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COMPOSITION OF ORCHESTRA AND PRINCIPLES OF ORCHESTRAL WRITING IN CONCERTO
GROSSO G-DUR Ne 2 BY JOHANN GEORG PISENDEL

The purpose of a work. The article examines the principles of orchestral writing in the instrumental works of J. G. Pisendel
(1687-1755) in the context of the genre evolution of German orchestral music of the first half and middle of the eighteenth century.
Material for analysis - Concerto Grosso nhumber 2 G-dur. The methodology is an integrated approach and is based on the use of
analytical and comparative methods. Scientific novelty. During the first half and middle of the eighteenth century German instrumental
music sees an intense solo performance development and the role of individual musician’s skills is rising. Development of new genres,
which can demonstrate performing skills, continues. One of them was a genre of instrumental concert, in which a triad "concerto grosso
— instrumental solo concert — concert symphony" clearly reflected phased transition from Baroque to early classical style. The analyzed
work by J. G. Pisendel as all the legacy of the artist as a whole, represents the initial phase of the process. The conclusions. Concerto
grosso G-dur Ne 2 is written in typical concert form, with multiple alternation of ritornellos performed by all chapel instruments and
musical constructions performed by a separate group of instrumentalists — so called trio. The composer tries to follow tradition and
carefully constructs a typical composition of multiple bright ritornello in different keys and episodes of solo-ensemble type, which
contrast in texture the full-toned tutti parts. Composition of the orchestra: 2 violins, a viola, bass (cello and harpsichord), 2 flutes, 2
oboes, bassoon, two horns. The trio is composed of two flutes, two oboes and bassoon as soloists as well as instruments of basso
continuo group. Flutes and oboes solo in turns, but are often combined in a joint sound, as a result the trio becomes a quintet featuring
masterfully interpreted woodwind instruments. The main function of tutti is to present the main theme, while the ensembles’ role is
reduced to saturation the texture with virtuoso element.

Keywords: Johann Georg Pisendel, German baroque orchestra, genre Concerto grosso, principles of orchestral writing, tutti,
trio.

Fop6ank Badum Slpocnasoeud, kaHOudam mMucmeymeo3Hascmea, 8.0.0ouyeHma kaghedpu My3udHo20 mucmeuymea HaujoHarnbHoi
Akademii CyxorymHux eilicbK imeHi eembmaHa lNempa CazatidayHo20 .

Mpo cknapg opkecTpy i NPUHUMNKU opkecTpoBoro nucbMa B Concerto grosso G-dur Ne 2 U. I'. NMisenpens

