was 

becoming an institution3 (Irving, 2005, p. 56), but the number of musicians trained in 

                                                        
1 Similarly to the way in which the term classical music is applied in a general sense to a wide 

range of Western art music written from the Renaissance to the 20th century (rather than 

just that written in the Classical era), in this context classical violinist or classically trained 

violinist refers in a general sense to a violinist with the usual training that is undertaken with 

the intention of entering a professional performance career. In Australia, this usually means 

a career performing orchestral music.  
2 Chin-off refers to playing with the instrument resting on the arm or shoulder, without the 

use of a chin rest or shoulder rest.  
3 See also https://www.brandenburg.com.au/our-story/who-we-are/  
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and actively performing full-time on period instruments in an historically informed 

style (HIP)4 (Butt, 2002; Donington, 1965, 1982; Haskell, 1988; Haynes, 2007) was 

relatively small.5 As a result of this, although I was interested in performing Baroque-

era repertoire on period instruments and was aware that this was possible, there were 

no opportunities for me to seek guidance in learning chin-off baroque violin 

technique, on a baroque violin, until years later. 

During my undergraduate studies I was required to perform a great deal of 

repertoire, mainly from the 19th century. However, as my studies progressed, my 

musical tastes became clearer and undeniable. During my time in Germany 

immediately after my undergraduate degree, I decided I had to perform the music that 

most closely reflected these tastes and hoped that I might be able to build a career 

around this. On my return to Australia in 2007, I threw myself wholeheartedly into 

the performance of new music.  

Performing repertoire from the late 20th and early 21st centuries rapidly 

broadened my understanding of what my instrument was able to achieve. I practised 

each day inspired by the variety of sounds that were possible in this repertoire, and 

nothing was more thrilling than commissioning a brand-new work. To be involved 

and present at the birth of a new piece of music was incredibly exciting to me and 

remains so today. Aside from witnessing and contributing to the creation of a new 

piece of art, and the thrill of having a piece moulded especially for me, the speed at 

which my understanding of my instrument is broadened through developing a new 

work with a composer for me is unsurpassed by any other musical experience. 

Composers invent new sound ideas; together we find a way to achieve them as 

                                                        
4 HIP is a common abbreviation for Historically Informed Performance. This refers to the 

performance of music (usually music of the 17th and 18th centuries) that aims to resemble 

how the music was performed at the time it was written, using instruments resembling 

instruments of the time it was written. HIP is discussed in more detail in Chapter 3.  
5 There have been HIP practitioners active in Australia since the 1960s, including recorder 

and viola da gamba player Ruth Wilkinson, plucked instrument player John Griffiths and 

traverso player Greg Dikmans. However, these performers were trained in Europe and have 

necessarily had careers based in both Australia and Europe. It was not until 2007 that the 

first HIP undergraduate university degree was offered in Australia, at the Sydney 

Conservatorium of Music at the University of Sydney. See also 

https://sydney.edu.au/music/about/our-history.html  
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effectively as possible with the instrument. This process is at the core of this research 

project.  

It was not until 2010 that I could afford to buy a baroque violin and formally 

learn how to play it. Conveniently, this time coincided with the homecoming of 

Australian baroque violinist Julia Fredersdorff,6 among the first of a new wave of 

European-trained specialist baroque violin performers to return to Australia. 

Fredersdorff taught me how to wield this strange new creature, about its intricacies 

and individuality as an instrument not just of a different time, but also of a different 

physicality than the modern violin. At first it was frustrating to see how few of my 

hard-earned skills were transferable from the modern violin to the baroque violin. 

However, in time I came to feel as comfortable playing my baroque violin as my 

modern violin. My studies with Fredersdorff comprised not only technical instruction 

regarding the baroque violin, but also instruction in the stylistic interpretation of 

baroque violin music, ca. 1600–1750, from an historically informed perspective (Butt, 

2002; Donington, 1965, 1982; Haskell, 1988; Haynes, 2007). The intention was to 

develop a style of interpretation incorporating knowledge and understanding of the 

primary sources from the time the baroque violin first existed as a performance 

instrument, involving both the stylistic and technical aspects of the instrument’s 

repertoire and the technical particulars of playing the instrument itself.  

As a violinist interested in new music, keen to explore the complexities of timbre 

on my instrument, and now having found a new palette of sounds available through 

the baroque violin (along with a level of competency playing it), it seemed inevitable 

that I would seek to create new music with this “old” instrument.7 I knew of a small 

number of examples of new music being written for period instruments (e.g. 

Chisholm, 2011; Consort Eclectus, 2007) and decided to commission something for 

myself.  

In 2013, with assistance from Creative Victoria, I commissioned my first piece 

for baroque violin by composer Alexander Garsden, entitled Law II. Although two 

                                                        
6 For further information regarding Julia Fredersdorff, see her website at 

https://www.juliafredersdorff.com 
7 A clearer definition of the baroque violin is presented in Chapter 3.  
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years would pass before my postgraduate candidature began, this piece marked the 

beginning of this research project.  

It is an exciting time to be a practitioner of either new music or early music in 

Australia. As I write this, I am on a plane travelling to Sydney to perform Claudio 

Monteverdi’s Vespro della Beata Vergine from 1610 with the Orchestra of the 

Antipodes on period instruments. Last weekend I performed ten world premieres at 

the Bendigo International Festival of Exploratory Music. Next week I will perform at 

OzAsia Festival in Adelaide with the Australian Art Orchestra, where we will share 

the stage with a robot. I am grateful to our diverse artistic community that supports 

experimentation and creation. That Australia can find a place for a musician with my 

particular areas of interest indicates a richness of culture of which we can all be 

proud.  
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Chapter 1—The Project  

This research project is an investigation into the processes of developing and 

presenting new music for the baroque violin, in order to define a role for this 

instrument in creating music of the 21st century. The investigation is based around the 

core research question: How can the baroque violin be a valid vehicle for 21st-century 

compositional and musical expression? And supplementary to this, what kind of 

resource can demystify the baroque violin to aid the creation of music for it today? I 

shall return to these questions throughout this Exegesis.  

The use of a few terms in this Exegesis must be explained before progressing. 

When discussing the baroque violin in this Exegesis, I principally refer to the violin 

as it was employed from the beginning of its use as a concert instrument in the late 

16th century (Boyden, 1965, p. 55) up until the mid-18th century: that is, an 

instrument strung with gut strings, played without a chin rest or shoulder rest, and 

played with a bow of a style specific to the period (Boyden, 1965; Leipp, 1969; 

Pollens, 2009; Schoenbaum, 2013).  

When discussing the modern violin in this Exegesis, I refer to the violin as it is 

most commonly employed today: that is, an instrument strung with metal/synthetic 

strings, played with a chin rest and often a shoulder rest, and played with a fully 

mounted, modern, concave bow.  

When discussing extended approaches or extended techniques in this Exegesis, I 

refer to approaches to the instrument that lie outside those typically practised by a 

violinist today playing either the baroque violin or the modern violin. These extended 

approaches may include particular performative techniques, preparation of the 

instrument by the addition or attachment of objects, or compositional techniques of 

extreme complexity, which lie beyond the usual language or training of a present-day 

violinist (Arditti & Platz, 2012; Burtner, 2005; Butler, 2000; Penny, 2009; Roche, 

2011; Strange & Strange, 2001). These terms are more closely considered in Chapter 

3 of this Exegesis.  
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Rationale  

The motivations for this project lie in a desire to unite my interests in early music and 

new music and are informed by the evolution of my artistic practice. As discussed in 

the Prologue, this practice incorporates the performance of new compositions for the 

modern violin as well as the historically informed performance8 of repertoire of the 

17th and 18th centuries on the baroque violin, together with experimental 

improvisation.9 Over the past five years, I have commissioned several new works for 

baroque violin and for other period instruments. Through the collaborative process 

with composers and my increasing use of baroque violin in improvisation, I have been 

fascinated by the various sounds that may be achieved with the baroque violin, as an 

instrument for creating 21st-century art music.  

The rationale for this project stems from two distinct motivations in my artistic 

practice. The first is a personal interest in the timbre and aesthetic of the baroque 

violin in contrast to its modern counterpart. This fascination with the baroque violin 

has emerged through my broader artistic practice, embracing extended approaches to 

performance with both the modern violin and the baroque violin. This artistic practice 

is situated in both early music and new music communities and draws from 

collaboration with specialist performers in each of these areas.  

The second motivation is a more general desire to develop the fields of new 

music and contemporary performance practice and is born of a belief that the wide 

timbral potential of the baroque violin has much to offer contemporary composers and 

audiences from a creative and artistic perspective. By explaining the physical and 

sonic parameters of the baroque violin, and defining and collating a catalogue of 

timbres, techniques, and effects it may achieve, this project aims to increase the 

baroque violin’s appeal to 21st-century composers, facilitating the generation of new 

repertoire for it. The creation of new work for the baroque violin contributes to the 

cultural landscape in which both new music and early music communities exist.  

                                                        
8 Historically informed performance is discussed in more detail in Chapter 3.  
9 The term experimental can have a variety of meanings in music. For the purposes of this 

Exegesis, experimental improvisation refers to “non-idiomatic improvisation … so called 

‘free’ improvisation [that] while it can be highly stylised, is not usually tied to representing 

an idiomatic identity” (Bailey, 1993, p. xii).  
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The inventiveness of composers has long been a driving force in the development 

of musical instruments, just as a broader understanding of new instruments has driven 

compositional aesthetics.10 When played in the 21st century, the baroque violin, 

although salvaged from the past, may be regarded as a new instrument. This is 

particularly true in the context of the aesthetics examined in this research project. As 

the baroque violin has been revived at this time, it has therefore become new again. 

As Coessens notes,  

all art happens in a space and is influenced by the surrounding space, but at 

the same time all art creates a new space by experimenting with it. The 

artist creates a materiality, be it sounds, graphics, or sculptures, that 

impinges on the existing materiality, moving it and chasing its habitual 

appearance away. The artist recreates, changes the existing space, and at 

the same time, creates his or her art. (2014, p. 78) 

Many of the aesthetics I have commissioned within, for example new 

complexity11 (Fox, 2001; Toop, 1998), spectralism12 (Anderson, 2001; Fineberg, 

2000), and pointillism13 (Kennedy, 1980, p. 499), have emerged since the mid-20th 

century and were therefore not developed specifically for the baroque violin, just as 

the baroque violin was likewise not developed with these aesthetics in mind. 

Combining this existing instrument with these existing aesthetics results in a new 

artefact. In this way, this project intends to help pave a new path for the baroque 

violin as a legitimate and versatile new instrumental possibility for 21st-century 

composition. 

                                                        
10 For instance, the use of the revival harpsichord in the 20th century by composers such as 

Iannis Xenakis and Francis Poulenc, and the viola d’amore by composers such as Paul 

Hindemith and Jules Massenet.  
11 New complexity in music may be defined as music employing “a complex, multi-layered 

interplay of evolutionary processes occurring simultaneously within every dimension of the 

musical material” (Fox, 2001, para. 1).  
12 Spectralism refers to music that uses sound spectra to generate its compositional material, 

with regard to pitch, rhythm, and form (Anderson, 2001, para. 1).  
13 Pointillism in this context refers to music “where the notes seem to be in ‘dots’ rather than 

in melodic phrases” (Kennedy, 1980, p. 499).  
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In many ways the concept of writing new music for old instruments is not itself 

new. There are numerous examples throughout history of composers seeking 

inspiration in the timbral worlds of instruments that have fallen out of common 

usage.14 As has been the case with other instruments such as the recorder (Barrett, 

2000; Berio, 1966; Lim, 2007; and the viola d’amore (Haas, 2000; Hindemith, 

1927/2010; Lim, 2008; Neuwirth, 1996–1997), an interest in composing for 

Renaissance-era and Baroque-era instruments has risen since the early music revival 

of the 1960s (Haskell, 1988) and the baroque violin has not been immune from this 

trend. Some Australian early music ensembles15 have commissioned new works for 

period instruments including the baroque violin (Chisholm, 2011; Stanhope, 1998) 

and there are a growing number of examples from abroad of new pieces being written 

for this instrument (Evan Johnson, 2016; Liz Johnson, 2016; Nordic Affect, 2015, 

2017; Sergeant, 2013; Tidrow, 2014), driven in particular by performers and 

ensembles. These new compositions represent a variety of aesthetics from neo-

baroque (Oxford Living Dictionaries, n.d.) to second modernity aesthetics16 including 

new complexity, spectralism, and pointillism, as mentioned above. The aesthetics 

principally studied in this research project fall into the latter category of second 

modernity.  

In many cases, 21st-century works have been commissioned and developed by 

violinists who predominantly play the baroque violin.17 Conversely, modern violinists 

specialising in new music have also been a driving force in commissioning works for 

the modern violin restrung with gut strings.18 Both of these approaches have resulted 

                                                        
14 See footnote 10 on the previous page.  
15 For instance, Ironwood http://www.ironwoodchamberensemble.com and Latitude 37 

https://www.latitude37baroque.com 
16 The term second modernity has been used in the arts to mean “a phase after postmodernity” 

(Mahnkopf, Cox & Schurig, 2008, p. 1), which in music embraces compositional devices 

including “microtonality, complex rhythms, nested formal constructions, poly-works, live 

electronics, computer-assisted composition, the whole spectrum of pitch and noise, [and] 

hybrid playing techniques” (Mahnkopf, Cox & Schurig, 2008, p. 12).  
17 For instance, baroque violinists Halla Steinunn Stefánsdóttir, Monica Huggett, and Julia 

Fredersdorff, among others.  
18 For instance, violinist Karin Hellqvist.  

https://portal.research.lu.se/portal/en/persons/halla-steinunn-stefansdottir(68e1ebd8-08e7-497d-b5fa-58029b565e31).html
https://www.musicianguide.com/biographies/1608004224/Monica-Huggett.html
https://www.juliafredersdorff.com/
https://www.juliafredersdorff.com/
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in important contributions to the growing repertoire of 21st-century music for the 

baroque violin.  

There is a third category of performer—with which I most strongly identify—

who is trained in chin-off, historically informed performance of early music on the 

baroque violin, but who concurrently maintains a new music practice on the modern 

violin which has involved the study and performance of canonical post–Second World 

War repertoire for the modern violin. This third category of performer can draw on 

practice-based skills in both early music and new music performance to better 

understand how an old instrument might be used as a vehicle for new composition. In 

my case, knowledge of the technical specifications of the baroque violin (garnered 

through my chin-off studies and career performing early music in an historically 

informed way) has influenced the development of new works and approaches to the 

baroque violin. Equally, an understanding of how the modern violin has come to be 

used in 21st-century composition (developed through my career as a new music 

violinist) has had a parallel influence on this process.  

The passage of time in which an artistic practice or movement exists is linear. 

However, the artists conducting this practice and contributing to this movement draw 

inspiration from both their understanding of past performance and their imagination 

of what future performance and context may be. While our practices exist in linear 

time and are therefore a result of the era in which they happen to occur, they reflect 

what has come before and anticipate what may come after. For these reasons, no 

matter how well informed and researched a baroque violinist may be on the subject of 

how their instrument was used during the Baroque era, nonetheless their practice 

exists in the 21st century and is therefore a product of 21st-century experiences and 

influences.  

The path to finding a place for the baroque violin in 21st-century music-making 

has for me proven to be non-linear. To re-situate the baroque violin in the present, this 

research project questions where the baroque violin came from and how it evolved 

into its modern counterpart, in this way aiming to reimagine how it may be used in the 

future. This process has necessarily involved an inquiry continually oscillating 
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between the ruminative, analytical retrospective and the creative, forward-looking 

prospective.  

This spiralling progression may be understood by what Coessens (2014, p. 80) 

refers to as “the web of artistic practice.” This “web” describes “a whole, a kind of 

habitus, artistic expertise or tacit knowledge” that influences all facets of the research, 

which is deeply embedded in my artistic practice. Just as my artistic practice involves 

two main areas of old and new music which exist at times both in parallel and in 

intersection, similarly the research has evolved through a continual circularity of old 

and new influences, each of which is considered separately in the first and second in 

the series of Recitals, which are discussed in more detail in Chapter 3. This cross-

pollination effect between the old and the new contributes to the spiralling 

progression of the research.  

Reflection upon the old is not unfamiliar to modern violinists in the 21st century. 

In fact, virtually all modern violinists perform music from the past, including the 

Baroque era, as part of their training. Many modern violinists are encouraged to study 

treatises from the Baroque era (e.g. Geminiani, 1751; Mozart, 1756/2010), as was the 

case for me as an undergraduate student. It is possible to maintain a career as a 

modern violinist where the majority of repertoire performed is of the 17th to 19th 

centuries.19 Conversely, the vast majority of baroque violinists today began their 

musical studies on the modern violin, only beginning to specialise in chin-off baroque 

violin technique after some years of training on the modern violin.  

As will be discussed in the following sections, there is much existing research 

regarding the writing of new music for various instruments (e.g. Roche, 2011; Arditti 

& Platz, 2012; Strange & Strange, 2001), as well as resources regarding the technical 

aspects of creating sound on the baroque violin (e.g. Geminiani, 1751; Mozart, 

1756/2010). However, at the time of writing there is not yet a dedicated inquiry into 

the timbral and technical specifications of the baroque violin as a vehicle for 21st-

century compositional aesthetics. This research project contributes to addressing this 

                                                        
19 A brief study of the 2018 subscription concert series of all the Australian Major Performing 

Arts Group companies that employ violinists shows less than 17% of pieces presented in 

2018 were composed later than 1950.  
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absence in the literature, by creating the first Catalogue explaining the potential use of 

the baroque violin in 21st-century composition and by examining new compositions 

created for the baroque violin over the course of the research project. Some of these 

compositions are presented in the third and final of the Recitals, discussed in detail in 

Chapter 5.   

How to Navigate through this Research  

This Doctor of Musical Arts project is housed online at 

http://research.lizzywelsh.com.  

The submission for this project comprises three separate volumes, as follows:  

 Volume 1—this Exegesis, which provides contextual writing surrounding the 

research processes and outcomes. This Exegesis is hosted online at 

http://research.lizzywelsh.com/?page_id=4 where a PDF download is 

accessible. 

 Volume 2—a Catalogue of new and extended techniques and approaches to 

the baroque violin, presented online at 

http://research.lizzywelsh.com/?page_id=6.  

 Volume 3—documentation of a series of three performances, programmed 

according to the sources and results of inspiration for the project, hereafter 

described as Recital 1, Recital 2, and Recital 3, and collectively as the 

Recitals. The Recitals can be found online at 

http://research.lizzywelsh.com/?page_id=8.  

Although each of these research outcomes is vital to the project overall, the 

Catalogue may be seen as the central and pivotal contribution, with the Exegesis and 

Recitals 1 and 2 contributing to the understanding of how the Catalogue was 

conceived and Recital 3 contextualising how approaches represented in the Catalogue 

may be realised in a performance setting.  

This Exegesis examines the rationale, context, methodology, and conclusions of 

the research project as a whole. It supports and tracks the primary outcome, the 

http://research.lizzywelsh.com/
http://research.lizzywelsh.com/?page_id=4
http://research.lizzywelsh.com/?page_id=6
http://research.lizzywelsh.com/?page_id=8
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Catalogue, by describing and analysing the means and rationale by which techniques 

developed.  

New and extended sounds and techniques have been both developed and collated 

in the Catalogue, providing a dynamic repository that can be used as a working 

resource for composers and performers. By developing, defining, and documenting a 

detailed catalogue of extended approaches for the baroque violin, the research allows 

for baroque violinists to more fully understand the capabilities of their instruments 

and for composers to use such approaches in creating new works for the baroque 

violin.  

Presenting this research in catalogue form contributes to the long-standing 

tradition of performers documenting new techniques and approaches to various 

instruments (Arditti & Platz, 2012; Roche, n.d.; Strange & Strange, 2001), expanding 

both the literature about the baroque violin and the literature about extended 

approaches in 21st-century instrumental composition. The Catalogue is published 

digitally online, making it widely accessible and allowing it to evolve beyond the 

scope of this research project as more knowledge is gained and developed. The 

dynamic nature of the Catalogue is vital, as “the web of artistic practice is never 

finished. Artistic endeavour always remains a dynamic process” (Coessens, 2014, 

p. 80). 

The Recitals represent the three main stages employed in developing techniques 

and approaches to the baroque violin that are included in the Catalogue. Each recital 

in the series was inspired by one element of the interaction between past practices on 

the baroque violin, current practices on the modern violin, and, most significantly, the 

confluence of these in the creation of new work for the baroque violin, as follows: 

 Recital 1—early music for baroque violin, presenting repertoire that highlights 

early practices of extended techniques as they were applied to the baroque 

violin in its early history as a solo instrument in the 17th century. 

 Recital 2—new music for modern violin, presenting repertoire that highlights 

current practices of extended techniques on the modern violin in the 20th and 

21st centuries. 
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 Recital 3—new music for baroque violin, presenting new commissions for the 

baroque violin or works newly played on the baroque violin, highlighting a 

21st-century approach to the instrument. 

The final recital demonstrates how the Catalogue may be used with the baroque 

violin to create a musical performance as an artefact of the 21st century.  

