10  The sonata

ROBIN STOWELL

Introduction

The violin sonata took two avenues of development in the Baroque era.
The seventeenth-century form, for violin and continuo, involved the
violin as principal melodist. Harmonic support in the form of semi-
improvised chords or the realisation of a prescribed figured bass was
provided by a keyboard instrument (normally an organ or harpsichord),
which could be joined or replaced by a plucked instrument (chitarrone
or archlute); in addition, the bass line could be sustained, normally by a
string instrument such as a cello or gamba. The sonata emerged first in
Northern Italy, spreading to Austria and Germany, and later to England
and France. The principal centres of sonata activity were Venice,
Bologna, Vienna, Dresden, Hamburg, London and Paris, the very centres
where patronage and publication were most easily attained. As the genre
evolved during the seventeenth century, two different types emerged:
the sonata da camera (‘chamber sonata’), which is essentially a suite of
stylised dances; and the sonata da chiesa (‘church sonata’), the move-
ments of which have no dance allegiances.?

The sonata’s second avenue of development, the so-called ‘accom-
panied sonata’, involved the violinist in a subordinate role to an
obbligato keyboard. This type, which challenged the dominance of the
sonata with continuo and eventually superseded it, began and ended in
the Classical period, giving way to the true duo sonata for two equal
protagonists.

The Baroque

Italy .

The earliest known sonatas for violin and bass (unfigured) appeared in
Cima’s Concerti ecclesiastici (Milan, 1610), a collection mostly of sacred
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works which includes six small-scale sonatas.? More important were
Marini’s adventurous essays in the genre® and works by Giovanni
Gabrieli* and Monteverdi® which heralded the emergence of a true violin
idiom. Castello published the first ever volume devoted exclusively to
sonatas.® He added a second book (1629), his twenty-nine technically
challenging essays alternating fast and slow sections, canzona-style,
within one continuous movement, Fontana left six sonatas for violin
(and bc} in a set of eighteen sonatas” of similar sectional design, some
incorporating recitative-like transitional passages and complex rhyth-
mic patterns derived from vocal declamation. More experimental were
the sonatas of Uccellini® and Farina.® Particularly remarkable are Uccell-
ini’s Tromba sordina per sonare con violino solo Op. 5, which involves
scordatura, and Farina’s four-part Capriccio stravagante {1627), which
incorporates such effects as col legno, sul ponticello, pizzicato and
iremolo in its attempt to imitate the noises of various animals and
musical instruments.

Among those who developed the violin’s expressive qualities during
the second half of the seventeenth century were Legrenzi,'® Cazzati and
G. B. Vitali. Cazzati was the first Bolognese composer to publish solo
violin sonatas. His Op. 55 collection (1670) of Sonate a 2 istromenti,
following closely after his Varii, e diversi capricci Op. 50 (1669) for
various combinations, proved extremely influential and assisted in
extending further the idiomatic language of the violin. Vitali, his most
celebrated pupil, composed numerous tric and ensemble sonatas
(Opp. 2, 5, 8, 9, 11, 12 and 14), but only two sonatas for violin and
continuo,** while Vitali's son Tomaso Antonio composed a set of [12]
Concerto di sonate Op. 4 (vn, vc, bc, Modena, 1701), chamber sonatas of
which the last comprises variations on the ‘folia’ theme. Pietro degli
Antonii, another notable Cazzati disciple, included stylised dances in
his Opp. 1 (1670) and 3 (1671). Although these are significant in the
evolution of the sonata da camera, his sonatas Opp. 4 and 5 (vn, be, 1676
and 1686) in the church style — organ is specified as the continuo
keyboard instrument — are more progressive, their four or five move-
ments incorporating vocal inflections and instrumental recitatives or
ariosos into their violin writing. Furthermore, the continuo line assumes
greater importance, often developing thematic material on an equal level
with the violin part.