MeTa po60Th. Y CTaTTi BMBHAOTLCA MPUHLMIA OPKECTPOBOMO M CLMA B IHCTPyMeHTanbHUX Teopax M. I. Misenaens (1687 — 1755) y
KOHTEKCTi XaHPOBOI €BOIOLII HIMELIbKOI OPKECTPOBOI My3uKkM nepLuoi nonosuHu i cepeavHn XVIII ctonitrs. Matepian ansa aHanisy — Concerto
grosso Ne 2 G-dur. MeToaonoriat OCNiMKEHHS NOMsArae B KOMMIEKCHOMY MiAXOAI A0 BUBYEHHS BKa3aHWX SBULL, | IPYHTYETBCS Ha 3aCTOCYBaHHI
aHaniTMyHoro Ta KommapatueHoro metofis. HaykoBa HoBu3Ha. [Npotarom nepioi monosuHM i cepeauHn XVIII cTonitTa B HiMeLbkin
iIHCTPYMeHTanbHin My3uLj BinbyBaeTbCs iHTEHCVBHUIN PO3BUTOK COMbHOIO BYKOHABCTBA i 3pOCTaE porb iHAMBIAyanbHOI MaCTEPHOCTI My3WKaHTIB,
TprBae hopMyBaHHSI HOBWX >KaHpIB, Y SKUX MOXHa MoKa3aTW BUKOHABCHKI MOXIIMBOCTI. OHMM 3 HUX CTaB aHp IHCTPYMEHTarnbHOro KOHLIEPTY, Y
SIKOMY 4Yepes3 Tpiadly «concerto grosso — COMbHUIA IHCTPYMEHTaNbHUA KOHLEPT — KOHLEPTHa CUMAOHIs» YiTko Bigobpasunacs noeTarnHicTb
nepexofy Bin 6apoKOBOro A0 PaHHBOKNACULIMMHOIO CTUMIO. AHanizosaHui Teip V. . MiseHaens, sik i BCA cnaawmHa MUTUS y LinoMy, yocobrioe
noyaTkoBWI eTan umx npouecis. BucHoBku. Concerto grosso G-dur Ne 2 HanncaHuim y TUMOBI KOHLIEPTHIN chopmi, 3 GaraTtopa3oBuM YepryBaHHAM
PUTYPHENIO, KW BUKOHYETLCS YCiMa IHCTPYMEHTaMM Kanernu, Ta My3viH1X nobyaoB., LLO BUKOHYIOTLCS OKPEMOLO MPYOH iHCTPYMEHTarnICTiB — T. 3B.
Tpio. Komno3auTop HamaraeTbcsi crnigyBatyi Tpagwuii i cTapaHHO BMOyAOBYE TUMOBY KOMMO3WLO, 3 Garatopa3oBuM MPOBEAEHHAM GrmnCKy4oro
PUTYPHENIO B Pi3HWX TOHArNLHOCTSIX Ta eMnisofamm CorbHO-aHCaMONeBOoro Tvny, Ski haKTypHO KOHTPACTYIOTb MOBHO3BYYHOMY TYTTIiHOMY BUKIady.
Cknap ronocis y tutti: 2 ckpunku, aneT, 6ac (BionoHYenb i knaBecwH), 2 donenTw, 2 roboi, darot, 2 BanTopHuW. Y Tpio 6epyTb y4acTb ABi donetu, aBa
roboi i paroT K conicTu, a Takox iHCTPyMeHTU rpynu basso continuo. ®neitu i roboi ContoTb NOYEProBO, OAHAK AOBOMi YacTo 06 eaHYOTLCS Y
CyMICHOMY 3BYYaHHi, BHACNiAOK YOro TPIiO MEpeTBOPIOETLCA Ha KBIHTET 3a Y4acTO BipTYO3HO TPAKTOBaHWX AEPEB’sHUX OYXOBUX iHCTPYMEHTIB.
onoBHoO doyHKLEHO tutti € BUKNaa OCHOBHOI TEMM, TOi SIK porib aHcambniB 3BoOAUTLCS A0 HAaCUYEHHS (DaKTypy BipTYO3HVM EMEMEHTOM.

Kniouosi cnoga: MoraH eopr MiseHaens, HiMeLbknii 6apokoBuii opkecTp, xaHp Concerto grosso, NpUHLMIKN OPKECTPOBOMO
nucema, tutti, trio.

lop6banb Badum Slpocnaeoeuy, kaHOudOam uckyccmeogeldeHus, u.0.0oueHma kagedpbl My3blKaslbHO20 UCKyccmea
HayuorarnbHol Akademuu CyxonymHbix eolick umeHu eemmaHa Nempa CazalidayHo20

O cocTaBe opkecTpa 1M NpUHUUNAax opkecTpoBoro nucbma B Concerto grosso G-dur Ne 2 WU. I'. NMusenpgens