The structure of this Exegesis is designed in such a way that the reader is advised 

to navigate the three volumes of the submission as follows:  

1. Read the Exegesis (Volume 1) until the end of Chapter 3.1.  

2. Watch Recital 1, A Few Necessary Reminders (in Volume 3).  

3. Read the Exegesis until the end of Chapter 3.2.  

4. Watch Recital 2, Yet We Must Go On (in Volume 3). 

5. Read the Exegesis until the end of Chapter 4.  

6. Explore the Catalogue (Volume 2) online.  

7. Read the Exegesis to the end.  

8. Watch Recital 3, Everything Old is New Again (in Volume 3). 

Notably, this Exegesis discusses the methodologies used in the research before it 

discusses the context in which the research is placed. The reason for this is that some 

of the practical outcomes of the research, namely Recitals 1 and 2, are representative 

of two key areas of context. An understanding of the development of these Recitals is 

aided by an explanation of the overall methodologies employed.  

Therefore, Chapter 2 of this Exegesis deals with methodologies employed in the 

research. These include existing artistic research methods and the ways in which these 

methods were adjusted to develop a bespoke research design for the project.  

Chapter 3 of this Exegesis details the context of the research, which is situated in 

both the old and the new. The uses of the baroque violin during the Baroque era and 

the current uses of it in HIP are focused on in Chapter 3.1, which also discusses the 

related practical outcome for this stage of the research, namely Recital 1. The uses of 

the modern violin in contemporary composition are addressed in Chapter 3.2, which 
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also discusses the related practical outcome for this stage of the research, namely 

Recital 2.  

The conclusion of Chapter 3 of this Exegesis also marks the conclusion of the 

discussion of the existing areas of practice that formed the primary inspiration for the 

new area of investigation. That is to say, the context of the existing uses of the 

baroque violin and the context of the relevant existing uses of the modern violin has 

been presented by the end of Chapter 3. From that point on, the Exegesis discusses the 

new uses of the baroque violin explored in this research project and the resultant 

outcomes of the research project.  

To that end, Chapter 4 of this Exegesis discusses the main research outcome, 

namely the Catalogue. The format and rationale for the Catalogue are discussed, 

including screenshots of the Catalogue to aid an understanding of how it may be used. 

Thoughts on the Catalogue from several of the composers whose work is discussed in 

the research are also included here.  

Chapter 5 of this Exegesis is dedicated to a close discussion of several new works 

generated over the course of the research. Additional works are also discussed, as well 

as interactions with composers and another baroque violinist/researcher. A discussion 

of Recital 3 is then included in this Chapter, as it forms the related practical outcome 

for this stage of the research. Finally, this Chapter includes reflections from the 

aforementioned composers on the processes and outcomes of creating new works for 

the baroque violin.  

Chapter 6 presents the conclusions of this research project. In doing so, it 

considers both the benefits and the practical limitations of new compositions for the 

baroque violin. It also discusses the utility of the Catalogue as an aid to such 

composition.  
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Chapter 2—Methods 

In this chapter, the artistic research methodologies and processes employed in the 

research are detailed. This chapter also discusses the use of different compositional 

techniques used to expand and test the compositional language that may be employed 

for the baroque violin. These include improvisation, collaborative working with 

composers, and the application to the baroque violin of modern techniques typically 

used for the modern violin. Finally, this chapter discusses interviews undertaken with 

five composers from whom works were commissioned during the course of the 

research project. 

This research project has been undertaken within my artistic practice and 

examines part of this practice. It is accordingly an example of artistic research 

(Borgdorff, 2012; Doğantan-Dack, 2016). It has employed two approaches within the 

broader compass of artistic research. These are:  

 Practice-led research—that is, “research in which creative practice is clearly at 

the centre of human activity” (Harper, 2011, p. 11).20 Practice-led research 

formed the primary basis for the methodologies employed in the research 

project. In this case, practice-led action research (Dick, 2000, Kemmis, 

McTaggart, & Nixon, 2013, pp. 67–70; O’Brien, 1998, pp. 2–3) was used as 

part of the overarching methodology, and a practice-led reflective cycle 

(Heron, 1996) was used to assess the compositions and playing techniques 

employed.  

 Practice-based research—that is, research that developed knowledge through 

practice and the outcomes of that practice (Borgdorff, 2006, p. 7; Borgdorff, 

2012, p. 39; Candy, 2006, pp. 1–3; Haseman, 2006, p. 3). This approach to 

artistic research accordingly focuses on learning from the outcomes of the 

artistic practice, rather than the processes employed within it (Candy, 2006, p. 

1). In this case, practice-based research supplemented the practice-led research 

that formed the primary basis for the research-project. That is, the 

development of new works for the baroque violin contributed to the evaluation 

                                                        
20 For further explanation of practice-led research, see Borgdorff, 2006, p. 7; Borgdorff, 2012; 

Candy, 2006, pp. 1–3; Doğantan-Dack, 2015; Haseman, 2006.  
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of the practice-led processes through which many of the techniques and 

approaches contained in the new works were developed and refined. 

As this project is so deeply embedded in my own artistic practice, the overarching 

research model has continued to be defined by the web of interactions among the 

different elements of my artistic practice. Coessens describes the “web of artistic 

practice” as being 

constituted by five dimensions that refer to the complex interactions and 

exchanges between the musician and his or her environment: embodied 

know-how, personal knowledge, the environmental, the cultural-semiotic, 

and the receptive dimension. Together they form a “web” of artistic 

practice, woven repeatedly by the artist over multiple periods of education, 

exploration, and performance, offering a solid but agile support and 

augmenting artistic expertise. (2014, p. 69)  

The interconnectivity of artistic practices was previously explored by Bartleet and 

Ellis, who state:  

Musicians move back and forth between the different layers of their 

musical consciousness in the interpretation and creation of musical works. 

In this creative process they draw on a wide range of musical experiences, 

memories and reference points, so that distinctions between the personal 

and musical become entangled. (2009, p. 9) 

Of particular relevance in the context of this study, Hannula, Suoranta, and Vadén 

recognise that artistic research draws upon a lineage of past practices, stating that  

The research is done inside the practice, by doing acts that are a part of the 

practice. This is not done within a closed-up entity but in and through the 

acts—conscious of their connection to the history of effects through the past, 

present and future—of doing the thing, that collection and recollection of acts 

that make and shape the practice. (2014, p. 3) 

Coessens, Crispin and Douglas (2009, p. 14) invite us to “imagine artistic 

creativity as a kind of ‘journeying forth’ into a world that is in flux, unpredictable and 

constantly forming and re-forming itself.” Therefore, although there are segments of 
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this research that employ specific methodologies, the project as a whole has been led 

by my artistic practice, in ever-evolving and interconnected strata. As a result, the 

research in this project has involved a confluence of methodologies within the 

compass of artistic research, creating a bespoke combination of approaches, including 

action research and a reflective cyclic method (Heron, 1996), which is depicted in 

Figure 1.  

Although the research is practice-based, whereby the study itself has resulted in 

the generation of new works for the baroque violin, the aim of the creation of these 

new works is twofold: to contribute to the repertoire for the instrument and to test new 

techniques and approaches for the baroque violin that were developed and refined 

through the practice-led methodologies described in further detail below. This has 

resulted in the defining and cataloguing of new techniques and approaches on the 

baroque violin, achieved via a qualitative reflective cycle approach, the stages of 

which were inspired by collaborative inquiry (Candy, 2006 pp. 1–6; Haseman, 2006, 

p. 3; Heron, 1996, pp. 52–55). This is explained in more detail in Table 1.  

While the research model does not strictly adhere to a traditional action research 

model, in that it does not always follow reporting systems of action research, is not 

always participatory and does not always seek to problem solve (Dick, 2000, O’Brien, 

1998, pp. 2–3), it draws on the cyclical approach characteristic of action research. It 

further takes advantage of the ability of action research cycles to interact with one 

another while recognising the subjectivity of the researcher (Kemmis, McTaggart, & 

Nixon, 2013, pp. 18-21). The cycles of action research are embedded into this 

methodology as part of the fundamental structure or “web” of my artistic practice, 

weaving through the cycle over and over with each new commission, as each new 

practice session strengthens my relationship with my instrument and as each new idea 

is discovered and refined. Every day offers something new to learn about my 

instrument, and every discovery opens up new territory and new questions, paving the 

way to the next breakthrough. Similarly, just as my artistic practice continues to 

evolve, new approaches to the baroque violin will continue to grow beyond the scope 

of this research project. In this sense, the discovery of new approaches to my 

instrument is inextricably linked to the continual transformation of my artistic 

practice. 
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An intriguing parallel to the cyclical research methods, and to the interconnected 

nature of my artistic practice, was seen in the process of documenting the results of 

this research project. This documenting also evolved into a circular process. I began 

to carry a notebook with me at all times and to write down thoughts and ideas as they 

arose. This writing was transcribed into the Exegesis draft document, where it 

underwent cycles of writing and rewriting as the document and ideas developed and 

solidified and as other strands of the research project were completed and analysed. In 

this way, the writing methodology unintentionally aligned with the research methods 

used to develop, assess and analyse the subject of the research. 

Research Design  

As mentioned above, this study has employed existing artistic research 

methodologies in constant interaction with my artistic practice. These include the 

following:  

 Artistic research using elements of action research, which is embedded in the 

overall structure of the research project. This methodological approach is 

largely practice-led and was used to develop this Exegesis, the Catalogue, and 

the Recitals. The final part of this methodological approach involved the 

practice-based generation and analysis of new works for the baroque violin. 

As part of the analysis stage of this action research, interviews were also 

undertaken with five of the composers whose work is included in this study.  

 Reflective cycle, itself a form of action research, in this case inspired by 

collaborative inquiry. This practice-led methodology was employed 

specifically to develop and test each technique or approach included in the 

Catalogue.  

Artistic research using action research  

Because action research is typically cyclic, participative, qualitative and reflective 

(Dick, 2000, Kemmis, McTaggart, & Nixon, 2013; O’Brien, 1998), it is an 

evolutionary process, able to be gradually adjusted in response to new knowledge 

gained through each cycle, with an emphasis on “transforming and enhancing 
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practice” (Borgdorff, 2010, p. 11). All of these characteristics make action research 

well suited as an artistic research method for this research project.  

Borgdorff (2010) notes that “the practice of the arts is central to artistic research” 

(p. 3). This research project has revolved around the “web” of my artistic practice, as 

discussed above, which is in itself an ever-evolving entity. Every stage of this 

research project emerged through various cycles of action research, from the 

development of new works, techniques and approaches to the baroque violin, to the 

preparation and presentation of the Recitals, to the construction of the Catalogue and 

the writing of this Exegesis.  

One example of how an action research cycle functioned in this research is 

discussed in “Australian Composition for Baroque Instruments” (Giles, Welsh, & 

Jennings, 2018, pp. 251–252), of which I am a co-author. This describes how 

composer Vincent Giles wrote a rhythmically complex passage after performing an 

improvisatory piece with me, inspired by the textures and rhythms I had used. This 

passage was then practised to develop a way to accomplish it on the baroque violin. 

Issues with achieving some of the technical challenges in this passage were then 

discussed in a workshop environment between the composer and performer and the 

passage was modified to reach a technically achievable and musically satisfactory 

result.  

The interaction of the main outcomes of the research project, namely the 

Catalogue and the Recitals, is represented in Figure 1 below. This depicts how the 

Recitals both influenced and were influenced by the development of the Catalogue, in 

a loop of activity inspired by action research that encompassed the entire research 

project. Figure 1 depicts the more rigorous reflective cycle (in blue), modelled on 

collaborative inquiry, active within the overarching artistic research processes, which 

themselves draw from action research cycles. The specific reflective cycle employed 

to develop the Catalogue, inspired by collaborative inquiry, is discussed separately in 

more detail in Chapter 4. The programming of the Recitals is discussed in more detail 

in Chapters 3 and 5.  
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Figure 1 – artistic research method with elements of action research cycles 

This project has created artefacts via new repertoire for baroque violin, some of 

which have been represented in the Recitals. However, the Catalogue has served to 

usefully identify and demonstrate the ingredients for creating further artefacts, 

through fostering new composition that employs the techniques described in it. 

Accordingly, both the Catalogue and the Recitals were a means of testing the 

methodological processes and analysing the success of the project.  
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The intertwined nature of the outcomes of the research project (the Catalogue and 

the Recitals) drew from the overarching research methodology represented in Figure 1 

above. Techniques and approaches to the baroque violin that are documented in the 

Catalogue were used to create new repertoire, which was then played in the Recitals. 

Concurrently, repertoire explored in the Recitals inspired experimentation that led to 

new approaches to the baroque violin that were then documented in the Catalogue.  

During the process of researching and rehearsing repertoire for the first two 

recitals, extended approaches which may be applied to the baroque violin were 

discovered, tested and defined. These approaches were then workshopped, developed 

and incorporated into new repertoire presented in the third recital, using the 

methodology described above.  

Extended approaches that were evaluated as successful are documented for future 

reference by composers. This documentation is in two forms: 

1. The existence and explanation of extended techniques and preparations in new 

compositions for baroque violin. 

2. The description and explanation of extended techniques and preparations, and 

suggested notations for these, in the Catalogue.  

Reflective Cycle  

When discussing performative research, Haseman (2006) notes:  

Strategies from the qualitative research tradition will also be used to 

develop the research project, but these will typically be inflected differently 

from their qualitative application. Most commonly, performative 

researchers progress their studies by employing variations of: reflective 

practice, participant observation … and the enquiry cycle from action 

research. (p. 8)  

This was the case with this research project, where an existing qualitative 

research method, namely collaborative inquiry (Candy, 2009, pp. 1–6; Dick, 2000; 

Heron, 1996, pp. 52–55), was used to develop a reflective cycle approach specifically 

for testing techniques for the baroque violin that were included in the Catalogue. The 

steps in this reflective cycle were inspired by collaborative inquiry and provided a 
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thorough method for testing each extended approach to the baroque violin that was 

explored.  

Co-operative or collaborative inquiry, as defined by Heron (1996), functions with 

a cycle of four stages: Propositional knowing, Practical knowing, Experiential 

knowing and Presentational knowing (Heron, 1996, pp. 52–55). Each of these stages 

was modified to define the four vital stages of testing each approach to the baroque 

violin, as shown in Table 1 below. Note that the way in which the reflective cycle fits 

into the overall research methodology is represented by the blue loop in Figure 1 

above.  

It should be noted that Heron suggests that two researchers are needed for a co-

operative inquiry (1996, p. 1) and indeed expresses a preference that the subjects of 

the research be fully involved as co-researchers in all research decisions taken in the 

reflective phase of the research (1996, p. 36).21 However, in this research project I 

have been the core researcher, who is continually influenced by a series of 

collaborative relationships. These include relationships between the researcher and 

composers, between the researcher and other performers, and between the researcher 

and audiences. It is the four stages of collaborative inquiry that are relevant to this 

research project.  

 

                                                        
21 This preference may be influenced by the research method’s origin in the social sciences 

(see Heron, 1996, pp. 1–6).  However, Heron himself states that his is not the only objective 

canon of valid inquiry (1996, p. 6). 
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Stages of reflective cycle 

 

Sources of knowledge and methods of 

inquiry  

1. Propositional knowing: Inspiration for 

new sound 

·    Consists of research, experimentation and 

collaboration with fellow musicians, including 

composers, other baroque violinists and 

improvisers, as a means of identifying new 

sounds. 

 

 Ideas from past violinists/composers on 

the baroque violin.  

 Ideas of contemporary composers on the 

modern violin and other string 

instruments.  

 Ideas derived from my own 

improvisation and that of my colleagues 

on various instruments.  

 Ideas of contemporary composers 

writing new works for baroque violin. 

2. Practical knowing: Workshop techniques 

for creating new sound 

Takes place in the practice room and involves 

testing the best ways in which to achieve the 

new sounds, sometimes via trial and error. 

 

 Explore how technique/approach 

functions physically on the instrument.  

 Derive solutions for technical issues, 

whether physical or sonic.  

 Test technique/approach with various 

bows and strings.  

 Consult other string players and 

composers to discuss in workshop 

environment.  

3. Experiential knowing: Perform 

techniques for creating new sound 

Ensures the techniques stand the test of 

performance. This stage may take place in a 

formal concert setting or less formally by 

demonstration to peers. 

 

 Test technique/approach in performance 

of new works for baroque violin.  

 Test technique/approach in 

improvisatory performance.  

 Test technique/approach in an informal 

session in front of 

collaborators/colleagues, including 

composers or other performers.   
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4. Presentational knowing: Interaction as 

reflection 

Draws on the performance and the reaction to 

it and documents the results of the study. 

 

 Interact and reflect with audience/fellow 

performers. 

 Seek impressions from composers.  

 Assess suitability of technique/approach 

on baroque violin.  

  Documentation of new 

techniques/sounds.  

 Performance experience may provide 

inspiration for new techniques/sounds, 

with which to begin a new reflective 

cycle.  

Table 1 – stages of the reflective cycle method  

As indicated in the table above, Stage 1 drew from four main sources of 

inspiration for new sound with which to stimulate the reflective cycle: 

 ideas of the earliest violinists/composers for the baroque violin in the 17th 

century; 

 ideas born of my own improvisation in the 21st century;  

 ideas of my contemporary composers in the 21st century; and  

 ideas of contemporary composers writing new works for baroque violin. 

Furthermore, this stage of the reflective cycle also drew from the following 

literature:  

 20th- and 21st-century studies of performance practices of the Baroque era;  

 experimentation with new composition for period instruments other than the 

baroque violin in the 21st century;  

 21st-century examples of online publication of catalogues;  

 recordings of extended approaches to stringed instruments; and  

 methodological approaches to artistic research.  

Stage 2 of this reflective cycle approach incorporated the practical research that 

takes place through practice and workshop sessions undertaken each day in the 

practice room. In one sense, this stage of the inquiry mirrored the work typically 

required of any professional musicians learning new repertoire and overcoming 

practical difficulties contained within that process. However, in the case of this 
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research project, the conscious application of each stage of the reflective cycle 

ensured that each technique underwent rigorous testing. The critical thinking required 

by the process further increased the potential for each completed reflective cycle, for 

any given technique or approach to the baroque violin, to inspire the next reflective 

cycle for a related technique or approach.  

Stage 3 incorporated new approaches, derived from these sources of inspiration 

for new sound, into new works or improvisations explored in performance or 

workshop settings. After reflection on and assessment of these approaches in Stage 4, 

those approaches deemed successful were then included in the Catalogue and 

sometimes also used by composers in new works generated for the baroque violin 

over the course of the research project. In many instances, the reflection on techniques 

and approaches spawned the inspiration for a new approach with which to restart the 

cycle.  

Interviews  

This research project pivots around a personal artistic practice that is highly 

collaborative and necessarily involves interaction with many other people. Therefore, 

interaction with other musicians, primarily with other composers and performers, was 

an important part of all four stages of the reflective cycle, as shown in Table 1 above.  

In addition to this, conversations with composers provided external perspectives 

with which to triangulate my findings, aiding the evaluation of the success of the 

Catalogue and of the baroque violin in the context of 21st-century composition. These 

interactions formed an important part of the overall action research model by 

gathering the composers’ views on various aspects of the processes and outcomes of 

developing new works for the baroque violin, as shown in Figure 1 above.  

For this reason, formal interviews were undertaken with five of the composers 

with whom I developed works during the course of the research project, namely 

Vincent Giles, Paddy Mann, Samuel Smith, Biddy Connor and Jacob Abela. The 

interviews, undertaken with ethics approval granted by Griffith University under the 

reference number GU2018/219, were recorded and transcribed. While the 

interviewees did not consent to full transcriptions of these interviews being presented 
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in this Exegesis, they did agree to the inclusion of excerpts of these interviews that 

further the understanding of the strengths and weaknesses of the research. These 

excerpts can be found in Chapter 5 of this Exegesis. The questions posed in the semi-

structured interviews were designed to garner responses about specific aspects of the 

project, including the technical capacities of the baroque violin, the process of 

creating new music for it, the practicality and usefulness of the Catalogue, and the 

influence of performer–composer collaboration in how an understanding of the 

baroque violin is developed.  

Despite the influences of such interactions on the development of my artistic 

practice and on this research, it should be stressed that the reflections on experiences 

that have contributed to the research, which are discussed in this Exegesis, are 

representative of my subjective experience. This Exegesis does not attempt to 

articulate the views or experiences of my colleagues, except when clearly stated in 

quotes taken from the interviews.  

Timeline  

An understanding of how the different strands of the research project 

complemented and interacted with each other may be assisted by a chronological 

representation of the development of the research, shown in Figure 2 below. This 

figure illustrates how the research outcomes were not simply generated at the end of 

the research process, but throughout that process. These outcomes fed into the 

reflective cycle (see Table 1 above), in the form of the generation of the Catalogue 

(represented in blue), and also fed into the generation of further repertoire for the 

baroque violin (represented in green). Action research plays a role in all stages of this 

research process. In this way, Coessen’s “web” of interactions between the different 

elements of my artistic practice (2014, p. 80) has informed the continual 

transformation of the process of enquiry. 
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Chapter 3—Context  

In examining the potential for creating new music for the baroque violin, it is 

necessary to understand the existing context in which the instrument is placed, 

including recent consideration of playing techniques and aesthetics. This therefore 

includes a study of the use of the baroque violin during the Baroque era, and current 

developments in using the instrument in the historically informed performance of 

Baroque music. It is also necessary to consider the current use of the instrument’s 

modern counterpart, the modern violin.  