Corelli represents an early peak in the development of the solo sonata.
His twelve sonatas Op. 5 (Rome, 1700) became by far the most influential
of their time, appearing in some forty-two different editions by the end of
the century.’? Arranged in two sets of six sonatas, Nos. 1-6 inclusive
ostensibly adopt the slow—fast—slow—fast scheme of the sonata da chiesa
while Nos. 7—12 represent theoretically the da camera kind, the twelfth
comprising the famous ‘Follia’ variations. However, the differences
between the two sets are not as clear-cut in practice. Indeed, the
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range from his Italian heritage to German models, as displayed in the
elaborate contrapuntal textures of his set of twelve, Op.1 (vn, bc,
Dresden, 1721), comprising six minor-key chamber sonatas and six
major-key church sonatas. A previous set of twelve (1716) is of more
ltalianate character, involving little counterpoint and much repetition.
His most celebrated collection, the twelve so-called Sonate accade-
miche Op.2 (1744), written probably for Italian private concerts
(accademie) rather than being especially ‘academic’,’® represents a
compromise between his Italian sonata and operatic (aria) influence and
an increasingly elaborate contrapuntal technique in the German
manner. Some movements are given curious titles (e.g. ‘Aria Schia-
vonna’, ‘Cotillion’, ‘Schozeze’, ‘Polonese’) and Veracini implies in his
preface that a certain flexibility is allowable in performance. He suggests
that two or three movements might be selected from the four or five
provided ‘to comprise a sonata of just proportions’. The preface also
includes a table of notation signs, by means of which Veracini specifies
such interpretative details as sonority, texture, dynamics and even
bowing. }

Porpora’s twelve sonatas (vn, bc, Vienna, 1754) were some of the
latest to uphold the Baroque tradition. By contrast, some of Locatelli’s
later works in the genre, like those of Tartini, embrace characteristics of
the galant style. All but one of the twelve Sonate da camera Op. 6
(Amsterdam, 1737) adopt an original design: a fast, contrapuntal move-
ment in binary form being flanked by a binary slow/moderate movement
and a set of variations, commonly on a minuet theme. The exception is
the twelfth, a five-movement piece which culminates in a ‘Capriccio,
prova del intonatione’. Of Locatelli’s ten sonatas Op. 8 (Amsterdam,
1744), four are trio sonatas.

Great Britain

The actual seeds of sonata growth in Britain were sown by such vio-
linist-composers as Matteis?” and Playford'® and germinated by the
pre-eminence of the Italian style,'® hastened by the remarkable influx of
Ttalian violinists in the early eighteenth century. Among those who
spent much of their working lives in London were Corelli’s pupils
Castrucci (two sets of twelve sonatas, vn, bc), Carbonelli (Sonate da
comera, c.1722) and, most important, Geminiani, who arrived in
London in 1714 and was responsible for two collections of twelve
sonatas (vn, be; Op. 1, 1716; Op. 4, 1739) as well as numerous arrange-
ments of his own and others’ works in the genre.2® Not surprisingly,
Corelli provides the model for these works,?! which adopt the familiay
four-movement pattern. But Geminiani’s Opp. 1 and 4 are more adve
turous harmonically, melodically, technically, rthythmically and dram
tically, and he often inserted cadenza-like passages (either writtel




170 Robin Stowell

distinction between the church and chamber varieties gradually dis-
appeared. Although nominally da camera, the two sets of twelve sonatas
(Opp. 1, ¢.1708, and 4, 1716) for violin and cello of Evaristo Dall” Abaco,
for example, comprise a mix of abstract and dance movements, mostlyin
the Corellian four-movement pattern. During this period, the twelve
sonatas (vn, be, 1701) of Lonati are progressive, betraying certain German
characteristics in their exploitation of high position-work, double stop-
ping and scordatura, while the popular instrumental works of Valentini
are particularly adventurous from technical, harmonic and tonal stand-
points, especially his 12 Allettamenti per camera Op. 8 (vn, be, 1714).

In Venice, Albinoni and Vivaldi were foremost in the development of
the genre. Albinoni’s output includes seventy-nine sonatas for between
one and six instruments and continuo, written in church, chamber or
mixed styles. Most significant here are his 12 Trattenimenit armonici per
camera Op. 6 (Amsterdam, 1711), the only set of sonatas for violin and
continuo that the composer himself prepared for the press. These works
display the post-Corellian mix of church and chamber varieties, adopt-
ing the four-movement sequence of the church sonata and the binary fast
movements derived from the dance of the chamber type. Although three
other collections of Albinoni’s violin sonatas appearéd during his
lifetime, ‘there is evidence in each case that the publisher obtained
manuscripts of the sonatas at second hand’.1?