Llenb paboTbl. B cTatbe usyyatoTcs NpuHLMIbI OPKECTPOBOrO NMMCbMa B MHCTPYMEHTarbHbIX npousseaeHusix W. ™. MuseHpens (1687
— 1755) B KOHTEKCTE XaHPOBOW 3BOMIOLMN HEMELIKOW OPKECTPOBOW My3bikn NepBov MoroBuHbl 1 cepeduHbl XVIII Beka. Matepvan ans
aHanusa — Concerto grosso Ne 2 G-dur. MeTopgonorusi uccrieqoBaHns COCTOUT B KOMMIEKCHOM MoAxXoAe K M3YYeHUIO YKa3aHHbIX SBMEHWN 1
OCHOBBIBAETCA Ha aHaNMTUYECKOM W KoMrapaTueHOM MeTodax. HayyHas HoBu3Ha. Ha npoTsbkeHun nepsovi nonosuHbl 1 cepeaunHbl XVIII
BEeKa B HEMELKOW WHCTPYMEHTarbHOMW My3blke MPOWCXOOUT WMHTEHCUMBHOE PasBUTUE CONbHOTO WCMOMHUTENbCTBA M BO3pacTaeT porb
VHOMBUAYaNbHOTO MacTepcTBa My3bIKaHTOB, MPOMCXOAUT (POPMUPOBaHWE HOBbLIX >KaHPOB, B KOTOPbIX MOXHO MOKa3aTb WCMOMHUTENbCKUe
BO3MOXHOCTW. OAHUM M3 HWUX CTamn aHp WHCTPYMEHTanbHOro KOHLepTa, B KOTOPOM 4epe3 Tpuagy «concerto grosso — COfbHbIN
MHCTPYMEHTasbHbIA KOHLIEPT — KOHLEpTHas CUMAOHUS» YETKO OTpasunach Mo3TanHoCTb nepexoda oT 6apoyHOro K paHHeKaccuyeckomMy
cTtunio. MNpoaHanuanposaHHoe coumHerne W. . MuseHaens, kak u Bce Hacneave KOMNo3vTopa B Lienom, oTobpaxaeT HavarnbHbIN aTan aTux
npoueccoB. BbiBogbl. Concerto grosso G-dur Ne 2 HanucaH B TUMWYHOM KOHLIEPTHOM (hOpMe, C MHOTOKpaTHbIM YepeoBaHMeM puUTypHers,
KOTOPbIA  UCTOMHSAETCA BCEMW WHCTPYMEHTaMu OpKecTpa, W My3blKalnbHbIX MOCTPOEHWW, WCMOMHAEMbIX OTAENbHOW  IPyMnMon
WHCTPYMEHTanUCTOB — T. H. Tpuo. KomnosuTop ctapaeTcs crefoBaTb TPaaMUMAM M MacTepCcku BbICTpavBaeT KOMMO3WLMIO, B KOTOPOW
MHOrOKpaTHble MpOBeAeHNs OnecTALero puUTypHENs B pasHbIX TOHANbHOCTSAX YepeaylTcs C anmM3ohamu CofbHO-aHcambrieBoro Tuna,
(PaKTypHO KOHTPaCTVPYIOLLMMM MOIHO3BYYHOMY TYTTUHOMY M3noxeHmto. CocTaB rornocoB B tutti: 2 ckpunku, anbT, 6ac (BMOMOHYENb 1
KrnaBecuH), 2 oneiTsl, 2 robosi, daroT, 2 BanTopHbl. B Tpro yyacTByroT ABe (hneiTsl, ABa robosi u aroT Kak CONUCTLI, @ TaKKe MHCTPYMEHTbI
rpynnbl basso continuo. ®nentel 1 robov conupyroT MOOYEPEHO, OAHAKO [OBOMBHO YAacTO OOBLEAVHSIOTCA B COBMECTHOM 3ByYaHuM, B
pesynbTaTte 4yero TpUo MpeobpasyeTcsl B KBUHTET C y4acTUEM BUPTYO3HO TPAKTOBAHHbIX AEPEBSHHbIX AyXOBbIX WHCTPYMEHTOB. [MaBHOM
hyHKUMeEO tutti SBNSIETCA U3NOXEHWEe OCHOBHOW TeMbl, B TO BPEMS Kak poflb aHCaMOreBbIX 3NM3040B CBOAUTCS K HACbILLEHWO haKkTypbl
BUPTYO3HbLIM 31TEMEHTOM.