To that end, this chapter is in two parts; the first (Chapter 3.1) discussing the 

baroque violin; and the second (Chapter 3.2) discussing contemporary repertoire for 

the modern violin. These two contexts inspired the programming of Recitals 1 and 2 

respectively. Therefore, it is recommended that the relevant performances should be 

listened to after reading each section in this chapter.  

In relation to the baroque violin, Chapter 3.1 will first define what is meant by the 

term baroque violin. It further considers the historical use of the baroque violin in the 

17th and 18th centuries as a means of identifying the existing scope of compositional 

and playing techniques for the instrument. Two further elements inform that 

consideration: first, some of the techniques employed in 17th- and 18th-century 

compositions would be considered “extended techniques” if employed on the modern 

violin in the present day, as they are outside the usual repertoire of a modern violinist 

in the 21st century. Secondly, any study of the historical use of the baroque violin 

takes place in an environment influenced to some extent by the recent rise of HIP, in 

which an attempt is made to play the instrument in a way sympathetic to the practices 

of the 17th and 18th centuries. The main research outcome that relates to this 

discussion of context is Recital 1, A Few Necessary Reminders.  

Chapter 3.2 then examines the current context of the instrument that the baroque 

violin has evolved into, the modern violin, through a study of significant late-20th-

century to early-21st-century repertoire. This study is represented through Recital 2, 

Yet We Must Go On.  

Both Chapter 3.1 and Chapter 3.2 draw on many pre-existing resources including 

original manuscripts, pedagogical texts, books, articles, theses, musical scores, 

http://research.lizzywelsh.com/?page_id=35
http://research.lizzywelsh.com/?page_id=37
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websites, and recordings. These resources relate to the fields of knowledge described 

in the table below.  

Chapter 3.1—The Baroque Violin Chapter 3.2—The Modern Violin 

 Baroque-era experimentation, 

including improvisation and 

composition, on the baroque 

violin 

 20th–21st-century 

experimentation, including 

improvisation, for the modern 

violin 

 Baroque-era experimentation, 

including improvisation and 

composition, on other 

instruments from the Baroque 

era 

 20th–21st-century approaches to 

creating new sounds, techniques, 

and compositions for the modern 

violin  

 20th–21st-century studies of 

performance practices of the 

Baroque era 

 20th–21st-century approaches to 

creating new sounds, techniques, 

and compositions for other 

modern instruments  

 21st-century experimentation in 

new composition for period 

instruments 

 20th–21st-century recordings of 

extended approaches to stringed 

instruments 

 20th–21st-century recordings of 

Baroque compositions for the 

baroque violin  

 21st-century examples of online 

publication of catalogues 

 methodological approaches to 

artistic research 

 methodological approaches to 

artistic research 

Table 2 – list of types of relevant resources  

Recitals  

Although this chapter will focus discussion on Recitals 1 and 2, it is necessary to 

explain the complete structure and programming of Volume 3—the Recitals, as a 

whole. Because of the peculiarities of my artistic practice, it made sense for me to 

draw on my early music practice on the baroque violin and my contemporary music 
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practice on the modern violin to explore the confluence of these two areas of practice. 

It is principally by exploring this fusion that we can answer the research question: 

How can the baroque violin be a valid vehicle for 21st-century compositional and 

musical expression?  

The Recitals provided a practical way to explore the function of the baroque 

violin in creating new music in the 21st century. The Recitals comprise three 

performances, each with a different focus: 

 Recital 1—early music for baroque violin; 

 Recital 2—new music for modern violin; and 

 Recital 3—new music for baroque violin. 

The repertoire presented in each recital is shown in the table below.  

Recital 1—A Few 

Necessary Reminders 
Early Music for 

Baroque Violin 

Recital 2—Yet We 

Must Go On  
New Music for Modern 

Violin 

Recital 3—Everything 

Old is New Again  
New Music for 

Baroque Violin 

Battalia (1673) 

—Heinrich Ignaz Franz 

von Biber 
 

Improvisation 
 

Capriccio Stravagante 

(1627) 

—Carlo Farina 
 

Improvisation 
 

Sonata Quarta: “La 

Biancuccia” (1660) 

—Giovanni Antonio 

Pandolfi Mealli 
 

Improvisation 
 

Sonata Representativa 

(1669) 

—Heinrich Ignaz Franz 

von Biber 

Intermedio (1986) 

—Brian Ferneyhough  

 

Nocturne (1994) 

—Kaija Saariaho  

 

Air (1993) 

—Richard Barrett  

 

Philtre (1997) 

—Liza Lim  

 

“Hay que Caminar” 

Soñando (1989) 

—Luigi Nono  

archive (2017)  

—Samuel Smith 

 

Philtre (1997) 

—Liza Lim  

 

Law II (2013) 

—Alexander Garsden 

 

The Glass Violin (2018) 

—Biddy Connor 

Table 3 – list of repertoire presented in the Recitals  

Each of the Recitals was professionally filmed by Tangible Media. This was 

intended both to allow readers of this research to view the performances relevant to 
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each stage of the research project, and to allow reflection upon the Recitals to inform 

the research as it progressed.  

The structure of the Recitals allowed for better understanding the technical and 

timbral potential of the baroque violin in the 21st century, by both reflecting on the 

past practices of extended approaches to the baroque violin and examining present 

practices of extended approaches to the modern violin. Understanding and melding 

these practices not only gave an insight into how extended approaches developed 

historically, but provided inspiration for what it is possible to achieve now with the 

baroque violin. Bringing together the techniques and influences examined in 

Recitals 1 and 2, Recital 3 demonstrated the performance of extended techniques on 

the baroque violin in the context of modern compositional aesthetics. 
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Chapter 3.1—The Baroque Violin  

When describing early music, Harry Haskell (1988, p. 9) writes that the concept 

“has meant different things at different periods in history.” In much the same way, 

the violin has meant different things at different periods in history. Although the 

modern violins of today function in essentially (and acoustically) similar ways to 

those of the 17th century, changes in set-up and playing technique since that time are 

so profound that the instruments cannot be considered or treated in the same way, 

whether by luthiers, composers, or performers.  

The violin has always been a dynamic instrument—in constant use and in a 

continual state of development since its creation. This dynamic quality, together with 

its longevity, has resulted in such extensive evolution that the current iteration of the 

violin may reasonably be considered a different instrument, or species, from its earlier 

forms.  

As people naturally continued to call different forms of the instrument “the 

violin” for the duration of its evolutionary journey, it is therefore the earlier forms of 

the instrument that must now assume new terminology. Thus baroque violin will be 

used to reference the earlier ancestor, or manifestation, of the violin.  

A brief description of the relevant physical differences between the baroque 

violin and the modern violin follows:  

 Strings—the strings on a baroque violin are made of raw gut, or of silver 

wound around a gut core. Modern violins use strings of steel or other metal 

alloys, sometimes wound around a synthetic core.  

 Fingerboard—the fingerboard on a baroque violin may be made from softer 

wood than that of a modern violin, which is typically made from ebony in 

order to withstand the wear of metal strings. Fingerboard length is another 

point of difference, with varying, shorter lengths used on baroque violins. 

Modern fingerboards have a longer, standardised length.  

 Bridge—the bridge of a baroque violin typically has a flatter angle and less 

wood extracted from the middle than that of a modern violin.  

 Tailpiece—the tailpiece of a baroque violin may be made of a variety of 

woods, including softer woods than that of a modern violin, and is usually flat 
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in comparison to that of a modern violin. The string holes on a modern 

tailpiece are also designed to accommodate fine tuners, which are not found 

on a baroque violin tailpiece. 

 Chin rest—the baroque violin is usually played without a chin rest, which has 

a significant impact on the technique for holding the instrument. Its absence 

also makes the baroque violin much lighter than a modern violin.  

 Bass bar—the bass bar, an internal length of wood supporting the belly of the 

violin on the bass side of the instrument, is shorter and deeper than that of a 

modern violin, resulting in a more mellow timbre and less volume.  

 Bow—the baroque violin was originally played with a baroque bow, which 

has a convex shape and a pointed tip, as opposed to the modern bow which 

has a concave shape and a hammer-headed tip. A markedly different bowing 

technique is required to successfully activate the strings with these different 

styles of bow.  

The violin bow has changed even more markedly in design than the violin itself. 

Because the bow is the main expressive means by which the performer translates their 

musical intentions into the instrument, its evolution has been much faster and more in 

line with the demands of the musical language of the times. Clear differences in the 

shape, weight, and length of bows can be observed across the Renaissance (ca. 1530–

1600), early Baroque (ca. 1600–1700), high Baroque (ca. 1700–1750), Classical (ca. 

1750–1830), Romantic (ca. 1830–1900), and Modern (ca. 1900–present) eras.22  

A violin with an authentic baroque set-up responds so differently from a modern 

violin that a substantially different playing technique is required. In that sense, how 

the instrument is used will also have an impact on whether it is considered modern or 

baroque. The most significant differences are as follows:  

 Strings—the response of gut strings is much slower than modern steel strings. 

Therefore, a different bowing technique with more weight is required to coax 

the vibrations out of the strings. Shifting is also restricted by the texture of the 

raw gut strings, so that more care must be taken.  

                                                        
22 An image depicting examples of each of these bows may be found in Volume 2, the 

Catalogue, under the entry entitled Bows.  

http://research.lizzywelsh.com/?page_id=14
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 Chin rest—the absence of a chin rest dramatically restricts the stability of the 

instrument and necessitates a completely different technique, where the 

instrument is held entirely by the left hand without the support of the chin.  

 Bow—bowing technique is different not only in how the bow activates the gut 

strings, as mentioned above, but more significantly because the bow is of a 

drastically different design to the modern violin bow. As a result, a different 

bow hold is desirable.  

Notably, it is not necessary for all these features to be present before a violin 

might be classified as a baroque violin. As the evolution of the instrument has been 

gradual, some of these physical features appeared on violins earlier than others. As 

discussed above, at any point in the instrument’s history it has been known simply as 

a violin. However, it is the accumulation of these differences rather than any 

particular one of them that is of importance. An instrument that incorporates most or 

all of the above features will require a specific playing technique and result in a 

distinct timbre so that it may fairly be described as a different instrument from its 

modern counterpart; for this study, this will be referred to as the baroque violin. 

If we accept a starting point for the violin being a treble instrument with four 

strings,23 played with a bow, da braccio,24 without a shoulder rest, and strung with gut 

strings, then we might construct a simplified timeline of significant developments in 

its evolution as follows:  

                                                        
23 It should be noted that the violin began as a three-stringed instrument. Indeed, the first 

known painting of a violin appears to depict a three-stringed instrument (Boyden, 1965, 

pp. 6–7). However, four-stringed violins were in common use by the end of the 16th 

century (Boyden, 1965, pp. 54–55). 
24 Da braccio refers to a playing position with the instrument held on the arm, rather than da 

gamba, on the legs. For further clarification see Holman (2001).  
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Figure 3 – timeline of the evolution of the violin 

 

 ca. 1529–1530—the first known depiction of violin in The Madonna of the 

Orange Trees, Gaudenzio Ferrari (Boyden, 1965, p. 7).  

 ca. 1581—composers begin writing music specifically for the violin 

(Boyden, 1965, p. 55). 

 ca. 1760s–1780s—the introduction of concave, hammer-head bow 

(Boyden, 1980, pp. 199–200; Schoenbaum, 2013, p. 114). 

 ca. 1820s—the introduction of the chin rest (Boyden & Walls, 2001; 

Ritchie, 2012, p. xi; Spohr, 1832, pp. 8–9). 

 ca. 1920s—the introduction of full sets of metal strings25 (Boyden 1965, 

p. 322; Dann, 1977, pp. 65–66; Dlugolecki, n.d.). 

                                                        
25 The adoption of full sets of metal strings was, of course, gradual, so it is difficult to apply 

an exact timeframe to this. Boyden (1965, p. 322) notes that the fine-tuner for the metal E 

string “so common today, was not used earlier, since it was not necessary or suitable for use 

with the gut E string. The latter was not displaced by the steel E string until the early 

twentieth century.” Dlugolecki (n.d.) writes that “as late as 1920, violinists in many 

orchestras in Germany still had to bind themselves by contract not to use steel strings.” 

Dann writes that “this second revolution (in the timbre of the violin) started very slowly in 

the early years of the century and reached its crisis about 1923” (1977, p. 65), after which 
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 ca. 1960s—the beginning of the common use of the baroque violin in the early 

music revival26 (Haskell, 1988, p. 9; Tarling, 2013). 

Recognising the baroque violin as a separate instrument from its modern 

counterpart has necessitated reflection on past practices of playing the baroque violin. 

In part, this has required a study of technical instructional texts such as Geminiani’s 

The Art of Playing on the Violin (1751) and Leopold Mozart’s A Treatise on the 

Fundamental Principles of Violin Playing (1756/2010). It should be reiterated here 

that many modern violinists still refer to both these texts.  

Furthermore, many historical texts describing performative techniques for various 

early instruments (Ganassi, 1535/1959; Hume, 1605; Quantz, 1752/2001) as well as 

the interpretation of good musical taste, such as Geminiani’s A Treatise of Good Taste 

in the Art of Musick (1749), are commonly used by early music specialists today in 

the quest for the historically informed performance of early music. More general 

writings regarding musical practices of the Baroque era, including Roger North’s 

essays published in Roger North on Music (1959), are also relevant. All of these texts 

provide valuable insight into the historical documentation of performative and 

compositional techniques for period instruments that have endured over several 

centuries.  

More recently published texts compiling relevant facts for historical interpretation 

of early music describe performative techniques for the baroque violin with particular 

relevance to the repertoire written for it. These provide a similarly useful basis for this 

research project to catalogue new performance techniques for the baroque violin 

(Boyden, 1965; Donington, 1965, 1982; Haynes, 2002; Kite-Powell, 2007; Ritchie, 

2012; Wallfisch, 2003). In particular, Boyden’s extremely thorough and detailed 

book, The History of Violin Playing From Its Origins to 1761 (1965) has provided 

valuable insight into the technical evolution of the violin in its early history. In 

                                                        
the steel-wire E string was very widely adopted by professional violinists. Dann adds that 

“it was a short step from the acceptance of the wire E string to the use of the D string with 

gut core wound in aluminium wire” and that this was followed by the sets of all-metal 

strings, “not only for the violin but also for the viola and cello” (p. 66). 
26 Definitions of the early music revival vary. This will be discussed further in the HIP section 

of this chapter.  
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addition to these texts, several recordings relevant to this study have been produced in 

recent times, which include current interpretations of 17th-century extended 

approaches to the baroque violin (Biber, 1994, 1996; Farina, 2009).  

Further information about how the baroque violin was used may be gleaned by a 

study of historical experimentation and by examination of how extended techniques 

and preparations were incorporated on the baroque violin in the 17th century. Such 

experimentation includes improvisation such as preluding (Goehr, 2007; Kivy, 1998, 

pp. 164, 194, 263; Nettl & Sollis, 2009, pp. 325–326) and ornamentation (discussed 

below), as used in the Baroque era. Each of these concepts is explored in Recital 1.  

Preluding refers to the practice of including an extemporised introduction to a 

piece, or a bridging excerpt between pieces (Goehr, 2007, p. 194; Kivy, 1998, pp. 

164, 263; Nettl & Sollis, 2009, pp. 325–326). Ornamentation or figuration refers to 

the embellishment of the melodic line with extra notes or decorations (Haynes, 2007, 

pp. 204–205; North, 1959, pp. 149–173). Donington notes that “even in the baroque 

period composers still left substantial proportions of their figuration to be supplied, 

more or less impromptu, by the performer” (1965, pp. 88–89).  

Significantly, there are surviving examples of repertoire from as far back as the 

early 17th century which use the baroque violin in ways that are still considered to be 

extended approaches on the modern violin in the 21st century, including sul 

ponticello,27 snap pizzicato,28 glissandi,29 col legno battuto,30 microtonality,31 and 

                                                        
27 Sul ponticello refers to playing with the bow close to the bridge, examples of which can be 

found in Farina (1627). This technique is discussed in more detail in the Catalogue. 
28 Snap pizzicato, also often referred to by the misnomer Bartok pizzicato, refers to plucking 

the string with such force that it strikes the fingerboard upon rebounding from the pluck, 

creating a percussive sound. Examples of snap pizzicato may be found in Biber 

(1673/2007). This technique is discussed in more detail in the Catalogue. 
29 Glissando refers to sliding the finger up or down the string to smoothly alter the pitch. 

Examples of glissandi, both ascending and descending, may be found in Farina (1627), 

Biber (1669/2004), and Pandolfi Mealli (1660). This technique is discussed in more detail 

in the Catalogue. 
30 Col legno battuto refers to striking the strings with the wood of the bow, examples of which 

can be found in Farina (1627). This technique is discussed in more detail in the Catalogue. 
31 Microtonality refers to changes in pitch of less than a semitone. Descriptions of 

microtonality may be found in Ganassi (1535/1959). This concept is discussed in more 

detail in the Catalogue. 

http://research.lizzywelsh.com/?page_id=105
http://research.lizzywelsh.com/?page_id=156
http://research.lizzywelsh.com/?page_id=166
http://research.lizzywelsh.com/?page_id=137
http://research.lizzywelsh.com/?page_id=174
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polytonality32 (Biber, 1669/2004, 1673/2007; Farina, 1627; Pandolfi Mealli, 1660). 

The most significant of these survives in a facsimile of Carlo Farina’s Ander Theil 

neuer Paduanen, Gagliarden, Couranten, französische Arien (1627), which includes 

two pages at the end of the violin part, or Cantus,33 with explanations in both Italian 

and German of how the performer should physically treat the instrument to achieve 

the desired affects. One cannot help but recognise the similarity between these 

“necessary reminders”34 and the current practice of including a legend in the score of 

a 21st-century composition to explain any new techniques or ways of treating the 

instrument that may not be commonly known by performers.  

Sources regarding historical experimentation on other stringed instruments have 

also proven relevant, including Tobias Hume’s 1605 work, Musicall Humors, which 

includes the first known use of col legno battuto on a stringed instrument—in this 

case written for the viola da gamba.35 Also of interest is Charles Delusse’s 1760 work 

Air à la Grecque (1760/1984) for traverso and basso continuo, which employs a great 

deal of microtonality for melodic purposes.  

The recognition of the baroque violin as distinct from the modern violin, as well 

as the growing HIP movement, has furthermore inspired newer resources discussing 

ways in which to learn to play this instrument. Valuable examples of 21st-century 

publications include Elizabeth Wallfisch’s The Art of Playing ‘Chin-Off’ for the 

Brave and Curious (2003), Stanley Ritchie’s Before the Chinrest (2012), and Judy 

Tarling’s Baroque String Playing for Ingenious Learners (2013). Each of these 

resources provides thorough instruction in the physicality and technicality of playing 

the baroque violin and provides invaluable information for string players wishing to 

begin playing the baroque violin.  

                                                        
32 Polytonality refers to the simultaneous use of two or more tonalities, examples of which 

can be found in Farina (1627).  
33 Cantus in this sense refers to the highest treble line in an ensemble.  
34 Farina titles these pages Avertimenti in Italian or Notwendige Erinnerungen in German, 

meaning necessary reminders. 
35 Viola da gamba refers to a six- or seven-stringed fretted instrument played with a bow in a 

da gamba position, meaning on or in between the legs (Woodfield, 2001).  
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My Baroque Violin and Bows 

Each violin is handmade and individual. Just as with each individual violinist, 

each violin has idiosyncrasies associated with this individualism. These qualities are 

exaggerated on the baroque violin, especially as some instruments are reproductions 

while others are old, original instruments made during the Baroque era.  

Because of this, many performance techniques, such as playing on the wood of 

the instrument, can render varied sonic outcomes. For instance, any instrument with a 

full baroque set-up will have a tailpiece without fine tuners or the other mechanical 

metal parts found on modern tailpieces. Furthermore, unlike modern tailpieces, 

baroque tailpieces are often made from various types of lighter wood such as maple, 

in each case having a unique impact on the tone when bowed. Bowing on the maple 

wood tailpiece of my own baroque violin is particularly resonant, but may not be to 

the same extent on another baroque violin.  

Baroque violinists in the 21st century have a variety of equipment available to 

them—not only surviving original bows and instruments from the 17th and 18th 

centuries, but also reproductions of these bows and instruments manufactured more 

recently. There is much debate in the string-playing world about the virtues of old 

instruments in comparison to new instruments, and there is even more debate in the 

HIP world about the authenticity of the use of old instruments in comparison to newer 

reproduction instruments. Instruments available in the 17th century that we would 

recognise as baroque violins (according to the discussion preceding Figure 3 above), 

were probably recently made, or almost certainly no more than a century old at that 

time. When we consider that many of these same instruments are still being played 

today, after the passage of a further three hundred years or more, it is impossible to 

say whether these instruments sound the same today as they did in the 17th century. I 

have encountered colleagues in the HIP movement who feel that using replica 

instruments is more historically accurate than using older instruments, as they are of a 

similar age now to that of those being used in the Baroque era. However, art is created 

with the materials available to artists at any given time, so it seems unnecessary to 

attempt to solve this issue within the scope of this research project, beyond clarifying 

what is intended by the term baroque violin (as is discussed in detail above).  
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My baroque violin is a 21st-century-built instrument. In comparison, my friend 

and colleague Julia Fredersdorff has an 18th-century-built baroque violin. 