Vivaldi’s sonatas for violin and continuo are mostly in a composite
church—chamber mould in which the chamber elements are predomi-
nant, although dance forms may be re-ordered. His Op. 2 collection
(Amsterdam, 1712-13) is the most significant, Vivaldi acknowledging
the influence of Corelli’s Op. 5 by modelling the opening of Op. 2 No. 2
on that of the first of Corelli’s set. Of Vivaldi’s other works in the genre,
his Op. 5 collection (Amsterdam, ¢.1716), comprising four sonatas (vn,.
be) and two trio sonatas, is most significant. The vn-bc sonatas begin
with a prelude and continue with two or three dance-titled movements,:

As a pupil of Corelli (and possibly also Vivaldi) and teacher of Pugnani-.
(mentor of Viotti) and some of the leading French violinist-composers of
the century {Leclair, Guillemain, Guignon, etc.), Somis was a central
figure in the development of the violin repertory. Only his salo and trio-
sonatas were published during his lifetime, among them sixty works (vn
bc) published in five sets each of twelve (c.1717; Op. 2, 1723; Op. 4,
1726; Op. 6, 1733; c.1740). The character of the chamber variety pre-.
dominates, but with few dance titles, and most adopt a three-movemen
slow—fast—fast pattern.'* With the reduction in the number of move
ments, greater emphasis appears to have been placed on the first fast:
movement in the scheme. Somis expanded it into a ‘three-section form -
a statement, a digression and an abbreviated reprise in the principal key
comparable to an incipient sonata form in the Classical sense’.*® :

The sonatas of Veracini betray a number of separate influences. Thes
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over a continuo pedal, or merely implied by a fermata) in which the :

violinist might further assert his technique and musicianship.
Richard Jones is notable for two collections {vn, bc): Chamber Air’s ..

The Preludes being written (chiefly) in the Grace Manner Op. 2 {London, :

c.1736) and Six Suites of Lessons Op. 3 (London, c.1741). These com

prise full-scale, Italianate sonatas of both da chiesa and da camera types :
(eight in Op. 2 and six in Op. 3) in an unusually advanced technical
idiom for their time and origin. His [and later Geminiani’s) pupil :
Michael Festing also left more than thirty sonatas (vn, bc) in five

collections {1730—c.1750). Most comprise four movements {slow—fast—
slow-fast) and follow Geminiani’s model in incorporating some elabor
ate ornamentation, especially in their graceful slow movements. john
. Stanley’s two collections of Sole’s (fl or vn, be) Opp. 1 and 4 (London
1740 and 1745) are also sonatas in all but name.

The Berlin-born Pepusch’s sonatas are of two types: a traditiona
four-movement kind and one with contrasts of tempo (particularly in the
first movement), a more variable overall design and titled dances, which
are often subjected to variations. But the principal German influence in
England was Handel, whose sonatas (vn, bc) have a complex history
Chrysander, editor of the Hindel-Gesellschaft (1879), grouped together
some fifteen sonatas as Handel’s Op. 1, but the authenticity of many o
these works has been refuted by numerous Handelians.?2 Roger o
Amsterdam published twelve sonatas as Handel’s Op. 1 (¢.1722) in an
edition highly inaccurate as regards key, instrumentation and othe
details, and Walsh reprinted the set with a false imprint (1730). Walsh
produced a corrected edition in 1732, but the two sonatas included as
Nos. 10 and 12 in Roger’s and Walsh’s second publication are differen
and neither pair is now thought to have been composed by Handel
Furthermore, three completely authentic sonatas have not, until very
recently, been recognised as such, and Handelians nowadays only claim
five sonatas (vn, bc), all but one in four movements, to be unquestionably
by Handel: that in A major (Op. 1 No. 3, 1724-6); the D minor violin
version of the E minor sonata for recorder (Op. 1 No. 1, ¢.1720-4); the
sonata in G minor (Op. 1 No. 6, ©.1720—4) described as ‘oboe solo’ bu
prescribed for violin solo in the autograph in the Fitzwilliazn Museum
Cambridge {where it succeeds the D minor arrangement in the same
source); the lively, three-movement G major sonata (c.1707) and the late
D major sonata (Chrysander’s Op. 1 No. 13, ¢.1750).

Germany

Early developments in the German violin repertory owed much to the
efforts of immigrants from Italy {(Marini from 1623; Carlo Farina, 1625)
and England {Thomas Simpson, 1610; Rowe, 1614; and Brade, ¢.1600)
who founded the Hamburg school. Brade’s student Nicolaus Bleyer’s set
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of ostinato variations on Est-ce Mars {c.1650) was one of the earliest
German pieces for violin and continuo, while Johann Kindermann’s set
of [27] Canzoni, [9] sonatae {1653) included pieces for one to three
violins, cello and continuo and exploited scordatura as an expressive
resource. Johann Rosenmiiller proved a significant figure in the dissemi-
nation of Italian styles throughout Northern Germany, particularly in his
Jast two collections for various instrumental combinations of strings.??
Many of Buxtehude’s solo and ensemble sonatas are reminiscent of
Rosenmiiller's 1682 collection in the harmonic intensity of their slow,
transitional homophonic sections. Buxtehude’s close associate Johann
Reincken’s Hortus musicus (Hamburg, 1687) is also significant for its six
sonatas (2vn, va da gamba, bc) which demonstrate characteristics of both
solo sonata and suite.