KnroueBble cnoBa: MoraH "eopr Mu3eHaenb, HemeLkuii 6apoyHbIi opkecTp, aHp Concerto grosso, NpYHLMIbI OPKECTPOBOrO
nucbma, tutti, trio.
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Formulation of the problem. Recently the interest of the musicians in early music, especially the Baroque
one, has increased greatly. One of the trends in this direction is to perform works of famous authors in an
authentic manner, using specially made instruments. Another trend is the revival of the oeuvre of now forgotten
composers who were once brilliant virtuoso musicians and had a European fame. This primarily relates to the
work of German musicians who are in the shadows of the great Johann Sebastian Bach. With good reason
these include an outstanding German violinist, a student of Giuseppe Torelli and Antonio Vivaldi, concertmaster
of the famous Dresden Court Orchestra Johann Georg Pisendel (1687-1755). Like most musicians of the time,
he combined performing with composing (approximately in 1718 he studied composition with Johann David
Heinichen) and wrote mainly for his instrument or court orchestra. We know that he is the author of 12 violin
concertos, a concerto for two oboes and bassoon, 4 Concerti grossi, a baroque Sinfonia, several violin sonatas
with basso continuo and a sonata for solo violin [5].

Analysis of recent research. The manuscripts of works by J. G. Pisendel are kept in the Saxon State
Library in Dresden (Sachsische Landesbibliothek — Staats und Universstatsbibliothek Dresden). An
acquaintance with them shows that the musician was interested not in the quantity but the quality of music, and
actually the study of the works for orchestra allows investigating the genre specificity of Dresden Court
Orchestra repertoire at the time of the Elector Augustus Il the Strong (from 1717 to 1733).

Based on the above, the purpose of this article is to define the principles of orchestral writing in the
instrumental works of J.G. Pisendel written for the Dresden Court Orchestra, in the context of genre evolution of
the of German orchestral music of the first half and middle of the eighteenth century. The material for analysis
is Concerto grosso Ne 2 G-dur.

As we know, during the first half and middle of the eighteenth century the orchestral genres of German
instrumental music, as European music in general, experienced the transition from Baroque to early classicism,
with the adoption of new stylistic qualities of musical language selected because of evolutionary changes with
some influence of foreign trends of musical genres development in the Italian and French music.

In the genre system of instrumental music in connection with the intensive development of solo
performance and the increasing role of individual skills of musicians-instrumentalists, the process of
formation of new genres, in which musicians could clearly demonstrate their performing capabilities, is on-
going. One of them was a concert genre, the other — the genre of symphony; both existed in multiple
versions, reflecting the phased transition from Baroque to early classical style and were well represented in
the repertoire of German instrumental chapels of the first half and middle of the eighteenth century.

The genre of instrumental concert is characterized by solo parties, musical material of which is
contrasted to the sound of the whole orchestra. In the genre of concerto grosso of the first half of the
eighteenth century it was an ensemble composed of three instrumentalists which was involved in creating
such contrast [2]; different in musical density texture tutti and trio created timbre-dynamic contrasts inherent
to the aesthetics of Western European Baroque music. The emergence of the concerto grosso is associated
with the Italian musical culture, including the work of Arcangelo Corelli. Since the beginning of the eighteenth
century, this genre spread to the German lands, gained great popularity in the court music, contributed to the
development of collective and individual performance. Composers wrote pieces for instrumental composition
of the orchestras and counted on musicians’ performing skills. The analysis of instrumental scores of
concerto grosso by J. D. Heinichen, J.G. Pisendel, Jan Dismas Zelenka, Jean-Baptiste Volumier, Georg
Benda and other musicians of Saxon Court, written specifically for the Dresden Court Orchestra, clearly
illustrate this [4].

The formation of another principle of construction of a concert, with an emphasis on one or two solo
instruments from a trio (such as operatic aria or duet) initiated the emergence and development of the genre
of a solo instrumental concert, which demonstrated noticeable tendency to form signs of the early classical
style. No coincidence that this genre took a leading position in the genre system of classicism, and in the
works of its outstanding representatives (Wolfgang Amadeus Mozart, Ludwig van Beethoven) it won the
classic signs of perfection. A characteristic feature of a solo instrumental concert was the differentiation of
the whole mass of orchestral voices into relief and background, with a higher level of virtuosity of the soloists
than other instruments parts and soloists play accompanied by the orchestra (in concerto grosso the
orchestral tutti and ensemble of soloists alternated). This genre became extremely popular in the orchestral
culture in Dresden and Berlin, where the outstanding virtuosos performed — Pierre Gabriel Bufarden, Johann
Joachim Quantz, J. G. Pisendel, J. B. Volumier, Philip Emanuel Bach and others.