Fredersdorff has kindly allowed me to include some photographs of parts of her 

instrument in the Catalogue.36 Fredersdorff and I have performed on a number of 

occasions together and made recordings on our respective instruments,37 which were 

built over 200 years apart. Although it is possible to discern a difference in the timbre 

between our instruments, it is not, in my opinion, readily apparent that one instrument 

sounds newer or older than the other. For the purpose of this research project, and 

more broadly in the 21st century, each of these instruments is regarded as a baroque 

violin.  

My particular baroque violin, which is the key piece of research equipment used 

in this research project, is a reproduction made by Bendigo-based Australian luthier 

Steven Gregory in 2009. The instrument is based on the famous Cremonese-made 

“Titian” violin of 1715, made by the most famous luthier of all time, Antonio 

Stradivari (1644–1737). It has a front plate made of spruce and a back plate, ribs, 

neck and scroll made of maple. The fingerboard and tailpiece are also of maple, with 

an ebony and pear-wood purfling inlay. I typically play this instrument chin-off, 

without the use of a chin rest or shoulder rest.  

This instrument is strung with a silver-wound, sheep-gut-core bottom string, with 

the top three strings of either sheep gut or cow gut. I typically use heavy gauge 

strings, but this can vary depending on the pitch I am playing at. For instance, when 

playing at A = 415 Hz, I use thicker strings than when playing at the significantly 

higher pitch of A = 466 Hz. Further details of gauges and pitch may be found in the 

Catalogue.  

I own three historic bows, all of which are modern reproductions made in the 20th 

or 21st century. Each bow is designed for playing repertoire from a specific historical 

era and has specific qualities that make it more or less successful for executing certain 

approaches discussed in the research. For instance, my short bow, or early-Baroque-

                                                        
36 For instance, see the entry entitled Tailpiece for a photographic comparison of this part of 

each of our instruments.  
37 For examples of such recordings see Jones and Van Diemen’s Band (2017) and Van 

Diemen’s Band (2018).  

http://research.lizzywelsh.com/?page_id=12
http://research.lizzywelsh.com/?page_id=43
http://research.lizzywelsh.com/?page_id=150
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style bow, made by Solange Chivas in 2015, is modelled on a 1650 bow and designed 

for performing 17th-century repertoire. It has excellent articulation, making it the 

perfect tool for col legno battuto, ricochet or jeté. My high-Baroque-style bow, made 

by Daniel Latour in the 1970s, is modelled on an original bow belonging to Sigiswald 

Kuijken and designed for playing repertoire of ca. 1700–1800. It has a fluted stick, 

which makes a wonderful col legno tratto sound. My Classical-style bow, also made 

by Solange Chivas in 2013, is modelled on a Father Tourte bow. This bow is designed 

for performing repertoire of ca. 1750–1900 and has the typical hammer-shaped point 

of a modern bow, making it ideal for more sustained passage work and Japsend 

technique in the upper half of the bow. 

Historically Informed Performance  

HIP has been widely studied and written about in great detail by scholars and 

musicians in the post–Second World War era. Harry Haskell offers one of the most 

comprehensive studies on this topic in The Early Music Revival (1988), detailing the 

history of the movement from its origins in the 19th century through to its explosion 

in the 1960s. Of particular relevance to this study is Haskell’s definition of the early 

music movement as it came to be understood from the 1960s and as the term is still 

used today (Haskell, 1988, p. 9).  

Resources with a greater emphasis on the practical interpretation of early music 

within known historical parameters are provided by Robert Donington in his 

extensive tome The Interpretation of Early Music (1965) and in his shorter handbook 

Baroque Music: Style and Performance (1982). Each of these texts is aimed at 

equipping HIP practitioners with the knowledge of known historical practices, both 

with regard to the set-up of instruments as well as to the musical idioms such as 

phrasing and ornamentation.  

Several further contributions to the discussion of historical interpretation, all of 

practical use to HIP practitioners, can be found in John Butt’s Playing with History 

(2002), Bruce Haynes’s The End of Early Music (2007), and Jeffery Kite-Powell’s A 

Performer’s Guide to Renaissance Music (2007). Each of these books provides 
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practical information about known historical playing techniques and musical idioms 

as an aid to interpreting early music in an historically informed way.  

Shorter yet relevant contributions to the discussion have been made closer to 

home in Dorottya Fabian’s “The Meaning of Authenticity and the Early Music 

Movement” (2001) and Michael O’Loghlin’s “A Brief Polemic About the Early 

Music Movement” (2005). Each of these articles examines the motivations and 

outcomes of the early music movement.  

Richard Taruskin’s contribution to the discussion about HIP has been immense 

and, at times, controversial. His writing on the early music movement most often 

includes reflections on issues of authenticity, an issue which will be briefly discussed 

further below. However, several texts of relevance to this research project include 

three articles published in Taruskin’s 1995 collection Text and Act, namely “On 

Letting the Music Speak for Itself,” “The Limits of Authenticity: A Contribution,” 

and “The Pastness of the Present and the Presence of the Past.” Of further interest are 

his articles “Is There a Baby in the Bathwater?” (2006) and “Early Music, Truly Old-

Fashioned at Last?” (2010). Common to these articles and relevant to this study is a 

recognition of the complexities of interpretation and authenticity in the HIP 

movement, as well as the recognition that music performed in this time is inevitably 

of this time, even if it was composed long ago.  

The contemporary performance of historical works is by no means a 20th-century 

phenomenon. Mendelssohn famously staged a production of Johann Sebastian Bach’s 

1727 work, the St Matthew Passion, in 1829 (Haskell, 1988, p. 13; Todd, 2001). The 

use of instruments originally associated with the Baroque era, in contemporary 

composition, dates back at least as far as Arnold Dolmetsch (1858–1940) and Wanda 

Landowska (1879–1959).  

Dolmetsch is described by Harry Haskell as “the seminal figure in the modern 

early music movement” (1988, p. 43). He amassed an extensive collection of 

instruments from, and in the style of, the Renaissance and Baroque eras, including 

many that he built or restored himself. Although his contribution to the revival of so 

many instruments was vast, he is most famous for making recorders (Campbell, 2001; 

Haskell, 1988, p. 30). It was not just in the reproduction of early instruments that 
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Dolmetsch made his impact on HIP, but also “by performing and lecturing with 

seemingly boundless energy” (Haskell, 1988, p. 31). Dolmetsch left in his wake a 

library of instruments, recordings, and scores considered at the time “one of the finest 

private collections in England” (Campbell, 2001).  

Haskell describes Landowska as “the first early music celebrity” (1988, p. 54). 

Landowska was active both in reviving the harpsichord for performing baroque 

repertoire and in developing new works for it. She was instrumental in developing 

and publicising the Pleyel harpsichord,38 produced the first recording of Johann 

Sebastian Bach’s 1741 Goldberg Variations, established harpsichord schools in 

Germany and France, and commissioned new works by composers including Manuel 

de Falla (1876–1946) and Francis Poulenc (1899–1963) (Haskell, 1988, pp. 51–54; 

Salter, 2001). It seems that as long as there have been players equipped with and 

interested in playing instruments from bygone eras—or variations thereof—there have 

been composers interested in writing for those instruments.  

As mentioned earlier, the early music revival gained momentum in the post–

Second World War era. Butt notes that “some of the parameters of the debate over 

historical performance were set many years before the movement became a truly 

public phenomenon in the 1960s” (2002, p. 3). Since the 1960s, there has been a 

noticeable emergence of many period instrument ensembles, including the Academy 

of Ancient Music, Akademie für Alte Musik Berlin, Amsterdam Baroque Orchestra, 

Concentus Musicus Wien, the Early Music Consort of London, Hespèrion XX/XXI, 

La Petite Bande, Les Arts Florissants, Tafelmusik, Musica Antiqua Köln, and the 

Orchestra of the Age of Enlightenment, among many others. The rise of such 

ensembles was driven by pioneers of the late-20th-century HIP movement including 

Frans Brüggen (1934–2014), William Christie (b. 1944), Montserrat Figueras (1942–

2011), Reinhard Goebel (b. 1952), Nikolaus Harnoncourt (1929–2016), Christopher 

Hogwood (1941–2014), Ton Koopman (b. 1944), Sigiswald Kuijken (b. 1944), 

Jeanne Lamon (b. 1949), David Munrow (1942–1976), Jordi Savall (b. 1941), among 

                                                        
38 Pleyel harpsichords were a type of pedalled harpsichord produced by the Pleyel firm in 

collaboration with Landowska. They were not intended to be exact replicas of the original 

harpsichords, but rather a new instrument inspired by the original instruments (Haskell, 

1988, p. 52).  
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many other significant figures in HIP. This resulted in conservatoires, notably 

Koninklijk Conservatorium in The Hague and Schola Cantorum Basiliensis in Basel, 

offering specialised degrees in HIP to train musicians for careers in these ensembles. 

Therefore, for this research project I will employ the term HIP to refer to the 

movement as it has existed since the 1960s. 

This research project recognises the many merits of the HIP movement, not the 

least of which is its revival of numerous long-forgotten instruments, providing 

audiences and musicians with wonderful new sound worlds through which to 

experience music. However, this study aims to avoid any of the strictures imposed by 

HIP on its practitioners. It is not an aim of this study to question the accuracy or 

utility of the principles underlying the HIP movement, although questions of 

authenticity within HIP have been extensively explored through the research. Four 

notable contributions to this discussion come from Nicholas Cook (2013), Lydia 

Goehr (2007), Peter Kivy (1998), and Christopher Small (1998).39 All of these books 

discuss the complexities of the pursuit of authenticity in the early music movement. 

Cook’s discussion of the balance of prioritisation of known historical practices over 

current musical expression, or vice versa, is of particular interest (2013, pp. 24–29). 

Of further interest is Goehr’s discussion of how particular instruments are assigned 

particular sounds (2007, pp. 58–63). In a project that aims to achieve the opposite, by 

expanding the sonic palette of the baroque violin, it was necessary to understand how 

an instrument’s sound may be limited. Kivy further asks us to imagine the different 

perspectives of audience members experiencing the same music, but performed 300 

years apart (1998, pp. 197–199). This discussion reinforces the idea that any music 

presented now, however faithfully it adheres to past practices, is a product of the 

                                                        
39 Richard Taruskin should also be mentioned again here. A characteristically terse example 

of his evaluation may be found in his discussion of Andrew Manze’s 1998 recording The 

Devil’s Sonata and Other Works (Tartini, 1998), wherein Taruskin opines:  

It is the most convincing “period performance” I have ever heard, which of course 

is not to say that it is anything other than make-believe. But the chaste literalism 

that we are used to, and that has been stifling classical music, is also make-

believe—and, for early music, the greater anachronism. (2010, p. 132) 
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present.40 Therefore, when making new music with the baroque violin now, one need 

not be limited to the practices of the past.  

Whatever its intentions, it is important to remember that HIP is historically 

informed performance and not historically accurate performance. Any new rules 

developed through HIP certainly should be historically informed and most often are; 

but we must remember that the rules are of the late 20th century to early 21st century, 

made by and for contemporary musicians, in and for a contemporary context. This 

observation is in no way intended as a criticism of the HIP movement, but is rather an 

important recognition that whatever HIP is or intends to be, it is a creation of this 

time. As Michael O’Loghlin eloquently writes, “historical authenticity was the 

original goal of this movement, and although it has not been achieved, the endless 

search for it has produced results which may be of greater value” (2005, p. 1).  

Although my artistic practice does involve HIP, and I was trained by HIP 

specialists in the use of the baroque violin, this project is only about HIP with regard 

to two points. Firstly, the HIP movement has been instrumental in reviving the 

baroque violin and has equipped performers like me with the skills to control the 

instrument. Secondly, it has uncovered and made widely available a vast number of 

original sources regarding the physicality of the baroque violin, providing insight into 

how the instrument was used in performance in its early history. All of this has been 

drawn upon during this research. Although the HIP movement has contributed to my 

artistic practice, which in turn sits at the heart of this research project, this study 

focuses primarily on the baroque violin itself, the musical expression that can be 

achieved through its timbre, and the ways it may be used to create music of our time.  

In one sense, the aims of this research project are simpler than those of the HIP 

movement; in another, they are more complicated. This study is driven by the sound 

of the instrument, independently of whether these sounds are achieved via historically 

                                                        
40 One might draw a parallel with the comparison of my 21st-century-built baroque violin and 

my colleague Julia Fredersdorff’s 18th-century-built baroque violin described in the 

previous section. Although each of these instruments was made in different centuries, they 

are both now considered baroque violins. This is because the concept of the baroque violin, 

as distinct from the modern violin, is itself a product of the present. In this way, the baroque 

violin might be seen as a 21st-century instrument.  
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accurate means or not, which is a simpler and more straightforward aim. However, 

more complicatedly, in undertaking this task it has been necessary to unpick myself, 

and the baroque violin, from any preconceptions of how the instrument can and ought 

to be used.  

Although this research project seeks to understand what happened in the past, it is 

not bound to any value judgement about whether what is past was better or worse. It 

aims to be an evaluation of the ability of the baroque violin to express music through 

particular sounds when the inspiration for that expression is set in a contemporary 

context. If composers find the baroque violin and the sounds it is capable of 

producing appealing, then this project aims to make it a viable option for 

instrumentation.  

Recital 1—A Few Necessary Reminders, Early Music for Baroque Violin  

Recital 1 represents the retrospective study into historical uses of the baroque 

violin. It includes repertoire from the 17th century with various uses of the baroque 

violin that are still considered to be extended approaches on both the baroque violin 

and the modern violin today. Significantly, the four pieces in the programme were 

joined by my own improvisations on the baroque violin based on my experimental 

improvisation experience, as follows: 

 Battalia (1673), Heinrich Ignaz Franz von Biber; 

 Improvisation; 

 Capriccio Stravagante (1627), Carlo Farina; 

 Improvisation; 

 Sonata Quarta: “La Biancuccia” (1660), Giovanni Antonio Pandolfi Mealli; 

 Improvisation; and 

 Sonata Representativa (1669), Heinrich Ignaz Franz von Biber. 

The motivation for programming a recital of 17th-century repertoire was to 

address this significant time in the development of the instrument in order to build an 

understanding of what is possible on the baroque violin today. By undertaking this 

step of investigating early uses of the baroque violin, I was able to reimagine 

approaches and techniques explored in the 17th-century repertoire on the baroque 

https://www.youtube.com/watch?v=NgJw1YjLFQc&t=35s
https://www.youtube.com/watch?v=NgJw1YjLFQc&t=10m41s
https://www.youtube.com/watch?v=NgJw1YjLFQc&t=12m08s
https://www.youtube.com/watch?v=NgJw1YjLFQc&t=30m00s
https://www.youtube.com/watch?v=NgJw1YjLFQc&t=32m01s
https://www.youtube.com/watch?v=NgJw1YjLFQc&t=39m59s
https://www.youtube.com/watch?v=NgJw1YjLFQc&t=42m36s
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violin through 21st-century composition for the instrument. In addition, the study of 

these approaches naturally inspired new approaches to the instrument in the context of 

21st-century music-making. 

It may be surprising to consider that techniques employed in music from almost 

four hundred years ago may still be considered extended approaches today. 

Fortunately, several Early-Baroque-era documents providing evidence of extended 

approaches to the baroque violin are still in existence (Farina, 1627; Ganassi, 

1535/1959; Hume, 1605). These manuscripts provide conclusive evidence for the use 

of extended approaches on the baroque violin in its early history as a concert 

performance instrument, as well as evidence of 17th-century violinists’ and 

composers’ desire to experiment with and exploit the full potential of the baroque 

violin to create a wide variety of timbres. 

In some ways, the performance of historical works that employ extended 

approaches provided an acceleration of the cyclical action research methodology. 

That is, the techniques employed in these compositions have already been considered 

and tested by composers and performers from the past, and the results of that 

examination were sufficiently long-lasting that the compositions have endured to this 

day. Rather than needing to adapt techniques from elsewhere for the baroque violin, 

or to develop them afresh, the compositions in Recital 1 provided proof of the 

functionality of these techniques on the instrument. 

As noted above, Recital 1 also employed improvisation, the inclusion of which 

was inspired by the practices of 17th-century musicians. Improvisation was a skill 

expected of all performers in the Baroque era and the use of improvisation between 

pieces in a programme was common at this time (Goehr, 2007, p. 194; Kivy, 1998, 

pp. 164, 263; Nettl & Sollis, 2009, pp. 325–326). This was intended not only as a 

musical link between pieces, but also a means by which the performer could impress a 

personal stamp upon the performance.41 In keeping with this tradition, the pieces in 

                                                        
41 Improvisation was also expected of baroque violinists in a second, more conventional way 

that is commonly employed by HIP practitioners today. That consists of ornamentation or 

divisions, in which the performer adorns the notated melodies with additional 

embellishments of their own, sympathetic to but accentuating the written score. In 

performing the historical works programmed in Recital 1, I performed such divisions. 
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Recital 1 were linked by improvisations of my own devising, which employed 

extended techniques on the baroque violin. 

These improvisations were comprised of a language of sounds informed by my 

extended approaches and musical experiences. It is therefore possible that these 

improvisations contain sounds unheard in the Baroque era, as they were informed by 

my 21st-century musical and audiological experiences. In this sense, the 

improvisations remained authentic to my individuality as the performer in the 21st 

century, just as those performed in the Baroque era would have been unique to the 

individual performer of the 17th century, informed by their experiences of their 

world. 

Extended approaches to the baroque violin contained within the four works in this 

Recital include:  

 col legno battuto (Biber, 1673/2007; Farina, 1627);  

 glissandi (Biber, 1669/2004; Farina, 1627; Pandolfi Mealli, 1660);  

 microtonality (Biber, 1669/2004, 1673/2007; Farina, 1627; 

Pandolfi Mealli, 1660);  

 overpressure (Biber, 1669/2004);  

 left-hand pizzicato (Biber, 1673/2007; Farina, 1627);  

 snap pizzicato (Biber, 1673/2007);  

 preparations (Biber, 1673/2007);  

 sub ponticello (Farina, 1627); and 

 sul ponticello (Farina, 1627).  

Extended approaches to the baroque violin explored in the improvisations in this 

Recital included col legno battuto, glissandi, harmonics, jeté, left-hand pizzicato, snap 

pizzicato, and sul ponticello.  

Explanations of each of the aforementioned approaches may be found in 

Volume 2 of this research project, the Catalogue. Documentation of this recital, along 

with its programme notes providing further explanation of the curatorial motivations 

                                                        
However, as their use is not directly relevant to the use of extended techniques and 

approaches described in the Catalogue, this Exegesis does not further examine the use of 

such improvisation. 



 

  49 

 

behind the programming and structure of Recital 1, may be viewed in Volume 3 of 

this research project, the Recitals, under Recital 1—A Few Necessary Reminders. 

Review and consideration of Recital 1 is recommended for the reader at this point, 

before further consideration of this Exegesis.  

http://research.lizzywelsh.com/?page_id=35
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Chapter 3.2—The Modern Violin  

A study of current uses of the modern violin has also influenced this research 

project. This has included various resources relating to contemporary use of the 

modern violin, as well as a study of significant repertoire from the late 20th to early 

21st centuries.  

Since the mid-18th century, numerous documents have addressed the 

development of performative techniques on the evolving violin, such as Flesch (1930) 

and Fischer (2000). As the use of extended techniques and approaches has increased 

since the middle of the 20th century, so has the need for recent publications 

explaining extended techniques and approaches on the modern violin. Of particular 

relevance to this study are Strange and Strange (2001), Arditti and Platz (2012) and 

Vincent (2003). Each of these texts provides thorough definitions of new sounds for 

the modern violin, with accompanying descriptions of the best extended techniques 

with which to achieve these sounds. Do you hear me? (Sekulić, n.d.) is a shorter yet 

important example of documentation of extended techniques for the modern violin 

with an emphasis on notational examples from existing repertoire. This research 

follows a similar approach to these examples, by documenting how extended 

techniques and approaches function on the baroque violin.  

Numerous performers have conducted research into the roles of improvisation, 

experimentation, composer–performer relationships, and the commissioning process 

in the development of new techniques and timbres for various instruments. Those of 

particular relevance to this study include Richman’s (2016) investigation into the 

impact of composer–performer collaborative relationships on string writing in the 

21st century; Roche’s (2011) exploration into the relationship between composers and 

performers in the creation of new works and sounds for the clarinet; Penny’s (2009) 

study of the influence of extended approaches on the performer and their impact on 

the creation of new work for the flute; Knight’s (2010) research into the role of 

improvisation in composition; and Butler’s (2000) investigation into preparations and 

improvisation on the piano. Drawing on this research has assisted this study in 

developing methods for employing improvisation, experimentation, and composer–
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performer relationships to extend the known spectrum of performance techniques for 

the baroque violin.  

A further resource, The Recorded Violin (1993), includes comprehensive 

examples of the earliest recordings made on the modern violin at the beginning of the 

20th century. Many of the instruments in these recordings still employ gut strings 

(Dann, 1977, pp. 70–71), making these recordings relevant to the consideration of 

how perceptions regarding the timbre of the violin have changed over time.  