Schmelzer’s Sonatae unarum fidium ... (Nuremberg, 1664) was the
first published collection devoted entirely to sonatas (vn, bc) from the
German-speaking countries. A synthesis of Italian and German elements,
these six sonatas are founded largely on the variation principle (notably
ground bass variations) and comprise numerous sections in contrasting
metres and tempos with some challenging passage-work for the violinist.

Biber was the outstanding German violin virtuoso of the seventeenth
century. His eight Sonatae violino solo (vn, bc, Nuremberg, 1681)
combine the variation principle (chaconne basses, variants of arias, or
doubles of dances) with freer, more improvisatory passages such as those
in the toccata-like preludes and brilliant, elaborate finales. He by far
outstripped his Italian (and German) contemporaries with his technical
demands {up to seventh position, double stopping, varied bowings,
scordatura etc. Scordatura plays a more prominent role in Biber’s
sixteen ‘Mystery’ (or ‘Rosary’) Sonatas (c.1675), which depict the fifteen
‘Sacred Mysteries’ of Jesus and the Virgin Mary. Only two of these pieces
employ the conventional violin tuning by fifths, each of the others using
a different tuning and thereby offering a wide range of unusual chord
combinations and sonorities. Though conceived as church music,?*
these sonatas include several stylised dance movements (gavotte, gigue,
courante and sarabande) counterbalanced by movements in contrapun-
tal style. Some of the sonatas show programmatic tendencies? but
musical considerations predominate. The sixteenth piece is the famous
Passacaglia for violin solo.

Next to Biber, Johann Walther was the most adventurous and virtuosic
of contemporary violinist-composers in the German-speaking countries.
Most of his twelve Scherzi ... (vn, be, Frankfurt and Leipzig, 1676) are in
free form, with sudden changes of tempo and metre. Eight bear the title
‘sonata’, while two others (Nos. 5 and 12) are labelled ‘aria’. Dance
movements and variation sets predominate in his other published
collection, Hortulus chelicus (Mainz, 1688), and a programmatic
element occasionally provides additional interest.?®

R
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Johann von Westhoff also used programmatic devices in his soriatas,2”
which are of advanced technical demand. Although individual move-
ments are repetitious and the sonatas fail to conform to any set move-
ment plan, unity and interest are often provided by a less conventional
adaptation of the variation principle, one movement sometimes com-
prising a variant of its predecessor.28 :

By composing a set of six sonatas for violin with obbligato keyboard?29
J. S. Bach triggered off the gradual demise of the sonata for violin and
continuo, even though that genre was perpetuated well into the
eighteenth century by such German composers as Kirchoff, Birkenstock,
Heinichen and Pisendel. The first five of Bach’s set (BWV 1014-18) adopt
the regular four-movement design of the sonata da chiesa, the fast
movements being largely fugue-like or at least highly imitative. The sixth
(BWV 1019) has a complex history. Two earlier versions are at variance
with that firmly established as the final form.?° The version normally
performed nowadays comprises five movements, only the first two of
which remain from the earlier two versions. The overall three-part
texture of these sonatas is largely akin to that of the trio sonata, the
violinist and the harpsichordist’s right hand taking the two upper parts
and the harpsichordist’s left hand contributing the bass line. However, a
few brief sections remain where the harpsichordist is required to realise
the figured harmonies.31

Bach also composed some works for violin and continuo. The G major
sonata (BWV 1021), discovered in 1928, follows the da chiesa pattern,
while the four-movement E minor sonata (BWV 102 3) combines
elements of the ‘church sonata’ and Baroque suite. The authenticity of
the da chiesa C minor sonata (BWV 1024) is open to doubt,?2 while the F
- major sonata (BWV 1022) is basically an arrangement of an arrangement.
Its bass line is essentially that of the G major sonata (BWV 1021), but the
two upper parts derive from the G major tric sonata (BWV 1038}, a
reworking of BWV 1021 probably by one of Bach’s pupils.

Despite the esteem in which J. S. Bach is held nowadays, Telemann
was widely regarded as Germany’s leading composer in the early and
mid eighteenth century. Much of his instrumental music promoted the
cause of music-making in the home, notably his two collections. of six
(vn, bc) sonatas each (Frankfurt, 1715 and 1718). More important still are
his Essercizii musici overo dodeci soli e dodeci trij (Hamburg, 1739-40),
Solos Op. 2 (London, ¢.1725), XII Solos (v or fl, be, Hamburg, 1734), and
Sonate melodiche Op. 13 (v or fl, be), issued in two sets of six
(Hamburg, 1728 and 1732). The ‘methodical’ or instructive intent of this
latter collection is provided in the suggesled written-out melodic elabo-
rations of the opening movements of each sonata, Other sonatas (vn, be)
by Telemann may be found in such collections as Der getreue Music-
Meister (Hamburg, 1728-9) and Musique de table (Hamburg, 1733).