Innovations in orchestral compositions in Mannheim orchestra gave rise to the emergence of the
genre of a concert symphony with soloists’ parts and concert orchestral voices, i.e. the concert principle
applied not only to soloists, but also to the orchestra, which allowed each member of the orchestra to
demonstrate skills of a soloist. Extremely popular in the early classical period, the concert symphony genre
went out of use in the future, replaced by the classical symphony, and is virtually unexplored as of today.

The style evolution of the concert principle clearly manifests in form making, as repeatedly mentioned
in the works of scientists. Our analysis of orchestral scores proves that the effect of evolutionary principle is
evident in instrumentation parts and in the ratio of orchestral voices with equal brilliance, indicating the
organic interaction of formative and orchestral-performing factors on the way of evolutionary change. Works
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by J. G. Pisendel represent the initial stage of this process and take the first step on the path of rapid
evolutionary transformation.

Concerto grosso G-dur Ne 2' (J.11.2) by J. G. Pisendel is a work for orchestra, which has features
typical of the Baroque concerto grosso. It is written in so called alternative concert form extremely popular in
form making of Western Baroque instrumental music. This form is characterized by multiple alternations of
ritornello, performed by all the orchestra instruments (the first one is like overture to an operatic aria), and
musical constructions performed by a separate group of instrumentalists — so called trio. The composer tries
to follow tradition and carefully builds a typical composition with multiple brilliant ritornellos in different keys
and episodes of solo-ensemble type, whose texture contrasts sonorous tutti presentation. However,
orchestral parts are quite specific for interpretation, including the distribution of musical material in tutti and
ensembles (which actually are no longer trios), which to some extent takes the work beyond the genre of
concerto grosso.

Orchestra composition: 2 violins, a viola, bass (cello and harpsichord), 2 flutes, 2 oboes, bassoon, 2
French horns; the trio includes two flutes, two oboes and bassoon as soloists and accompaniment
instruments (mainly of basso continuo group). Flutes and oboes solo in turns, but quite often are combined in
a joint sound, as a result the trio actually becomes a quintet featuring masterfully interpreted woodwind
instruments.

The main function of tutti is to present the main theme, while the role of ensembles is reduced to
saturation the texture with virtuoso element. As far as performance is concerned, this requires coordinated
play of the whole orchestra to perform ritornellos (adherence to the same tempo, articulation, same phrasing,
accentuation, etc.) that demonstrates the skills of collective performance, and solo-ensemble constructs that
make separate forms and are organically embedded in tutti, which demonstrate technical excellence of
individual performance of virtuoso soloists, the ability to feel a partner and create an ensemble.

Flutes and oboes — are the only orchestral instruments which do not participate in the initial ritornello.
This confirms their solo status and at the same time overcomes the baroque performing tradition, according
to which the soloists participated in tutti parts together with musicians-ripienists. In other melodic instruments
parts this theme is written in the bass keys, similar to parts for instruments of basso continuo group. This
means that it is played in unison, and artists play in the tessitura within the range of their instruments. Thus,
the parties of first violins in the first six bars of note text entry are done in the bass keys and only the seventh
bar starts with violin clef.

Ritornello consists of two constructions, similar in structure to two half-phrases of a music period
(second half-phrase is repeated twice with some varied changes), repeating the theme in dominant key (in
the first half-phrase G-dur, in the second — D-dur). Along with individually built tone, both sentences have
also different orchestration.

The first ritornello is written in unison with majority of the orchestra instruments (except flutes and
oboe), so it sounds strongly and powerfully. In the second Half-phrases the unison mode is replaced by
detailed textural weaving. The theme is supported by bass instruments (cello, bassoon, harpsichord) and is
in the lowest orchestral voice.

Other parts, including the flutes and oboes acceding to the overall sound, form an elegant, multi-
component accompaniment with:

o triple imitation of a new lyrical theme that will continue to evolve along with the ritornello theme
(imitation voices: | — first violins + the first and second flutes + first oboe; Il — second violins + second oboe;
lIl — violas + the first and second horns);

e short and lively melodic counterpoints in flutes and oboes parts with double thirds;

e harmonious figuration with elements of hidden double-voicedness in first and second violins parts.