In addition to this recording, Mary Oliver’s 2001 album Witchfiddle includes 

semi-improvised pieces highlighting extended approaches to the modern violin, the 

modern viola and the Hardanger fiddle.42 This has provided further inspiration for this 

project, not only through its example of extending these instruments by technical 

approaches, but also through its use of improvisation as a means of developing new 

approaches.  

Recital 2—Yet We Must Go On, New Music for Modern Violin  

A significant part of my artistic practice involves performing late-20th-century 

and early-21st-century music written for the modern violin. Examples of this 

repertoire are featured in Recital 2. My experience of creating new sounds via 

extended approaches to the modern violin in repertoire from this era provides a 

precedent in my own artistic practice for the creation of new sounds for the baroque 

violin. The pieces presented in Recital 2 were all composed in the 1980s or 1990s and 

may therefore be considered relatively old repertoire for the new music violinist. 

However, I consider the programme to be contemporary in the sense that, to date, all 

but one of the composers (Luigi Nono) are still living and actively composing.  

The repertoire in this recital comprised examples of some of the most extreme 

and inventive uses of extended approaches to create new sounds on the modern violin.  

The works presented in this Recital were: 

                                                        
42 The Hardangar fiddle is a folk instrument originating in Norway. Like a violin, it is strung 

with four strings, usually made of either gut or a combination of gut and metal. Unlike a 

violin, however, it also has several (usually four or five) sympathetic strings, which are 

strung under the playing strings and are not played but rather activated through the 

vibrations of the instrument, creating extra resonance (Aksdal, 2006). 
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 Intermedio (1986), Brian Ferneyhough;  

 Nocturne (1994), Kaija Saariaho;  

 air (1993), Richard Barrett;  

 Philtre (1997), Liza Lim; and 

 “Hay que Caminar” Soñando (1989), Luigi Nono.  

Each piece in this programme uses either the violin or the violinist in new ways 

and includes the use of approaches that may be considered extended in the sense that 

they currently lie outside the typical repertoire or training of a violinist.  

A study of contemporary repertoire for modern violin has proven valuable to this 

research project. It demonstrated the extent of what was possible on an instrument 

that evolved from the baroque violin and remains similar to it. An understanding of 

the technical and timbral capacity of the modern violin informed the exploration of 

the technical and timbral capacity of the baroque violin. The techniques explored in 

this repertoire formed an obvious source of approaches that were then applied to the 

baroque violin. 

This recital is also a reflection of my artistic practice as a contemporary modern 

violinist in addition to my practice as an HIP baroque violinist. This practice is 

inevitably linked to the evolution of the research project, as my new music 

performance experience on the modern violin constantly informs the development and 

commissioning process of new works being written for baroque violin. This parallels 

the way that my HIP practice on the baroque violin, as explored in Recital 1, informs 

the development and commissioning process by enhancing my understanding of the 

technical specifications of the instrument and of the early historical uses of the 

instrument in ways that were new or extended at the beginning of the baroque violin’s 

history as a performance instrument.  

All five pieces presented in this recital had some connection to the Baroque era. 

For instance, Intermedio alla ciaconna (Ferneyhough, 1986) is a true chaconne 

(Hemmi, 2002); air (Barrett, 1994) and Nocturne (Saariaho, 2006) evoke the 

traditional compositional forms popular in the 17th and 18th centuries respectively; 

Philtre (Lim, 1997) uses scordatura, the retuning of the strings, which was also in 

frequent use in the 17th century, including notably in Biber’s ca. 1676 collection, the 

https://www.youtube.com/watch?v=DGF9lcKEIII&t=16s
https://www.youtube.com/watch?v=DGF9lcKEIII&t=7m28s
https://www.youtube.com/watch?v=DGF9lcKEIII&t=11m52s
https://www.youtube.com/watch?v=DGF9lcKEIII&t=18m22s
https://www.youtube.com/watch?v=DGF9lcKEIII&t=25m06s
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Rosenkranz-Sonaten (Biber, 1905/1959). Furthermore, Philtre is composed for 

retuned violin or Hardanger fiddle. “Hay que Caminar” Soñando (Nono, 1989) is a 

spatialised work where the two violinists move through the performance space until 

they meet, reminiscent of 17th-century spatialised performance, such as that featured 

in Marini (1629).  

Extended approaches to the modern violin explored in the works presented in this 

Recital include:  

 extreme bow positions from sul tasto to sul ponticello (Barrett, 1994; 

Ferneyhough, 1986; Lim, 1997; Nono, 1989; Saariaho, 2006); 

 col legno (Barrett, 1994; Nono, 1989);  

 glissandi (Barrett, 1994; Ferneyhough, 1986; Lim, 1997; Saariaho, 2006);   

 harmonics (Ferneyhough, 1986; Lim, 1997; Nono, 1989; Saariaho, 2006);  

 microtonality (Barrett, 1994; Ferneyhough, 1986); 

 extreme pitch material (Barrett, 1994; Ferneyhough, 1986);  

 left-hand pizzicato (Saariaho, 2006);  

 snap pizzicato (Ferneyhough, 1986); 

 extreme rhythmic complexity (Barrett, 1994; Ferneyhough, 1986); and 

 scordatura (Lim, 1997).  

Explanations of each of the aforementioned approaches may be found in 

Volume 2 of this research project, the Catalogue. Documentation of this recital, along 

with its programme notes providing further explanation of the curatorial motivations 

behind the programming and structure of Recital 2, may be viewed in Volume 3 of 

this research project, the Recitals, under Recital 2—Yet We Must Go On. Review and 

consideration of Recital 2 is recommended for the reader at this point, before further 

consideration of this Exegesis.  

As foreshadowed in Chapter 1, this point in the Exegesis marks the conclusion of 

the discussion of the existing areas of practice that have had an influence on the 

research project. Henceforth, the Exegesis discusses the new uses of the baroque 

violin explored in the research project.  

http://research.lizzywelsh.com/?page_id=37
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Chapter 4—On the Catalogue 

As Harper (2011) reminds us, “the important thing about practice-led creative 

research is that its very focus, its primary reason for being, is creative activity and 

outputs from human creative activity, and its understandings develop from aspects of 

this action-based creative practice” (p. 12). This chapter therefore considers the main 

outcome of the research project, the Catalogue, which is the first of its kind43 to 

investigate the extended uses of the baroque violin in 21st-century composition.  

In the course of answering the core research question posed in Chapter 1—

namely, how can the baroque violin be a valid vehicle for 21st-century compositional 

and musical expression?—the Catalogue is the principal means by which this research 

project would answer the supplementary question: What kind of resource can 

demystify the baroque violin to aid the creation of music for it today? That is, the 

Catalogue is the principal resource generated by this study to facilitate an 

understanding of the baroque violin in order that it may be used by others to create 

music now. In addition, it may be used in tandem with the Recitals, which 

demonstrate in a performance context many of the techniques described in the 

Catalogue. 

Techniques and approaches for the baroque violin that are contained within the 

works discussed in this chapter include:  

 bow positions from molto sul ponticello to molto sul tasto; 

 artificial and natural harmonics; 

 overpressure; 

 jeté; 

 bowing the tailpiece; 

 glissandi; 

 microtonality; 

 pizzicato, including left-hand pizzicato; 

 scordatura; 

 foam preparations; and  

                                                        
43 To my knowledge at the time of writing. 
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 working with electronics, both taped and live-processed.  

Each of these techniques was investigated using the reflective cycle methodology 

discussed in Chapter 2 and represented in Table 1 above. These techniques are 

discussed in detail in the Catalogue so that further composers might use these 

compositional tools when creating new works for the baroque violin. Additional 

techniques are also discussed in the Catalogue, which have been explored both in 

additional works not included in this research project and in my improvisation.  

The Catalogue is an online resource accessible through my designated research 

website, http://research.lizzywelsh.com. The Catalogue employs descriptive text, 

videos, photographs, and score examples to describe the techniques discussed and the 

practical use of those techniques. Drop-down menus aid navigation, as shown in 

Figure 4 below. It is also possible to use back and forward buttons for navigation 

purposes.  

 

Figure 4 – drop-down menus in the Catalogue  

The Catalogue is divided into sections, as follows: 

1. Equipment: 

http://research.lizzywelsh.com/?page_id=6
http://research.lizzywelsh.com/
http://research.lizzywelsh.com/?page_id=10
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(a) Instrument: this section describes and depicts the instrument used in the 

performance of the techniques used in the Catalogue, being my baroque 

violin, as also described in Chapter 2 above. This entry includes a 

photograph of my baroque violin, which can be seen in Figure 5 below; 

 

Figure 5 –Instrument entry in the Catalogue  

(b) Strings: this section identifies the materials and gauges of strings used 

on my baroque violin. This instrument is also featured in Recitals 1 and 3, 

as well as the video excerpts contained within the Catalogue; and 

(c) Bows: this section describes the three different bows (each typical of a 

different historical era) used in the Recitals and in video excerpts contained 

within the Catalogue. It also shows, by way of comparison, a modern violin 

bow. 

http://research.lizzywelsh.com/?page_id=16
http://research.lizzywelsh.com/?page_id=12
http://research.lizzywelsh.com/?page_id=14
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2. Techniques: 

This section of the Catalogue articulates and demonstrates extended 

techniques, grouped within separate categories: 

(a) Bowing: techniques that involve the use of the bow to activate the 

strings, often in extended ways. Examples include Sul ponticello, Sul tasto, 

Sub ponticello, Col legno, Tupfer, Jeté, Air sounds, Overpressure, and 

various types of Tremolo; 

(b) Left-hand techniques: techniques that concentrate on the use of the left 

hand, sometimes in extended ways. These include Harmonics, 

Trilling/ornaments, Glissando, and Microtonality; 

(c) Pizzicato: techniques that employ variations of activating the strings via 

plucking, such as Left-hand pizzicato, Snap pizzicato, and Fingernail 

pizzicato; 

(d) Bowing the Instrument: techniques that require the bowing of various 

parts of the instrument itself, rather than the strings. These parts of the 

instrument include the Wood, Tailpiece, Bridge, and Mute. 

3. Tunings: 

This section examines the use of alternative tunings of the instrument, such 

as Scordatura, to vary its sound. The section also describes the effect of 

different Temperaments and various performance Pitches on the 

instrument. 

4. Preparations: 

This section examines the addition of objects as a means of preparation of 

the instrument to alter its sound. These include Mutes, Blu-Tack, 

Paperclips, Foam and Aluminium foil or paper. 

5. Amplification: 

This section discusses ways in which the baroque violin may be amplified, 

including with microphones and pick-ups. Photographs of the ways in 

http://research.lizzywelsh.com/?page_id=18
http://research.lizzywelsh.com/?page_id=20
http://research.lizzywelsh.com/?page_id=105
http://research.lizzywelsh.com/?page_id=133
http://research.lizzywelsh.com/?page_id=135
http://research.lizzywelsh.com/?page_id=137
http://research.lizzywelsh.com/?page_id=139
http://research.lizzywelsh.com/?page_id=141
http://research.lizzywelsh.com/?page_id=158
http://research.lizzywelsh.com/?page_id=160
http://research.lizzywelsh.com/?page_id=407
http://research.lizzywelsh.com/?page_id=26
http://research.lizzywelsh.com/?page_id=162
http://research.lizzywelsh.com/?page_id=164
http://research.lizzywelsh.com/?page_id=166
http://research.lizzywelsh.com/?page_id=174
http://research.lizzywelsh.com/?page_id=24
http://research.lizzywelsh.com/?page_id=154
http://research.lizzywelsh.com/?page_id=156
http://research.lizzywelsh.com/?page_id=417
http://research.lizzywelsh.com/?page_id=417
http://research.lizzywelsh.com/?page_id=22
http://research.lizzywelsh.com/?page_id=227
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  58 

 

which a microphone or a pick-up may be attached to the baroque violin are 

also included, as shown in Figure 6 below. 

 

Figure 6 – Amplification entry in the Catalogue  
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6. Electronics: 

This section describes ways in which the baroque violin may be used in 

conjunction with electronics and discusses various issues, such as tuning, 

which may arise in this context.  

Within the discussions of each of the different techniques, information may be 

categorised as follows: 

(a) Description: the Catalogue describes each technique or approach 

discussed. Where relevant, examples of earlier applications of the 

technique, either in baroque music composition and performance for the 

baroque violin or in contemporary composition and performance for the 

modern violin, are provided for context, as shown in Figure 7 below; 

http://research.lizzywelsh.com/?page_id=184
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Figure 7 – description section of Sul ponticello entry in the Catalogue  

(b) Usage notes: the Catalogue may include some of my observations on 

the use of the technique on the baroque violin, including, where pertinent, 

an indication of the differences in application when compared to the 

modern violin, as shown in Figure 8 below; 
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Figure 8 – discussion of Sul ponticello on the baroque violin in the 

Catalogue 
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(c) Video examples: many of the techniques described in the Catalogue are 

depicted in video examples, performed by me. These can be seen in Figure 

8 above and Figure 10 below. This is a practical resource to allow 

performers and composers to both see and hear the relevant technique in 

practice, rather than merely relying on a printed description. The video 

example is much easier to include in an online format than in a printed 

resource. Because composers and violinists can hear the resulting sounds 

from a given technique as well as see the physical movement and treatment 

of the instrument required to produce the desired sound, this aspect of the 

Catalogue may better allow violinists to recreate these sounds. Composers 

can use the sounds they hear to create music and can also understand the 

physicality of creating these sounds, so that they can take the choreography 

of the composition into account; 

 

Figure 9 – Suggested notation section in Sul ponticello entry of the 

Catalogue 

(d) Suggested notation: the Catalogue provides an example of suggested 

notation for the technique, to encourage a consistent and user-friendly use 

of notation by composers who wish to employ the technique. These 

notation examples may be in the form of a description, a reference to an 
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excerpt already shown in the entry (as in Figure 9 above), or a notation 

example generated by me (as in Figure 10 below). Where possible, these 

notations are based on those used in existing repertoire to represent 

extended techniques on modern string instruments or are combinations of 

such notations where applicable. This is done to encourage the use of 

existing conventions to their full benefit; it is also done in an effort to avoid 

the need for composers to repeatedly create their own notational languages 

for extended sounds or concepts that each performer must learn anew.  



 

  64 

 

 

Figure 10 – Suggested notation section in Tupfer entry in the Catalogue  

Although the Catalogue draws extensively on the techniques employed in the 

compositions shown in the Recitals, it is not restricted to those techniques. The 

Recitals comprise three approximately hour-length performances of pieces 

demonstrating different aspects of extended techniques that might find use on the 

http://research.lizzywelsh.com/?page_id=8
http://research.lizzywelsh.com/?page_id=8
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baroque violin. However, there are additional techniques that are not employed in the 

particular compositions included in the Recitals. Some of these techniques, for 

example, are employed in other compositions commissioned as part of this research 

project, are represented in other compositions developed outside the scope of the 

research project, or form a part of my improvisational language. These were all 

therefore tested in performance settings not documented in the Recitals. It would be 

needlessly limiting to restrict the Catalogue to techniques employed in the Recitals. In 

addition, it is hoped that the Catalogue may become an evolving, developing resource 

that is renewed and revised over time, as more techniques are developed or as 

compositional experience with them on the baroque violin expands. 

This points to a further reason for the online nature of the Catalogue. An online 

resource is more readily updated than a catalogue in book form. While changes to the 

Catalogue will be made by me personally over time, it is intended that such changes 

will be informed by correspondence, suggestions, video, and compositional examples 

from other sources. This allows the Catalogue to remain current and reactive, thus 

increasing its utility to composers and musicians in the field. 

Some existing printed catalogues have been of use in providing examples of the 

documentation of playing techniques and in developing the categorisation and 

explanation of information. Most relevant to this project is Patricia and Allen 

Strange’s The Contemporary Violin (2001). One of the most appealing aspects of this 

source is the variety of notation examples provided, from existing repertoire, for each 

technique discussed. For example, the entry on tremolo includes score examples from 

repertoire by William Jay Sydeman, Krzysztof Penderecki, and Francis Miroglio 

(Strange & Strange, 2001, pp. 29–30). The layout is also user-friendly, with clearly 

organised chapters about various techniques and approaches. However, one notable 

aspect is the lack of audio or video of the techniques being discussed, as it is in a 

printed book format. The inclusion of audio and video in the Catalogue is made 

possible by online publication and provides examples of the sonic outcomes of 

techniques discussed, as well as visual representation of the physical movement by 

which these sounds are achieved.  
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There are several online resources that depict extended techniques and 

approaches to particular instruments, providing vital precedents for the success of this 

style of publication. Anne Lanzilotti’s website, Shaken not Stuttered44 (n.d.), 

documents techniques contained within the string writing of composer Andrew 

Norman. This resource has high quality video and audio, making it extremely useful 

for performers wishing to understand how the sounds included in the compositions 

are created with the instrument.  

A further resource, published in 2017 by researcher and baroque violinist Peter 

Spissky at Lund University, Sweden, is the website http://www.upsanddowns.se. This 

web-based resource is peripherally related to this research project, being concerned 

with the function of the baroque violin. It is particularly pertinent to this research 

project through its valuable example of how video can be used to explain movement, 

with particular focus on violin bowing.  

Heather Roche’s blog (n.d.), published on her website at 

http://www.heatherroche.com, is another resource related to this research project. The 

main topic of this blog is the clarinet, with a particular focus on extended approaches 

encountered through contemporary composition. The evolving nature of this resource 

provides an example of how a website can be used to publish new revelations about 

the functionality of an instrument in an organised, collaborative and dynamic space. 

As new ideas are discovered, they are published on the website. These new 

discoveries are inspired by Roche’s own inquiry and her interaction with other 

performers and composers.  

A further resource that warrants mention is Andrew Hugill’s online The 

Orchestra: A User’s Manual (2004), published on his website at 

http://www.andrewhugill.com/OrchestraManual. This resource provides insight into 

the technical capacity of various orchestral instruments, including the violin. 

Originally published in 2004, it includes many links to video content demonstrating 

relevant techniques, so that composers and performers can see and understand the 

exact physical treatment of the instruments required to achieve certain sonic effects.  

                                                        
44 See http://www.shakennotstuttered.com 
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A similar resource that deals with extended approaches to a wide variety of 

instruments is the recently launched Symbolium (2018), published online at 

http://www.symbolium.com. Two extremely valuable aspects of this online resource 

are the accompanying videos and the notation suggestions supplied for each 

technique.  

Composers’ Impressions of the Catalogue  

As composers are one of the target audiences for the Catalogue, I explained the 

layout of the Catalogue to each of the composers interviewed in this project, namely 

Jacob Abela, Biddy Connor, Vincent Giles, Paddy Mann, and Samuel Smith, and 

asked if they would find such a resource about the baroque violin useful. (A 

discussion of each of these composers’ works appears in Chapter 6 of this Exegesis.) 

All had positive words to say.  

Vincent Giles thought it would be particularly useful as a means of sharing 

notational standards, saying, “If there’s a way of notating this thing that’s established, 

that would be a great way to look that up … like an encyclopedia of notation 

standards for certain techniques” (Giles, personal communication, March 29, 2018).  

Samuel Smith also found the video aspect of the Catalogue to be a promising 

idea, as a way for composers to understand how techniques are physically executed 

and also as a means for reminding the composer of the physicality of performance, 

saying, “the thing that I like the idea of about the video is … you know, I write pencil 

to paper … there’s a lot of scope … for composers to lose sight of the physicality of 

performance, so that will be a nice thing” (Smith, personal communication, April 5, 

2018). 

When asked whether a Catalogue with examples and notation standards would be 

useful for writing for an instrument that is perhaps unfamiliar to many composers, 

Biddy Connor answered, “no doubt … there’s nothing quite like having examples” 

(Connor, personal communication, April 3, 2018). Discussing the video aspect of the 

Catalogue further, Connor added that the use of video “makes all the difference … 

that will be so useful. I would definitely use it in the future” (Connor, personal 

communication, April 3, 2018). 
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When asked whether a resource such as the Catalogue for the baroque violin 

would be read and used in practice, Jacob Abela was even more enthusiastic, 

answering, “absolutely … [by comparison,] writing for woodwind instruments is so 

easy now because there’s multiphonic books, there’s double trills and … so much 

research done into modern woodwind playing and new music; but not so much for 

string instruments and especially [not for] baroque instruments” (Abela, personal 

communication, April 11, 2018). 

The Catalogue is, to my knowledge, the first of its kind for the baroque violin. It 

is intended that the Catalogue be used by composers and practitioners to better 

understand the capabilities of the baroque violin and to encourage the use of it in 21st-

century music-making. In so doing, the Catalogue helps to answer both of the core 

questions of this research project.45 By demonstrating the versatility of the baroque 

violin, the Catalogue shows how it can be a valid vehicle for 21st-century 

compositional and musical expression. The Catalogue’s format and availability not 

only encourages its use, but also exemplifies the kind of resource that can demystify 

the baroque violin to aid the creation of music for it today.  

Review and consideration of the Catalogue is recommended for the reader at this 

point, before further consideration of this Exegesis.  