Later (from bar 11), bass voice switches to its typical figures of motion — repetitions of the same sound
in small rhythmic durations that create a harmonious foundation for the whole polyphonic sound structure.
High melodic voices start moving like sounds of dissonant chords, full-scale triads and their inverse —
cadence is approaching.

In the second half-phrase of the material the main theme moves into high voice and is entrusted to
instruments of melodious specialization (the first violin, the first and second flutes in unison), oboes and
French horns perform melodic counterpoints, the second violins and violas — harmonic figuration.

In general, in the tutti a four-voice texture of homophonic-harmonic type is formed, based on two
melodic voices, harmonic filling and melodized bass line. The distribution of voices between the instruments
constantly varies. Thus, in the second half-phrase of ritornello the following distribution is observed:

o first melodic voice — first violins, first and second flutes, first oboes;

¢ second melodic voice — second violins and second oboes;

¢ harmonious filling — violas and French horns;

¢ bass voice — cello, bassoon, harpsichord.

In addition, in the same block we have one more combination of instruments:

o the first and second violins are entrusted with harmonious chord configuration;
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e violas and French horns develop the melodious nucleus of the new theme;

e instruments of basso continuo group perform the ritornello theme.

Similar transformations continue in the next parts. Thus, the functions of all instruments in tutti are
wider than traditional ones, rooted in the practice of contemporary orchestral performance, which highlights
versatility of each instrument.

Despite the advantage of homophonic-harmonic composition ritornello is related to polyphonic form
making, especially at the thematic level. Like fugal forms of instrumental music of the Baroque epoch, the
ritornello theme is based on several intonation elements — the core and its development, the sequential
development of motives that form the core of the theme, varied melodic counterpoints, including those which
acquire the status of independent thematic formation, etc. The unfolded in time ritornello is characterized by
fluidity, absence of square structural constructions, sudden cadence. The above-mentioned features are
emphasized by orchestral means, in particular — principles of instruments selection.

In parts for one voice the performed material is almost the same, excluding special articulation in
figurations, taking into account the specific features of orchestra instruments. For example, the violins do the
figuration performance on three strings, based on an open string «D» on strong beat, so the effect of hidden
two-voicedness is formed; violas, cellos and bassoons specialize in repeating one sound in an even rhythm,
and horns — the repetition of sound in a fanfare rhythm. At the same time, unison presentation of ritornello
theme in the first half-phrase and performance of the same melodic constructions by such different
instruments as, say, viola, oboe and horn, is evidence that the musicians of the Dresden Orchestra tried to
follow common principles of sound studies in creation and performance of musical phrases, etc., despite the
specificity of the process of sound formation by a musical instrument.

The instruments of related orchestral voices (e.qg. first and second violins, first and second flutes, first
and second horns etc.) are quite often combined together like a third duplicating which diversifies the four-
voicedness with many varied combinations. This happens in tutti during ritornello.

Features of the trio construction are somewhat different. They depend not only on the number of
instruments involved in solo-ensemble music-making, but, above all, are determined by the quality of the
material. Solo-ensemble constructs inherently possess virtuoso quality and this is where the concert
principles are developed, including the principle of competition. In the analyzed work the ensemble of
soloists compete with each other.

Trio in concerto grosso by Pisendel has three compositions:

1) two oboes and solo bassoon;

2) two solo flutes accompanied by the first and second violins (in unison) that perform the
accompaniment;

3) two solo flutes, two solo oboes, solo bassoon, first and second violins (unison).

The material performed by the soloists resembles fioritures in opera arias and is performed alternately
by the first and second composition on the basis of imitation at a distance (so called imitation without counter
theme) that forms the echo effect. During the combination of the two compositions in united sound this
competition is transferred to another plane and continues not from afar but very close, and the transfer of
two-voiced passages from one pair of soloists to another forms another imitation structure — a circle canon.
Imitations also play an important role in soloists’ duets, when the first performer plays alone, and the other
picks up the same theme in the next measure. In such cases, the notation indicated solo, unlike soli when
two instruments are performing, mainly during the third duplication.

Solo parts treated in the concert manner demand from the artists the sound equality of all registers,
excellence on the upper notes, proper distribution of breathing, phrasing, accents and more. They were
created for well-trained oboist and flutists, and such artists composed the Dresden Royal Orchestra.
Pisendel was an excellent violinist, but in his score he gives his instrument not a solo function, but an
accompanying one. A total of 12 parts are indicated in the score, and if each one of them was performed by
one musician, the orchestra would consist of 12 musicians. However, in this case the balance between the
voices of the orchestra would be broken. Besides, the manuscript has three lists of parts for first and second
violins, two lists — parts for viola, cello and bassoon, one list — parts for first and second flutes, first and
second oboes, first and second horns and a harpsichord. Given that one part was played by two musicians
(except the harpsichord part), the number of artists increased significantly compared to the score voices.

The conclusions. Concerto grosso by J. G. Pisendel and other Dresden Court musicians certainly
were landmark works both in the development of the genre, and in the improvement of the collective
principles of orchestral playing. In the interpretation of musical instruments a focus is placed on wind
instruments as soloists, while in concerto grosso by A. Corelli, Francesco Geminiani and Georg Friedrich
Handel the soloists trio consisted of only a string instruments group — two violins and a cello. It wasn’t a
coincidence with the famous Italian virtuoso violinists as they knew well the technical capabilities and the
"soul" (Charles Burney) of their instrument. G.F. Handel used this composition of soloists, to some extent,
paying tribute not only to tradition, but also to the then existing musical tastes. It is known that in England
during the first half of the eighteenth century, the genre remained one of the most common, as evidenced by
the constant publication of collections of concerto grosso, which were later copied by hand. The main music
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publisher of Handel’s music published concerto grosso by most famous Italian composers — op. 2 by
Tomaso Albinoni (1709), op. 3 by A. Vivaldi (1714), op. 6 by A. Corelli (1715), op. 3 by F. Geminiani (1730),
and in the 30s — concerto grosso by G.F. Handel: op. 3 (1734) and op. 6 (1739) [5].

Dresden musicians stood somewhat aside from these processes and developed their own orchestral
style based on the fusion of Italian and French performing manner. They also introduced in the composition
of the Orchestra the instruments that had long been common in the German musical culture, but not very
widely used in orchestral playing (flute, horn, etc.). Hence this attention to mixed orchestral compositions,
and the wind concertino, which appears in the German works together with the string one: instead of two
violins and cello the German composers increasingly used two oboes with the bass of unison bassoons;
sometimes the oboes are replaced by two flutes, and then they are joined by a bassoon or another bass (in
Pisendel’s works — unison of the first and second violins in lower case). Another important innovation is
strengthening a virtuoso component in the treatment of soloists’ parts for wind instruments in solo-ensemble
constructs, emphasizing the contrast between solo and tutti parts and ultimately distinguishing between solo
and orchestral voices.

Thus, the Italian the roots of concerto grosso didn’t prevent J. G. Pisendel and other German musicians
from breathing new independent life into it. The transformations covered not only the orchestra, which
permanently embraced oboes and on parity basis included wooden and brass wind instruments (flutes, bassoons,
horns), but the interpretation of the soloists instruments parts, especially the wind ones — compared to earlier
times, they were filled with incredible virtuoso brilliance.

The study of the creative legacy of J. G. Pisendel showed that this musician deserves much more attention
from artists and researchers than he has had hitherto, also, it is advisable to study the evolution of the German
Orchestra of barogue and early classicism period through the example of his work and the work of his colleagues
in the Dresden Court Orchestra, who are now considered as composers of "second-line" [3].

MpumiTkn

! The concert number is given according to information from the Grove dictionary [5], which coincides with the symbol on the
front page of music manuscript. Also known cataloging H. R. Jung, which is currently indicated concert titled Concerto in G major, J.11.2.
Source of note text: Sachsische Landesbibliothek — Staats und Universstatsbibliothek Dresden (SLUB) http://hz.imslp.
infoffiles/imglnks/usimg/e/e3/IMSLP324338-PMLP525067-320472272.pdf [6].
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