                                                        
45 Those questions being: How can the baroque violin be a valid vehicle for 21st-century 

compositional and musical expression? And supplementary to this, what kind of resource 

can demystify the baroque violin to aid the creation of music for it today? 

http://research.lizzywelsh.com/?page_id=6


 

  69 

 

Chapter 5—New Works for Baroque Violin  

This chapter considers current uses of the baroque violin in 21st-century 

composition. The discussion includes an acknowledgement of such uses beyond this 

project. This chapter also details eight significant new works generated for the 

baroque violin as part of this research project, discussing each piece and the processes 

and agents involved in its development. This includes a detailed study of five 

compositions generated by composers Vincent Giles, Samuel Smith, Paddy Mann, 

Biddy Connor, and Jacob Abela respectively. Consideration is also given to a recently 

completed work by Natasha Anderson. Finally, two additional works that pre-date the 

formal research process are also discussed: one written by Alexander Garsden 

specifically for the baroque violin and one written by Liza Lim (but not originally for 

the baroque violin). The relation of all these works to this research project is detailed 

in Table 4 below.  

 New works generated  Additional works 

considered 

Provided material for 

the Catalogue  

 

- silver as catalyst in 

organic reactions,  

Vincent Giles (2016)  

- Curious Animals,  

Paddy Mann (2016)  

- In Consequence,  

Jacob Abela (2018)  

- The Target Has 

Disappeared,  

Natasha Anderson (2018)  

Provided material for 

the Catalogue and 

Recital 3  

- archive,  

Samuel Smith (2017)  

- The Glass Violin,  

Biddy Connor (2018)  

- Law II,  

Alexander Garsden 

(2013)  

- Philtre,  

Liza Lim (1997)  

Table 4 – list of works discussed in the research project 

Furthermore, this chapter details Recital 3—Everything Old is New Again. This 

features a selection of the works discussed in this chapter and is a practical 

representation of ways in which the baroque violin may be used as a vehicle for 21st-

century compositional and musical expression.  

http://research.lizzywelsh.com/?page_id=39
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Finally, this chapter reflects on the interactions with composers during the course 

of creating these new works. These reflections include thoughts on the impact of the 

collaborative relationship between performer and composer on the development 

processes when creating new works, as well as impressions of the baroque violin as a 

vehicle for 21st-century composition, including impressions from the composers 

themselves. The impact of important collaborations with other musicians is also 

illustrated through a brief account of an important study period with international 

baroque violinist and researcher, Halla Steinunn Stefánsdóttir.  

21st-Century Composition for the Baroque Violin 

As mentioned in Chapter 1, in various parts of the world new music is currently 

being written for the baroque violin that explores different 21st-century aesthetics. 

Contributions to the repertoire come from Australian composer David Chisholm, who 

in 2011 wrote the chamber work Trick for Australian-based early music ensemble 

Latitude 37, including a baroque violin part. British composer Matthew Sergeant 

wrote bet denagel, for solo baroque violin and baroque bow, for baroque violinist 

Emma Lloyd in 2013. Cologne-based French Canadian composer Thierry Tidrow 

wrote Ricercar for baroque violin in 2014. I had the pleasure of working with Tidrow 

on an interpretation of this piece some years ago, although I have yet to perform it 

publicly.  

Icelandic baroque violinist Halla Steinunn Stefánsdóttir has been at the forefront 

of significant contributions to 21st-century repertoire for the baroque violin, primarily 

through her artistic direction of the ensemble Nordic Affect.46 Nordic Affect’s debut 

album, Clockworking (2015), includes six new commissions by five Icelandic 

composers, all featuring the baroque violin. Their 2017 release Raindamage offers an 

additional six works by a further three Icelandic composers. In July 2016, I had the 

opportunity to visit with Stefánsdóttir at the Inter Arts Center, Malmö. This 

invaluable opportunity, which is discussed further below, permitted us to show one 

another the baroque violin works we have commissioned and developed, and to 

                                                        
46 See http://www.nordicaffect.com 
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exchange ideas about ways in which to navigate the creation of 21st-century music for 

the baroque violin.  

Further works have come from English composer Liz Johnson and American 

composer Evan Johnson. London-based baroque violinist Lucy Russell developed a 

new work, Triptych 1 for baroque violin, with Liz Johnson in 2016. Swedish violinist 

Karin Hellqvist commissioned Evan Johnson’s 2016 work Wolke über Bäumen for 

violin (with gut strings and baroque bow).  

Since 2013 I have myself been involved in the commissioning and development 

of over a dozen new works by Australian and New Zealand composers featuring the 

baroque violin47 by composers including Jacob Abela, Natasha Anderson, Simon 

Charles, Biddy Connor, Kim Cunio, Rohan Drape, Alexander Garsden, Vincent Giles, 

Peter de Jager, Dylan Lardelli, Jeanette Little, Paddy Mann, and Samuel Smith. Of 

these commissions, silver as catalyst in organic reactions (Giles, 2016), Curious 

Animals (Mann, 2016), archive (Smith, 2017a), The Glass Violin (Connor, 2018), and 

In Consequence (Abela, 2018) are discussed in more detail in the following section. 

Briefer additional discussion is also given to Law II (Garsden, 2013) and The Target 

Has Disappeared (Anderson, 2018), as well as Philtre (Lim, 1997). This last work 

was not written specifically for the baroque violin; however, a reinterpretation of it 

for the baroque violin was developed over the course of the research project. These 

works are discussed in chronological order by year of completion, as follows.  

New works generated— 

1. silver as catalyst in organic reactions, Vincent Giles (2016)  

2. Curious Animals, Paddy Mann (2016)  

3. archive, Samuel Smith (2017)  

4. The Glass Violin, Biddy Connor (2018) 

5. In Consequence, Jacob Abela (2018). 

Additional works considered— 

1. Law II, Alexander Garsden (2013)  

2. Philtre, Liza Lim (1997; reinterpreted for baroque violin in 2017)  

                                                        
47 For a full list see www.lizzywelsh.com/repertoire/ 
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3. The Target Has Disappeared, Natasha Anderson (2018). 

New Works Generated  

silver as catalyst in organic reactions for baroque violin with classical bow, 

Vincent Giles (2016).  

Working with Giles. Vincent Giles and I had worked together in various musical 

formats for several years before collaborating on silver as catalyst in organic 

reactions, hereafter referred to as silver. Our earlier collaborations included my 

performing works composed by Giles for chamber ensemble as well as improvising in 

works structured by Giles for us to perform together. In 2014, Giles approached me to 

see if I would be interested in collaborating on a solo piece. More information about 

the specifics of developing and composing silver can be found in “Australian 

Composition for Baroque Instruments” (Giles, Welsh, & Jennings, 2018, pp. 250–

252), of which Giles and I are co-authors.  

Two years later, silver had its world premiere in the Open Space at the 2016 

Ferienkurse für Neue Musik in Darmstadt, Germany. Since that time, it has been 

performed at the 2017 Metropolis New Music Festival in Melbourne, Australia, and at 

the Totally Huge New Music Festival 2017 Conference in Perth, Australia.  

Having worked together previously in various musical settings, Giles and I had 

developed a style of collaboration that was open, honest, and based around a mutual 

respect for each other’s artistic practices. This meant that the workshopping process 

of silver was efficient. Giles composed fragments that I studied and then 

demonstrated with him in person, so that any physical or technical issues could be 

quickly resolved.48  

The piece. With its complex rhythms and microtonal pitch material, silver can be 

described as a new complexist composition. It requires the performer to traverse the 

                                                        
48 That said, although this piece has had several performances already, it still feels to me as 

though it is in a state of evolution, as each performance reveals new musical ideas and 

impulses. Through each new process of preparing the piece for a new performance, I find 

new ways of physically navigating its phrases.  
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full length of the fingerboard, including violent glissandi, extended passages in 

artificial harmonics and microtonality, sul ponticello, col legno, and pizzicato.49 For 

example, Figure 11 below shows a passage incorporating many of these techniques.  

 

Figure 11 – artificial harmonics, col legno tratto, microtonality, pizzicato and 

glissandi in silver as catalyst in organic reactions (Giles, 2016, bars 73–74, p. 3)  

Extreme dynamic contrasts are used to challenge the resonance of the gut strings, 

from ppppp, where the bow contact is so slight that the strings cannot properly 

activate at the fundamental pitch, to fffff, where the pressure is so great that the strings 

crackle and choke, as can be found in Figure 12 below.  

 

Figure 12 – extreme dynamic ranges in silver as catalyst in organic reactions (Giles, 

2016, bars 30–34, p. 1) 

The extended pizzicato passage at the end of the piece, shown in Figure 13 below, 

is at times so high in pitch, and the string consequently so short, that it must be 

plucked with extreme force in order to speak.  

                                                        
49 For a detailed description of each of these techniques and the ways in which they function 

on the baroque violin, please see entries named after each of them in the Catalogue.  
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Figure 13 – pizzicato passage at end of silver as catalyst in organic reactions (Giles, 

2016, bars 112–114, p. 4) 

An aspect of silver that warrants further discussion is the use of a chin rest and 

shoulder rest. As discussed in Chapter 3, in the Baroque era the violin was played 

chin-off without the use of either chin rest or shoulder rest, neither of which had yet 

been invented (Boyden & Walls, 2001; Ritchie, 2012, p. xi; Spohr, 1832, pp. 8–9). 

With training, chin rests and shoulder rests are unnecessary when performing 

Baroque-era repertoire on the baroque violin. Without a chin rest, the left hand is the 

only support pushing the violin in towards the neck of the violinist. When the left 

hand is required to move away from the neck of the violin, this makes shifting an 

inherently destabilising function and limits the possibilities of performing such 

gestures on the instrument. Because of this, much modern violin repertoire of the 20th 

and 21st centuries would be impossible to perform without the support of a chin rest. 

Extreme glissandi (particularly descending glissandi), fast passage work, extremely 

wide or vigorous vibrato, playing off the fingerboard, and many percussive techniques 

are all made possible with the physical support of a chin rest. This support allows the 

instrument to be stabilised through contact with the violinist’s jaw, neck, and 

shoulder.  

Although I routinely use a chin rest and shoulder rest when playing contemporary 

music on the modern violin, my HIP training typically renders it unnecessary for me 

to attach these accessories to my baroque violin. However, when using the baroque 

violin to play new compositions, I have sometimes found it necessary to use a chin 

rest and, in some cases, also a shoulder rest. This is the case with silver, so that the 

artificial harmonic and glissandi passages can be securely performed. It is worth 

noting that this may not be necessary for other baroque violinists, should they have a 

more secure chin-off technique or larger hands.  

The central goal of this research project is to see how it is possible to use the 

baroque violin in 21st-century composition. Accordingly, I do not view the use of 
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21st-century equipment in combination with the baroque violin as any different to 

using 21st-century compositional ideas and a 21st-century baroque violinist to 

execute them. These elements are not problematic in terms of historical authenticity 

because historical authenticity is not, and never has been, the goal of this research 

project. Using a chin rest and shoulder rest in this context makes certain techniques 

and timbres possible for me to perform that would otherwise be practically 

impossible. By comparison, in other commissions I have also used amplification and 

electronics, which are 20th-century inventions (Byrne, 2013, p. 124; Katz, 2005, 

p. 37). These approaches provide different timbres than would have been possible in 

the Baroque era; they are another layer of the reimagining of the baroque violin in the 

21st century.  

Curious Animals for baroque violin and nylon-string guitar, Paddy Mann 

(2016).  

Working with Mann. In late 2015, I approached Paddy Mann with an offer to 

commission him to compose a new work for baroque violin. I was familiar with 

Mann’s compositional language through his songwriting project Grand Salvo, with 

whom I have performed and recorded on numerous occasions. I was curious to work 

with Mann in a composer–performer collaboration and believed his approach would 

result in an interesting addition to 21st-century repertoire for the baroque violin.  

We decided to create a piece for baroque violin and nylon string guitar. This 

would have two benefits: firstly, to discover how the nylon and gut strings would 

blend with one another; and secondly, so that we could play the piece together, 

consistent with how I had previously worked with Mann.  

Mann and I began the process of creating a new piece for the baroque violin with 

workshop sessions, which we recorded. By mid-2016, Mann had developed a first 

draft of the score, which we learnt and rehearsed together, making adjustments and 

changes to the score as any technical or musical issues arose. The score for the first 

performance was completed in August 2016, with the premiere taking place in the 

following month.  
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The piece. Much of Mann’s string writing involves the use of soaring, romantic 

melodies. I had hoped that he would incorporate some of this style into Curious 

Animals, as I had not explored these ideas in any of my previous commissions for the 

baroque violin and was curious to see how they would manifest on the instrument. 

Mann included many such passages in Curious Animals, which was also the first 

diatonically tonal piece I had commissioned for the baroque violin. 

Mann developed a preparation for the baroque violin based on a preparation that 

he had previously used on his guitar. The preparation involves inserting a piece of 

foam between the strings and the fingerboard at the mid-point of the string, on the 

octave harmonic node (see Figure 14 and also the Catalogue). This preparation results 

in two potential outcomes, both of which are incorporated into the first section of the 

piece through bars 1–16:  

1. the left hand can reach different chord positions than would otherwise be 

possible, as the foam preparation acts as would an extra finger;  

2. the strings affected by the foam preparation may be played with the left-hand 

fingers, resulting in unpredictable corruptions of pitch and timbre.  

 

Figure 14 - photograph of foam preparation used in Curious Animals (Mann, 2016, 

bars 1–16, pp. 1–2)  

http://research.lizzywelsh.com/?page_id=180
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In bar 99, Mann wrote a technique that is a combination of two techniques 

familiar to most violinists who practise contemporary music, namely vertical tremolo 

and air sounds, which can be seen in Figure 15 below.50 For vertical tremolo, also 

known as spazzolare (Arditti & Platz, 2012, pp. 32–33; Sciarrino, 1976, pp 6–7; 

Strange & Strange, 2001, p. 38), the violinist rapidly bows the string in a vertical 

motion up and down the string. For air sounds, also known as flautato (Lachenmann, 

2004, pp. 60–61), the violinist half-stops51 the strings in order to mute them, so that 

no overtones are produced when the string is excited by any bow movement. Each of 

these techniques used individually is not new, but the combination of them and their 

application to the gut strings of the baroque violin is new and resulted in a new 

timbre.  

 

Figure 15 – spazzolare and air in Curious Animals (Mann, 2016, bar 99, p. 5)  

archive for retuned baroque violin, Samuel Smith (2017).  

Working with Smith: I had been interested in commissioning Smith to write a 

work for baroque violin since first performing one of his works in 2015. Many points 

of confluence in our aesthetics were immediately obvious to me, and I was intrigued 

to see how Smith’s use of fluttering harmonics in his modern violin works might 

translate to the baroque violin.  

                                                        
50 A discussion of both spazzolare and air sounds, with accompanying audio and video, can 

be found in the Catalogue.  
51 Half-stopping refers to depressing the strings with the left-hand fingers part of the distance 

towards the fingerboard without actually contacting the fingerboard itself.  

http://research.lizzywelsh.com/?page_id=407
http://research.lizzywelsh.com/?page_id=158
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Fortuitously, I was given the opportunity to collaborate with Smith on his first 

string quartet, dead oceans (Smith, 2017b), which was commissioned by the Bendigo 

International Festival of Exploratory Music52 (hereafter referred to as BIFEM) and 

premiered by the Argonaut String Quartet at BIFEM 2017, in a programme I both 

curated and performed in. Concurrently, Smith approached me about a solo work, 

which would be aesthetically linked to the string quartet piece, so I naturally 

suggested that it be written for the baroque violin. This met Smith’s approval and we 

scheduled preliminary workshops and recording sessions. In September 2017 Smith 

sent me the first draft, which we workshopped and revised. The final draft was 

finished in October 2017. The premiere performance of this piece, titled archive, took 

place in this research project’s Recital 3, in April 2018. Programme notes and 

documentation for this can be viewed in Volume 3—the Recitals.  

The contrasting possibilities of baroque violin and modern violin have been made 

more apparent to me by playing these two works by the same composer, written 

around the same time and linked aesthetically, which I performed on modern violin 

and baroque violin respectively. This has allowed me, as someone who plays both the 

modern violin and baroque violin, and who works with similar aesthetics of music on 

both instruments, to thoroughly compare two works that explore similar textures, 

techniques, and gestures on these two different instruments. For instance, the 

fluttering harmonic trill passages are much clearer on the metallic strings of the 

modern violin and have an almost “electronic” quality in their timbre. Similar 

gestures on the gut strings of the baroque violin are hazy and unclear, producing a 

vague and distorted character. Depending on which result is desired from an artistic 

perspective, it may be that either the baroque violin or the modern violin is more 

suitable as a means to fully realising the composer’s musical intentions.  

An advantage to the composition process for this piece was a common musical 

sensibility. Smith and I share very similar tastes in the music we appreciate, and have 

spent time debating the strengths and weaknesses of many different types of music. 

This personal and artistic connection meant that we were able to openly discuss any 

technical, musical, or physical issues that arose during the workshopping process. 

                                                        
52 Further information about BIFEM can be found at https://www.bifem.com.au.  
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This open exchange of ideas and impressions fostered an environment where 

solutions to any problems could quickly be sought and tested. It also meant that any 

gestures that seemed as though they might be physically complex could be studied in 

a safe and trusting environment, in order to honestly and efficiently analyse their 

effectiveness and functionality on the baroque violin.  

The piece. archive is a piece that utilises the baroque violin’s particular timbral 

qualities, deliberately considering the instrument as a distinct entity from its modern 

counterpart. For example, the piece incorporates extensive use of fluttering harmonic 

trills. When compared to the clarity of the immediately resonant and more 

“electronic”-sounding metallic strings of the modern violin, the fragility and volatility 

of these gestures on the baroque violin’s gut strings create a timbre of extreme depth 

and complexity that is not possible on the modern violin.  

Smith describes this effect as having “a vagueness to it on gut strings which is 

really special. I think it becomes a kind of noise element … somewhere between the 

noise and the harmonicity of the clearly speaking harmonics [of] the modern violin, 

which I really like. It’s kind of like feedback on an electric guitar” (Smith, personal 

communication, April 5, 2018). 

This type of fragile timbre, which may be elicited in harmonics, overpressure or 

bowing nodal points of the string, is a characteristic of the baroque violin that I have 

also appreciated, particularly in improvisation, because its volatility makes it difficult 

to precisely control or predict. The end result may be coloured with the nuance of any 

extra sounds produced in addition to those I am trying to create, and it is the 

unpredictable nature of these outcomes that I find so interesting when performing on 

gut strings.  

For this piece Smith wrote a number of jeté53 gestures, sometimes combined with 

harmonics, as depicted in Figure 16 below.54 Because these gestures often fell at the 

beginning of relatively long notes, it was necessary to play in the lower half of the 

bow, which is not always the most effective area in which to execute an off-the-string 

gesture. This difficulty would be particularly pronounced when using the heavier, 

                                                        
53 A discussion of jeté can be found in the Catalogue.  
54 A performance of this gesture can be found in Recital 3 here. 

http://research.lizzywelsh.com/?page_id=141
https://www.youtube.com/watch?v=s-RGEn-t2qw&t=39s
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hammer-headed Classical-style bow; however, the Classical-style bow may have been 

ideal for sustaining phrases, which the score also called for. Ultimately, Smith and I 

decided that the best bow for performing archive would be the High-Baroque-style 

bow, given its lighter weight (but also its greater sustain, when compared to the even 

lighter Early-Baroque-style short bow). 

 

Figure 16 – jeté gesture in archive (Smith, 2017a, bar 7, p. 1) 

It was important to Smith that the piece be able to be performed without modern 

accoutrements such as a shoulder rest or chin rest. Although some of the glissandi 

passages prove precarious and sometimes physically uncomfortable without the 

support of a chin rest or shoulder rest, the piece is possible to perform chin-off, and 

this is how I have performed it (even if there were times in the piece’s rehearsal and 

development when I was not confident that I could achieve all that Smith asked of the 

instrument).  

There are many ascending glissandi, which in themselves are not so difficult. 

However, the need to swiftly return to lower positions directly after these glissandi 

seemed at first to be impossible. In time, I found ways to solve this technical 

difficulty by choreographing moments of contact between my chin and the body of 

the violin so that I could quickly shift my left hand back to the necessary lower 

positions. One such choreography developed into a movement that I had never 

previously explored on the baroque violin. The passage requires an upwards glissando 

with an artificial harmonic that ascends so high that, in order to shift back down 

without risking dropping my instrument, I use my right hand to support the violin 

while the left hand moves back down the neck. The passage is shown in Figure 17 

below.55  

                                                        
55 Footage of a performance of this gesture can be found in Recital 3 here.  

https://www.youtube.com/watch?v=s-RGEn-t2qw&t=8m21s
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Figure 17 – ascending glissando in artificial harmonics in archive (Smith, 2017a, 

bar 117, p. 3)  

archive was presented in Recital 3, Everything Old is New Again. Documentation 

of this recital, along with its accompanying programme notes, can be found here, with 

the performance of archive beginning here.”  

The Glass Violin for baroque violin, voice, tuned wine glasses and 

GliderVerb software, Biddy Connor (2018).  

Working with Connor. Biddy Connor and I are close collaborators and currently 

play together in the Letter String Quartet. In various contexts we have together played 

music written by each of us and music written by others, in styles varying from pop 

music to contemporary Western art music. I was intrigued to see what Connor would 

write for the baroque violin, so I approached her to write a new piece.  

Connor and I had spoken about a mental health condition known as the glass 

delusion. One famous sufferer of this was Princess Alexandra of Bavaria (1826–

1875), whose manifestation of the condition involved her being convinced that she 

had swallowed a piano made of glass. Connor and I had each listened to podcasts 

about this story (Wilson, 2013; Levy & Bland, 2012) and had recommended them to 

each other. This led us to the idea that the piece could be about the glass delusion; it 

became The Glass Violin.  

Connor spent time in rehearsals guiding me through multitasking sections of the 

piece, particularly those involving the use of technology and singing, which will be 

discussed in the next section. Because of the use of technology and complex 

multitasking, it was necessary to have much rehearsal time with the composer, and 

Connor was open to finding solutions to anything that seemed impossible.  

The piece. Connor is a viola player and is familiar with the technical capacity of 

the modern violin. This meant that we spent our preliminary workshop sessions 

http://research.lizzywelsh.com/?page_id=39
https://www.youtube.com/watch?v=s-RGEn-t2qw&t=06s
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focusing on differences between the baroque violin and its modern counterpart. 

Connor also spent some of this time playing my baroque violin to feel the differences 

first-hand.  

All of the performers in the Letter String Quartet play and sing at the same time, 

which was a feature Connor incorporated in The Glass Violin. I am less experienced 

in simultaneously playing and singing than is Connor, so I was initially somewhat 

unsure of my ability to perform this way in a solo context. However, Connor helped 

me learn to progress through the score and re-barred some passages to make the 

multitasking easier to process. One of the more complex passages, where the 

performer is required to sing and play in syncopation, can be seen in Figure 18 

below.56  

 

Figure 18 – singing and playing in syncopation in The Glass Violin (Connor, 2018, 

bars 164–169, p. 6) 

Connor also composes with live processing57 and had the idea to procure a set of 

wine glasses that could be bowed to produce specific pitches. These sounds were then 

to be live processed through GliderVerb, an iPad application (Version 2.0.2; Amazing 

Noises, 2018).58 Again, I was nervous of managing this technology in a performance, 

but Connor spent much time in rehearsals developing, troubleshooting, and refining a 

plan that I was comfortable with.  

There is an extended melodic passage near the beginning of The Glass Violin that 

requires the baroque violin to be played in a conventional way, as it might have been 

                                                        
56 A performance of this passage can be found in Recital 3 here. 
57 Live processing refers to the electronic manipulation of sounds made in live performance 

and is discussed in the Catalogue under the Electronics entry.  
58 An example of a passage from The Glass Violin which employs GliderVerb, can be found 

in Recital 3 here. 

https://www.youtube.com/watch?v=s-RGEn-t2qw&t=49m46s
http://research.lizzywelsh.com/?page_id=184
https://www.youtube.com/watch?v=s-RGEn-t2qw&t=46m20s
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during the Baroque era. The beginning of this passage is shown in Figure 19 below.59 

After some experimentation, Connor and I decided that my Early-Baroque-style short 

bow was the most suitable for achieving the articulation required in this passage. 

Furthermore, the rigidity of this bow’s stick meant that it could more easily activate 

the wine glasses, so that it was possible to perform the whole piece without changing 

bows.  

 

Figure 19 – beginning of a melodic passage in The Glass Violin (Connor, 2018, bars 

43–46, p. 2) 

In many senses, The Glass Violin provides more scope for discoveries about the 

technical uniqueness of the baroque violin, in comparison to the modern violin, than 

any of the other pieces discussed in this research project. This may be related to 

Connor being a composer who is also a very capable and active string player. Because 

of Connor’s intimate understanding of the technical parameters of the modern violin, 

she was able to compose gestures that the other composers may not have considered. 

This is not to say that the other pieces that I commissioned were not complex or 

technically intricate, but rather that Connor’s compositional approach is highly 

influenced by her experience as a string player, which led to the greatest number of 

technical issues discovered during the development of the piece.  

For instance, Connor’s string writing uses much pizzicato, including a great deal 

of left-hand pizzicato, an example of which can be seen in Figure 20 below.60 Left-

hand pizzicato requires a very specific left hand position so that the fingers can pluck 

the strings without accidentally touching them and thereby interfering with their 

resonance. The ideal left hand position for left-hand pizzicato can be very difficult to 

achieve on the baroque violin, as the left thumb and the inside of the left index finger 

are constrained by their need to support the violin in the absence of a chin rest. I had 

not previously investigated left-hand pizzicato on the baroque violin to the extent 

                                                        
59 A performance of this passage can be found in Recital 3 here. 
60 A performance of this passage can be viewed in Recital 3 here. 

https://www.youtube.com/watch?v=s-RGEn-t2qw&t=42m56s
https://www.youtube.com/watch?v=s-RGEn-t2qw&t=39m39s
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demanded by The Glass Violin, because other repertoire had not required it and I had 

not yet explored it in my experimenting and improvising. This may have been 

coincidental, but there is also the possibility that I had subconsciously avoided left-

hand pizzicato because my body did not find it a natural technique on the baroque 

violin.61  

 

Figure 20 – bowed wine glasses and left-hand pizzicato in The Glass Violin (Connor, 

2018, bars 1–3, p. 1)  

Connor’s writing frequently uses double stops in fifths and fourths in her string 

music, which are more difficult to achieve in a clean way on the baroque violin 

because the performer’s fingers adhere more to the rough texture of the gut strings. 

This meant that while I was practising such passages in The Glass Violin (an example 

of which can be found in Figure 21 below), I felt as if I was making many extraneous, 

“interrupting” sounds.62 When I expressed concern about this in workshops with 

Connor, she responded that all those moments of contact between the performer’s 

body and the instrument became interesting characteristics of the piece—in fact, 

“added to the feel of it, because you could hear the instrument working and hear it 

being played by somebody … all those little creaky sounds” (Connor, personal 

communication, April 3, 2018). 

 

 

                                                        
61 Further discussion of the function and technical issues of left-hand pizzicato can be found 

in the Catalogue. 
62 A performance of this passage can be viewed in Recital 3 here. 

http://research.lizzywelsh.com/?page_id=154
https://www.youtube.com/watch?v=s-RGEn-t2qw&t=41m20s
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Figure 21 – double stops in fourths and fifths in The Glass Violin (Connor, 2018, bars 

23–25, p. 1) 

The Glass Violin was presented in Recital 3, Everything Old is New Again. 

Documentation of this recital, along with its accompanying programme notes, can be 

found here, with the performance of The Glass Violin beginning here. 

In Consequence for baroque violin, ondes Martenot and MIDI keyboard, 

Jacob Abela (2018).  

Working with Abela. Jacob Abela and I have worked together in various new 

music ensembles since 2015. I was aware of Abela’s work as a pianist and composer 

and was curious to see what he would write for the baroque violin and how we would 

work together with a composer–performer dynamic. In mid-2017 I approached Abela 

to see if he would be willing to compose a piece for baroque violin.  

After some discussion about instrumentation, we decided that it would be 

intriguing to combine the baroque violin with keyboard instruments including the 

ondes Martenot, which is discussed further in the following section. This also meant 

that Abela and I could perform the piece together.  

Abela and I began the development of In Consequence with workshop sessions 

focusing on the technical and physical differences between the baroque violin and the 

modern violin and with much discussion about performance pitch and 

temperaments.63 In early 2018 Abela completed a first draft, which we rehearsed and 

workshopped together, finding solutions to any issues as they arose. The final 

performance score was completed in April 2018 and the piece will receive its world 

premiere in 2019.  

                                                        
63 Performance pitch, referring to the frequency at which a piece is performed, and 

temperaments, referring to the distances between the scale degrees in a piece, are discussed 

in the Catalogue.  

http://research.lizzywelsh.com/?page_id=39
https://www.youtube.com/watch?v=s-RGEn-t2qw&t=39m39s
http://research.lizzywelsh.com/?page_id=43
http://research.lizzywelsh.com/?page_id=457


 

  86 

 

The piece. Abela appears to be Australia’s only performer of the ondes Martenot, 

an early electronic keyboard instrument invented in the 1920s (Bloch, 2004; Orton & 

Davies, 2001; Webster, 2002, p. 40). The ondes Martenot, like the baroque violin, is 

an instrument from the past, albeit from a quite different era of Western art music 

history than the baroque violin. As the overriding aim of this research project is to 

resituate the baroque violin in a 21st-century compositional space to see how it can be 

used in this context, Abela and I decided that combining both baroque violin and 

ondes Martenot in a new space could be an extreme expression of the idea of 

reimagining “old” instruments in a “new” context and could have extraordinary 

musical results. We agreed that the piece would be for baroque violin, ondes Martenot 

and MIDI keyboard, thus making it a piece that deals with, as Abela put it, “two 

different levels of antiquation happening at the same time” (Abela, personal 

communication, April 11, 2018). 

At the beginning of the workshop process, I sent Abela a selection of my 

favourite recordings of early music, which began a conversation about temperaments. 

As Abela spends much of his time playing the piano, an instrument almost 

exclusively tuned in equal temperament, but also plays the ondes Martenot, an 

instrument capable of glissandi and microtonality, he became intrigued with the idea 

of writing the piece using a tuning other than equal temperament. Abela expressed the 

temperaments for In Consequence by using a combination of preset frequencies in the 

MIDI keyboard part and microtonal notation in the baroque violin part, as can be seen 

in Figure 22 below.64  

 

Figure 22 – microtonality in baroque violin part of In Consequence (Abela, 2018, 

bars 19–21, p. 3) 

                                                        
64 A performance of part of this excerpt can be found in the Microtonality section of the 

Catalogue. 

http://research.lizzywelsh.com/?page_id=174
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One of the techniques that Abela and I explored during the workshop process was 

bowing on the tailpiece. This timbre is a particular favourite of mine. Abela also 

found it appealing and has incorporated it into the piece, as can be seen in Figure 23 

below.  

 

Figure 23 – bowing on the tailpiece in baroque violin part of In Consequence (Abela, 

2018, bars 5–7, p. 1) 

As baroque violin tailpieces do not have metal fine tuners attached to them, and 

are often made out of lighter wood than modern tailpieces, bowing on the tailpiece of 

a baroque violin has very different results than when this technique is applied to a 

modern violin. The tailpiece on my baroque violin is made of light maple wood and 

has a particularly pleasing timbre when bowed.65  

Additional Works Considered 

Law II for baroque violin and electronics, Alexander Garsden (2013).  

Working with Garsden. Alexander Garsden and I have worked together since our 

undergraduate studies at the Victorian College of the Arts in the mid-2000s. At 

various times, I have performed Garsden’s compositions; we have curated and 

produced performances together; we have developed and presented semi-improvised 

works; and we have improvised together.  

In 2012, after performing a string quartet that Garsden wrote, I decided to 

approach him to write a solo work. Although I had only been playing the baroque 

violin for a few years at that time, I wanted to commission a new piece and offered 

Garsden the option of composing for either baroque violin or modern violin. 

                                                        
65 For further discussion of this technique, including a performance of this excerpt, see the 

entry entitled Tailpiece in the Catalogue. 

http://research.lizzywelsh.com/?page_id=150
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Evidently he found the idea of composition for the baroque violin appealing; we 

applied for funding, which was granted by Creative Victoria.66  

Garsden and I began an intense workshopping process in early 2013, which began 

with recording sessions of the baroque violin that Garsden used to create the 

electronics tape part, which is performed concurrently with the live baroque violin 

part in the piece. Garsden emailed fragments of scores and recordings as he 

composed, which I learnt and which we we worked on together, to see how the 

compositional ideas would function on the baroque violin. Although we had 

developed other musical works together before, it was important for both of us to 

have regular contact during this compositional process, as making a new piece for the 

baroque violin was new territory for us both. Law II received its world premiere at the 

inaugural BIFEM in 2013; it has since been performed in Melbourne in 2013 and in 

Darmstadt, Germany, in 2016.  

The piece: Law II has aspects of pointillism and spectralism,67 with complex 

pitch material and use of harmonics. As mentioned above, the piece uses the baroque 

violin together with an electronics part that is built out of recordings of the baroque 

violin. For this reason, it was necessary to determine a performance pitch for the 

baroque violin that aligned with the electronics part. Garsden was interested in 

working with the pitch of A = 415 Hz, currently common in early music performance. 

However, we decided to use A = 414 Hz instead, as the frequencies for the electronics 

were easier to calculate from a fundamental pitch that was an even number.  

Law II uses overpressure and air sounds, and playing it was the first time I had 

explored these techniques in detail on the baroque violin.68 I was intrigued by the 

wide variations in timbre that were possible to achieve on gut strings; there was a 

range of sounds that I found much more rich and varied than those possible with such 

techniques on metallic strings.  

                                                        
66 Creative Victoria is the current arts funding body of the State Government of Victoria, 

Australia.  
67 Meaning music “where the notes seem to be in ‘dots’ rather than in melodic phrases” 

(Kennedy, 1980, p. 499), and music that uses sound spectra to generate its compositional 

material, with regard to pitch, rhythm, and form (Anderson, 2001, para. 1), respectively. 
68 An example of a passage including both of these techniques can be found in Recital 3 here.  

https://www.youtube.com/watch?v=s-RGEn-t2qw&t=30m10s
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My favourite passage in Law II involes frenetic use of col legno battuto and 

tremolo in col legno tratto. Garsden and I spent time exploring which bow would 

produce the best col legno tratto sound. We originally enjoyed the timbre of my High-

Baroque-style bow with its fluted stick, but eventually found this sound too clean and 

present, opting instead for performance using the Early-Baroque-style short bow, 

which also has the best articulation for bouncing in col legno battuto.69  

As with the piece silver discussed above, it is necessary for me to use a chin rest 

and shoulder rest when performing Law II. This is mainly due to the extreme high 

registers explored and the fact that these passages involve complex microtonal double 

stops in unusual hand positions. These positions, often so high that the left-hand 

fingers are off the end of the fingerboard, require the left hand to be in a position 

where the left thumb can no longer hook around the neck of the instrument to support 

its weight.70 This meant that it was necessary to attach a chin rest and shoulder rest in 

order to secure the instrument. This also assisted with the extreme glissando passages.  

Law II was presented in Recital 3, Everything Old is New Again. Documentation 

of this recital, along with its accompanying programme notes, can be viewed here, 

with the performance of Law II beginning here.  

Philtre for solo retuned violin or Hardanger fiddle, Liza Lim (1997).  

Working with Lim. I had already performed Liza Lim’s music several times 

before first meeting her in 2011, when I was working on a performance of her string 

quartet Hell (1992). Following our meeting, I had communicated with Lim several 

times about her solo violin or Hardanger fiddle piece Philtre (1997), which I had 

performed on the modern violin, and in 2016 I put forward the idea of trying to 

perform this piece on the baroque violin, which Lim was amenable to. In early 2017 I 

performed Philtre for Lim on the baroque violin, to see what she thought of the 

interpretation as well as how it functioned on baroque violin. During this session, we 

worked together to ensure that the busier harmonics passages had enough time to 

                                                        
69 A performance of this passage from Law II can be found in Recital 3 here.  
70 An example of an extreme glissandi passage following by an extremely high-register 

passage in Law II can be found in Recital 3 here.  

http://research.lizzywelsh.com/?page_id=39
https://www.youtube.com/watch?v=s-RGEn-t2qw&t=22m48s
https://www.youtube.com/watch?v=s-RGEn-t2qw&t=34m01s
https://www.youtube.com/watch?v=s-RGEn-t2qw&t=33m17s
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resonate. Lim subsequently gave me permission to perform the piece on the baroque 

violin, which first happened in April 2018 in Recital 3—Everything Old is New 

Again.  

The piece. Philtre was composed for Mary Oliver and Jagdish Mistry in 1997 

(Lim, 1997, p. 1) and is written for solo retuned violin or Hardanger fiddle.71 I had 

already performed Philtre on the modern violin before beginning this research project 

and again performed it on the modern violin for Recital 2—Yet We Must Go On, as 

discussed above. During the process of learning the piece on the modern violin, I was 

interested to find out how different the piece might be on Hardanger fiddle or on 

baroque violin. The fact that Philtre is originally composed for two instruments so 

closely related to the baroque violin, which could almost be considered a timbral 

intermediary between the modern violin and the Hardanger fiddle, made me very 

curious to see how Philtre would function on baroque violin. Being able to perform 

this existing work on both the modern violin and the baroque violin provided an 

interesting comparison of the functionality of the piece on each of these instruments.  

There are many extended melodic passages in Philtre alternating between 

harmonics and stopped notes, which require more space to speak clearly on the 

baroque violin. Likewise, the extensive glissando passages must be navigated with 

care when playing without a chin rest and shoulder rest.72 An aspect of Philtre that I 

consider works particularly well on the baroque violin is its use of sul ponticello and 

molto sul ponticello.73 The range of variation in timbres possible in the region of the 

bridge on gut strings is much richer than on metallic strings. The overtones of the gut 

strings are also much more readily distorted, creating an even broader palette of 

timbres and textures.  

One further notable characteristic of Philtre is its use of scordatura, or re-tuning 

of the strings, a compositional tool widely explored during the Renaissance and 

                                                        
71 As mentioned previously, the Hardganger fiddle is traditional Norwegian gut-strung folk 

fiddle with sympathetic strings. 
72 An example of a passage including harmonics and glissandi can be found at the beginning 

of the piece here.  
73 Video examples of these techniques can be found in the Catalogue. An example of a 

passage in Philtre employing sul ponticello can be heard in Recital 3 here.  

http://research.lizzywelsh.com/?page_id=39
http://research.lizzywelsh.com/?page_id=39
http://research.lizzywelsh.com/?page_id=37
https://www.youtube.com/watch?v=s-RGEn-t2qw&t=16m09s
http://research.lizzywelsh.com/?page_id=105
https://www.youtube.com/watch?v=s-RGEn-t2qw&t=19m28s
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Baroque eras (Hume, 1605; Lawes, 2016; Vivaldi, 1716/2006), including specifically 

on the baroque violin (Biber, 1696/1956, 1905/1959). The scordatura used in Philtre 

allows certain chords that would not otherwise be possible, increasing the resonance 

of the instrument, and has great effect when used on the baroque violin.74  

A performance of Philtre on baroque violin, along with its accompanying 

programme notes, may be viewed as part of Recital 3, with the performance 

of Philtre starting here. This performance should also be contrasted with the 

performance of Philtre on the modern violin presented in Recital 2.  

The Target Has Disappeared for baroque violin & voice (1 player) and digital 

stereo file, Natasha Anderson (2018).  

Working with Anderson. Before approaching Natasha Anderson about 

composing a piece for baroque violin, I had long been acquainted with her and been 

an admirer of her composition and performance. For this research project I had not yet 

collaborated with another artist trained in early music; knowing of Anderson’s HIP 

training on the recorder, I was curious to see if that would have an impact on the 

process of creating something new for the baroque violin. Furthermore, both 

Anderson and I grew up in the same part of regional Victoria, which provided further 

inspiration for the piece.  

I first met with Anderson about the piece in late 2016 and was able to secure 

commission support from Creative Victoria in 2017. Anderson and I began the 

development process with workshops and recording sessions, and a first draft was 

completed in early 2018. The piece received its world premiere in September 2018 at 

BIFEM 2018. Stephen Adams subsequently made a podcast including this 

performance in his New Waves podcast series for ABC Classic FM (Adams, 2018, 

September 13). 

The piece. The Target Has Disappeared uses ornamentation including trills, 

turns, and mordents, written in just intonation, with the baroque violin tuned in a just 

                                                        
74 A further discussion of scordatura can be found in the Catalogue. 

https://www.youtube.com/watch?v=s-RGEn-t2qw&t=16m09s
https://www.youtube.com/watch?v=DGF9lcKEIII&t=18m22s
http://research.lizzywelsh.com/?page_id=41


 

  92 

 

intonation scordatura.75 To reach the extremely high harmonic nodes at the end of the 

piece, the performer must be seated and turn the violin upside down to play it in the 

style of a viola da gamba, held between the legs. As a sometime player of the viola da 

gamba, this is my preferred way of managing the passages with extremely high 

harmonic nodes. In addition to this, the performer is required to create chords and 

combination tones by singing specific pitches in just intonation while simultaneously 

playing on the baroque violin.  

The scordatura, ornaments, and playing position in this piece all draw on 

Renaissance and Baroque compositional devices and playing conventions, reimagined 

through a new just intonation tuning system, in combination with electronics, and 

singing. At the same time, this piece is performed on a baroque instrument reimagined 

through the confluence of old and new compositional devices.  

Collaboration with Halla Steinunn Stefánsdóttir 

It must be noted that this research project has also considered ideas and aesthetics 

being explored by other musicians in other parts of the world. In addition to the 

specific works described earlier in this chapter, a significant interaction and exchange 

of knowledge took place in July 2016 when I travelled to Europe to meet with 

Sweden-based Icelandic baroque violinist Halla Steinunn Stefánsdóttir. Stefánsdóttir 

is undertaking her doctoral research at the Malmö Academy of Music, Lund 

University, and is the artistic director of Iceland-based early music ensemble Nordic 

Affect.76 Nordic Affect not only specialises in historically informed performance of 

early music but has also commissioned, developed, and premiered many new works 

that include the baroque violin (Nordic Affect, 2015, 2017).  

Having the opportunity to interact with another musician whose practice is largely 

based around developing new work for the baroque violin was extremely valuable. 

During this time together, Stefánsdóttir and I spent time showing each other the 

repertoire we have each developed and discussing the best ways to physically and 

                                                        
75 Further explanation of the just intonation used in The Target Has Disappeared can be 

found in the Catalogue. 
76 For further information about the ensemble Nordic Affect, see www.nordicaffect.com  

http://research.lizzywelsh.com/?page_id=457
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technically navigate new techniques and compositional concepts in this repertoire, as 

well as other techniques and timbres we have encountered or invented in our 

respective journeys as 21st-century baroque violinists. By sharing this knowledge, we 

developed our repertoires of techniques on our instruments while also increasing our 

awareness of new approaches to the baroque violin and of new works for the baroque 

violin.  

We also shared information about our performing equipment, tried each other’s 

instruments and bows, and discussed methods for amplifying our instruments and 

using electronics, as well as how to deal with general issues around commissioning 

new music for baroque instruments.  

We were able to record our sessions together in a studio at the Inter Arts Centre. 

We amplified our instruments with close-miked DPA microphones, also inserting 

DPA microphones into the bodies of our instruments through the sound holes, and 

undertook recordings through room microphones and video recording.  

Stefánsdóttir and I have maintained contact since this time and regularly write to 

each other, for example when seeking advice or a new perspective on technical issues 

when they arise in our practices. As two musicians working on opposite sides of the 

globe, with our own unique artistic practices, driven by unique aesthetic motivations, 

intersecting and converging, yet always based around an old instrument, this vital 

continuing exchange of knowledge is indicative both of the richness of musical 

practices and of the benefits of collaboration across international borders.  

Recital 3—Everything Old is New Again, new music for baroque violin  

In this final concert of the Recitals, new works for the baroque violin were 

presented, using the instrument in new ways. Each of these works has been discussed 

previously in this chapter, and are as follows:  

 archive (2017), Samuel Smith; 

 Philtre (1997), Liza Lim; 

 Law II (2013), Alexander Garsden; and 

 The Glass Violin (2018), Biddy Connor.  

https://www.youtube.com/watch?v=s-RGEn-t2qw&t=06s
https://www.youtube.com/watch?v=s-RGEn-t2qw&t=16m09s
https://www.youtube.com/watch?v=s-RGEn-t2qw&t=22m48s
https://www.youtube.com/watch?v=s-RGEn-t2qw&t=39m39s
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This final Recital served to represent the outcomes of a journey of creating new 

works for the baroque violin, featuring a programme of new works generated over the 

course of the research project and demonstrating some of the exciting new ways that 

the baroque violin may be explored and exploited further into the 21st century. 

Foremost, this Recital aimed to help answer the core question of this research project 

by demonstrating how the baroque violin can be a valid vehicle for 21st-century 

compositional and musical expression.  

The two world premieres in this programme, The Glass Violin (Connor, 2018) 

and archive (Smith, 2017a), were included to demonstrate some of the works 

generated through the research as well as the variety of uses of the baroque violin 

within those works. Law II (Garsden, 2013) was included in the programme to 

represent the start of the journey of commissioning new works for the baroque violin. 

Philtre (Lim, 1997) was included to demonstrate how an existing modern violin work 

may be reimagined with the baroque violin.  

Extended approaches to the baroque violin explored in the works presented in this 

Recital include:  

 extreme bow positions from sul tasto to sul ponticello (Garsden, 2013; 

Lim, 1997; Smith, 2017a); 

 circular bowing or arco circolare (Connor, 2018);  

 col legno (Garsden, 2013); 

 electronics (Connor, 2018; Garsden, 2013);  

 glissandi (Lim, 1997; Smith, 2017a);  

 harmonics (Garsden, 2013; Lim, 1997; Smith, 2017a); 

 jeté (Smith, 2017a);  

 overpressure (Garsden, 2013; Smith, 2017a);  

 left-hand pizzicato (Connor, 2018);  

 extreme rhythmic complexity (Garsden, 2013); and 

 scordatura (Lim, 1997; Smith, 2017a).  

Explanations of these approaches, including discussion of their functionality on 

the baroque violin, may be found in the Catalogue. Documentation of Recital 3—

http://research.lizzywelsh.com/?page_id=6


 

  95 

 

Everything Old is New Again, together with its accompanying programme notes, may 

be viewed here.  

Reflections on the Process and Outcomes of Generating New Works for 

Baroque Violin  

I have personally and artistically benefited greatly through the process of 

undertaking this research project. I have added several new works to my repertoire for 

the baroque violin and many more techniques and approaches to the instrument. The 

study has furthermore increased my personal knowledge about the baroque violin, as 

well as about my artistic practice more generally and how it fits into a global musical 

community. I have enjoyed strengthening friendships and artistic relationships with 

all the collaborators involved in the process. Finally, I am hopeful that some of the 

works generated will be of interest to other performers, musicians, and audiences, and 

that the Catalogue will be a useful resource for composers and performers.  

More specific thoughts on the collaborative relationships fostered through the 

research project and on the role that the baroque violin may take in 21st-century 

composition are detailed below.  

Collaboration  

Although this research project is not specifically about collaboration, nonetheless 

collaboration has played a vital role, especially in the development of the new works. 

These new works have been crucial in helping to determine an understanding of the 

scope of the role that the baroque violin may play in expressing music of the 21st 

century.  

At least since the emergence of composers as separate entities to performers 

(Goehr, 2007, pp. 181–191, 208–211; Haynes, 2007, pp. 203–210; Haynes & 

Burgess, 2016, pp. 33–34; Small, 1998, pp. 71–73), a discussion of the importance of 

collaboration in the development of new works has been relevant among musicians. 

There have been many well-documented collaborative relationships between 

composers and musicians, such as that of composer Johannes Brahms (1833–1897) 

and violinist Joseph Joachim (1831–1907) (Bozarth & Frisch, 2001). More recently, a 

http://research.lizzywelsh.com/?page_id=39
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notably thorough study into the impact of collaboration on the development of new 

works was conducted by clarinetist Heather Roche (2011), with further contributions 

on the topic from Irvine Arditti (2010), Zubin Kanga (2016), Liza Lim (2013), and 

Wendy Richman (2016). During the course of this research project, Vincent Giles, 

Graeme Jennings and I also co-authored a chapter on this topic, “Australian 

Composition for Baroque Instruments: Exploring the Importance of 

Composer/Performer Collaborative Relationships in Twenty-First-Century 

Composition” (2018), which discusses the impact of collaboration on the composition 

silver as catalyst in organic reactions (Giles, 2016), also discussed in this Exegesis.  

Collaborative relationships have formed a vital aspect of this research project. I 

have long been of the opinion that when developing any new music, collaboration 

between the artists involved should be paramount. If art is to involve more than one 

artist—as is often the case with music, where there may be a division between the 

composer and the performer—then the process of developing new work will be most 

productive when the relationship between those artists is reciprocal, so that ideas can 

be traded and tested back and forth from different perspectives.  

Having commissioned and developed a number of works for the modern violin as 

well as for the baroque violin, my experience leads me to believe that this discourse 

between artists is even more important when exploring new aesthetics for an old 

instrument or reimagining an old instrument in a new era. When the idiosyncrasies of 

the instrument are not well known, as is often the case with the baroque violin, then 

this exchange of ideas becomes even more important as there is more to be learned 

about the raw materials before (and during) the creative process.  

All of the composers with whom I have developed new works over the course of 

this research project are extraordinary artists whom I value not just as colleagues but 

also as friends. It seems natural that a mutual understanding of each other’s artistic 

practices—and therefore a consideration of how combining those artistic practices 

might result in something worthwhile—should be essential to realising the potential 

of a new work. However, it is my experience that friendship between composer and 

performer also has a positive impact on the working process. In this research, the 

ability to conduct comfortably open and honest discussion about musical, technical 
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and practical issues encountered over the development of the new works led to an 

efficient process of workshopping musical ideas, which in turn had a positive impact 

on the works generated and the performer’s ability to execute them. This allowed 

musical ideas to be explored and expressed through the work more successfully than 

if the works had been composed in isolation or within a dynamic where open 

communication between composer and performer was hindered in any way. 

In interviews conducted with some of the composers whom I worked with to 

create new completed works over the course of the research, namely Jacob Abela, 

Biddy Connor, Vincent Giles, Paddy Mann and Samuel Smith, all spoke positively 

about the collaborative process.  

For instance, when discussing the merits of a good collaborative relationship, 

Giles remarked, “I don’t think the piece would have been what it is without that” 

(Giles, personal communication, March 29, 2018). 

When asked whether it was important to the work that we knew one another, 

Mann responded, “I think it was really good that we knew each other. And that we 

knew how each other worked” (Mann, personal communication, March 28, 2018).  

Smith had responded that “it was comforting … because I knew, despite my best 

intentions of always trying to tailor [the piece] to the instrument, I knew I wouldn’t 

always make it, but … I think we share a similar taste, so we have a mutual interest in 

pursuing a particular aesthetic” (Smith, personal communication, April 5, 2018). 

When asked whether it was important for us to have the kind of collaborative 

relationship that we have, to compose for an instrument that had previously been 

somewhat unfamiliar, Connor replied, “definitely—I think already having some idea 

of your skills was helpful as a start” (Connor, personal communication, April 3, 

2018). 

On the importance of collaborative relationships in developing new music, Abela 

noted, “I’m moving more towards the idea that it’s a necessity rather than a 

preference” (Abela, personal communication, April 11, 2018). 

Specifically speaking about our collaborative relationship, Abela pointed out that 

because we are each “one of the few that play the instruments [ondes Martenot and 
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baroque violin],” as a result, “we have to trust each other quite a lot—and that’s been 

easy because I have worked with you before … that’s been really useful” (Abela 

personal communication, April 11, 2018). 

In terms of the impact that this relationship had on the aesthetics of the piece, 

Abela said, “I feel comfortable writing something which might be funny in this piece, 

because we laugh a lot together … that’s precisely what has allowed me to not restrict 

myself aesthetically in that way” (personal communication, April 11, 2018). 

Thoughts on Baroque Violin as a Vehicle for 21st-Century Compositional 

Expression  

This project has pivoted around my artistic practice and the collaborative 

relationships involved therein. The very fact of my undertaking and pursuing this 

research project is evidence of my personal confidence in the baroque violin as a 

vehicle for 21st-century compositional expression. I have been commissioning for the 

instrument for more than five years and garnering audiences willing to listen to these 

commissions. Of all the instruments I use for experimental improvisation, the baroque 

violin is my favoured choice.  

However, when drawing conclusions about the success of the baroque violin as a 

vehicle for 21st-century compositional expressions, it is helpful to look beyond 

myself and the inevitable subjectivity of my relationship with the instrument. In an 

effort to achieve this I have reflected on the personal and artistic relationships 

contained within this study, and on my artistic practice more broadly, by asking each 

of the five composers interviewed in this project to provide some of their impressions 

about writing for the baroque violin.  

For instance, Giles and I had an enlightening discussion about whether the 

technical capacity of the baroque violin was limiting in the context of 21st-century 

composition. Giles argued that the baroque violin is “no more [limited] than anything 

else” (Giles, personal communication, March 29, 2018); he compared the baroque 

violin’s technical limitations, which include difficulties executing glissandi and 

harmonics, favourably to those of other instruments, from flutes to pianos. Ultimately 

Giles stated that the baroque violin is “limiting, but limitations are a really good thing 
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and it’s only limiting in a very loose sense of the word” (Giles, personal 

communication, March 29, 2018). When pushed further to consider whether he would 

describe the baroque violin as limited in comparison to the modern violin, Giles 

concluded, “No, not really … just different. I would say that it’s no more limiting 

relative to the violin than, say, a ’cello is, or a viola, or anything like that” (Giles, 

personal communication, March 29, 2018).  

Mann and I spent a great deal of our interview time together discussing the 

complexities and merits of gut strings. It seemed to be the organic, human-voice-like 

nature of the timbre of gut strings that Mann found most appealing, saying that he 

found the sound to be “even darker than I had expected, but I really liked that … like 

it’s striving and it feels like it’s still trying to get somewhere … struggling, to a 

certain extent” but then also “much more beautiful because … a voice is trying to 

achieve something that it wasn’t meant to achieve.” Mann developed this analogy 

further: “All your favourite singers … their voices have character … the flaws in their 

voice all make up why you’re drawn to that voice—and it was the same thing with the 

[gut strings]”. When asked whether he found the technical capacity of the gut strings 

limiting, Mann responded, “Not at all. They were … exactly what I was looking for” 

(Mann, personal communication, March 28, 2018). 

When discussing the appeal of the timbre of gut strings, Mann noted, “I think 

[baroque violins] should be just as numerous as what we consider a normal violin 

these days. How many times do people say, ‘Oh can you play, can you make it sound 

more mellow or can you use your mute or something?’ When, if they knew it, they 

would say, ‘Can you play a gut-string violin, please?’” (Mann, personal 

communication, March 28, 2018).  

When asked whether he felt that the baroque violin is a valid instrument for 21st-

century compositional expression, Smith said, “I can say this with absolute authority 

about my music—exploration of timbre is very, very important to me, and to me as a 

listener as well … I think the baroque violin has a great capacity for timbral variation 

and … an unusual capacity for timbral variation for a string instrument.” Furthermore, 

Smith noted, “we’re not used to hearing sounds like that and I think that’s something 

that as a listener and as a composer I’m really attracted to. We want to create unusual 
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sound worlds and there’s something very alien and beautiful about an instrument 

plucked out of its time and transplanted” (Smith, personal communication, April 5, 

2018). 

When discussing the technical capacity of the baroque violin with Connor, she 

commented that the sound “was still good … even though it’s different. Those little 

things that are quite different, the resonance of the strings with the harmonics … 

[those things have their] own beauty on the baroque violin.” Connor further noted that 

“it’s nice to hear [those things] explored … even if they’re not what you first 

imagined. And I think that’s something that I really enjoyed about not being involved 

in the playing, because I could really stand back and go, ‘Oh, that didn’t sound how I 

imagined it, but I like it anyway’” (Connor, personal communication, April 3, 2018).  

Abela’s impression of the baroque violin was not immediately positive, but 

ultimately also offered a complimentary view. When asked whether he found the 

technical capacity of the baroque violin limiting, he answered, “I think the reason 

you’re asking that is probably because a lot of people would compare it to the modern 

violin—so in that respect, yes, and originally I was frustrated by that.” However, 

Abela continued on to say that despite this, “spending time with the score and with 

you, things reveal themselves … sounds that I may have originally wanted may not be 

possible, but the ones that are there now are much better … it actually works for the 

instrument” (Abela, personal communication, April 11, 2018).  

An assessment of the experiences of writing five pieces by five different 

composers does not pretend to being a widespread survey. However, these examples 

reflect the ideas of 21st-century composers, who are demonstrably creating 21st-

century music that is being listened to by 21st-century audiences. Their positive 

experiences in writing for the baroque violin help to support my own assessment that 

the baroque violin is a valid vehicle for 21st-century composition.  
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Chapter 6—Conclusions  

This Exegesis has explained, within the context of my artistic practice, the use of 

the baroque violin in expressing 21st-century music. The goal of this research project 

was to develop an understanding of the potential use of the baroque violin in 21st-

century composition, by answering the core research question: How can the baroque 

violin be a valid vehicle for 21st-century compositional and musical expression? And 

supplementary to this, what kind of resource can demystify the baroque violin to aid 

the creation of music for it today? In a sense, the second question helps to answer the 

first. Therefore, I will address these research questions here in reverse order.  

This research project resulted in the generation of an online Catalogue of 

techniques and approaches to the baroque violin, which is available to composers and 

performers. This Catalogue is, to the best of my knowledge at the time of writing, the 

first of its kind to be applied to the baroque violin in the context of 21st-century 

compositional and musical aesthetics. The extent to which this Catalogue will be 

useful to other musicians is yet to be seen. However, it is expected that it should 

contribute to a broader understanding of the baroque violin and of the potential ways 

that the baroque violin may be used to create music of this time. If the positive 

impressions of the composers interviewed in this research project may be taken as an 

indication of the potential interest in such a resource, then there is reason to believe it 

may be very useful. The composers’ reactions to the video and suggested notation 

examples of the Catalogue also suggest that the content and format of the Catalogue 

will be useful.  

However, in the context of developing completely new pieces or approaches for 

an instrument, my experience of collaborating with composers both within and 

without this research project leads me to believe that a Catalogue can never take the 

place of a collaborative composer–performer or performer–performer relationship. 

This contention is based on my own observations of the importance and intricacy of 

the relationships I have discussed in this project, as well as other artistic relationships 

I have developed in my practice. No written or recorded resource can substitute for 

working with someone with an intimate and evolving relationship with an instrument. 
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Furthermore, the reciprocity of the collaborative relationship ensures that more ideas 

are attempted or explored by both performer and composer.  

All of the activity involved in this research project, and the generation of new 

works discussed in it, helps to increase awareness of the baroque violin and re-

contextualise it so that it may be used as a means for 21st-century compositional 

expression. The availability of the Catalogue online then allows composers and 

performers to better understand how the baroque violin may be used as a means for 

21st-century compositional expression. 

The answer to the core research question, of how the baroque violin can be a 

valid vehicle for 21st-century compositional and musical expression, is partially 

addressed by the fact of the research project having generated the Catalogue and the 

Recitals. That is, the research culminated in a concert of 21st-century repertoire for 

the baroque violin, indicating directly that the instrument is a valid vehicle for 21st-

century composition. The five new works developed during the research project, 

together with the three additional works discussed, provide further evidence of the 

potential for using the baroque violin in this context. Similarly, so do the impressions 

from the composers interviewed, as discussed in Chapter 5 above.  

Through all of the pieces discussed in Chapter 5, multiple extended approaches 

and techniques for the baroque violin arose. Each of these had different degrees of 

success as a means for musical expression, based on variation in their functionality on 

the instrument.  

For instance, extremely high registers and glissandi were compositional elements 

often employed by the composers, such as Garsden and Giles. Using the baroque 

violin in this context required altering the instrument from its original physical form 

by adding a chin rest and shoulder rest, the support of which was necessary to 

physically achieve these musical ideas.  

Artificial and natural harmonics render very differently on gut strings than on 

modern metallic strings. These harmonics typically lack clarity and are slower to 

speak; some higher partials, above the sixth partial, are often not possible to achieve 

with regular accuracy. If clear harmonics are the goal of a new composition, then the 

baroque violin may not be a suitable vehicle for such a piece. However, the ambiguity 



 

  103 

 

and volatility of harmonics on gut strings may be a desired compositional effect in 

other situations, as it was for Smith.  

Given the high number of new works continually being written in the 21st century 

for the modern violin, it is clear that the baroque violin’s evolved descendant is an 

instrument capable of 21st-century compositional expression. The scope of the 

modern violin is not the driving question of this project. However, the modern violin, 

despite its many natural similarities to the baroque violin, is nonetheless also 

significantly different in many aspects. To compare the baroque violin to its modern 

counterpart in the context of their respective abilities as vehicles for 21st-century 

compositional expression, this research project has shown that although many 

techniques are not as functional on the baroque violin as the modern violin, in fact 

there are also many techniques which function better. For instance, the baroque violin 

does not produce clear harmonics, yet the ambiguity with which it does produce 

harmonics can be uniquely pleasing. The baroque violin does not easily produce 

glissandi, but it has great scope for playing sub ponticello.  

As this project is based around my artistic practice, it is not and does not purport 

to be an exhaustive study of all uses of the baroque violin in expressing 21st-century 

music. However, it is clear from this research project that the baroque violin functions 

as an instrument distinctly different from its modern counterpart and yet undoubtedly 

just as capable as a vehicle for 21st-century music. As with all instruments, it has 

various strengths and weaknesses for creating certain timbres and musical effects, 

which must be considered when using it to create new music. This research project 

has aimed to clarify these strengths and weaknesses and to help demystify and re-

contextualise the baroque violin for 21st-century composers, performers, and 

audiences through the generation of the Catalogue and through the new works 

discussed. For although there are clearly techniques and approaches in 21st-century 

composition that the baroque violin is not suited to, just as clearly there are many that 

it is particularly suited to. The timbral qualities and variation of the baroque violin are 

broad enough that, should new music be created for this instrument with sensitivity to 

its particular technical and physical characteristics, it can be an extremely rewarding 

instrument with which to create new music in the 21st century.  
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Appendix 

Scores from Recital 3 
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The Glass Violin – Lyrics 
 

What do you see between the space of you and me  

The air, our breath, the breadth of despair  

 

Two steps slowly, stay, not to ricochet.  

Two more balancing, beware the walls, beware the walls  

Slowly round the rail, keep balance  

Slowly round. Slowly round. Slowly round.  

 

All day I lay in bed, gently face the wall.  

All day I stay right here in bed.  

Wrap tight, double, triple, and more  

Keeps us safe from a small fracture.  

Double, triple, keep safe.  

What is sense, what is reason, smothered by belief  

What is sane, what is sense, what is reason.  

 

Now you see right through, see into me  

Golden, I am gold filled grain  

Silo, rising to the brim. We raise up our cup.  

Broken I fixed myself, broken I become whole.  
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