Pisendel's synthesis of German and Italian traditions was taken to




The sonata

Berlin by his pupils J. G. Graun and Franz Benda. Graun publislh
of six sonatas (vn, bc, Merseburg, c.1726). Benda, a pupil also:o
claimed in his autobiography (1763) to have written eighty.;
sonatas, most of them composed before 1751. Apart from a set:
Sonatas Op. 1 {vn, bc, Paris, 1763), few of his works were publish
during his lifetime. -

France

The violin’s potential as a solo instrument remained virtually untapped
in France during the seventeenth century, largely because the string
orchestra was the focus of attention, especially for its role in dance
music. By 1609 there were already ‘Vingt-deux Violons Ordinaires de la
Chambre du Roi’, and in 1626 Louis XIII established the band of the
Vingt-quatre Violons du Roi, some thirty years before Lully’s rival
ensemble, the Petits Violons (1656).

Italian instrumental music appears to have gained popularity in
French musical circles during the 1690s,%¢ and Corelli’s music was
certainly known after 1700. Significant in the development of the ‘solo’
sonata at this time were Frangois Duval and Jean-Féry Rebel, both
prominent members of Louis XIV's Vingt-quatre Violons du Roi. Duval
was the first Frenchman to compose sonatas for violin and continuo,
publishing some seven collections (1704-20}%* which blend French
dance elements with more advanced Italian instrumental techniques.
The five sonatas (vn, bc) at the end of Rebel’s Recueil de douze sonates a
- ITet Il parties,® are also among the earliest French examples, along with
those of Elisabeth Jacquet de La Guerre and Brossard. Further sonata
collections by Rebel were published in Paris in 1705% and 1713.37

The influx of Italian violinists into Paris in the early eighteenth
century furthered the cause of Italian music in the French capital, which
became even more attractive to foreign virtuosi with the establishment of
the Concert Spirituel in 1725. Prominent among the immigrant Italians
were Mascitti, Piani,*® and Guignon.?® Mascitti published nine collec-
- tions of sonatas (vn, be, mostly of the da camera variety) between 1704
and 1738 which comprise about one hundred works in the gente.
Guignon published eighteen sonatas (twelve in Op. 1,1737, six in Op. 6,
after 1742), mostly in the three-movement form of the Italian opera
éinfonia, while Piani’s collection of twelve sonatas Op. 1 (six for vn, bc,
six for vn or fl, bc), is notable both for the composer’s preface, which
includes detailed interpretative information, and the unusually
thorough markings annotated in the works themselves.

The synthesis of French and Italian styles was also hastened by the
exodus of French violinists such as Senaillg, Anet and Tremais to study
inItaly. Senaillé composed at least fifty sonatas (vn, bc), published in five
books between 1710 and 1727, while Tremais’s sonatas (vn, bc), mostly
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in four movements, were published in four sets (Op. 1, 1736; Op. 4,
¢.1740; Op. 7, ¢.1740; Op. 10, ¢.1740), two of which (Opp. 7 and 10)
have not survived. Corelli’s pupil Anet’s Premier Livre de sonates (Paris,
1724) was strongly influenced by his mentor, while the ten Sonates Op. 3
(Paris, 1729) pander more to French taste.

Louis and Frangois Francceur are worthy of passing mention for their
two sets each of sonatas but more significant in the development of the
genre were Guillemain, Mondonville and Leclair. Guillemain composed
four books of sonatas. The first three (Opp. 1, 3 and 11, 1734, 1739 and
1742) are for violin and continuo. The sonatas of Op. 1 adopt a conserva-
tive four-movement design, but some of the later works approximate the
carly classic sonata, with first-movement plans that include thematic
contrast, formal development and recapitulation. His fourth set*® com-
prises early examples of the accompanied keyboard sonata with an
optional violin part.

Mondonville’s Op. 1 set of sonatas (vn, be, Paris, 1733) breaks no new
ground, but his Op. 4, Les Sons harmoniques {Paris and Lille, 1738), is
notable for its exploitation of violin harmonic effects. However, he is best
known for his Piéces de clavecin en sonates, avec accompagnement de
violon Op. 3 (Paris and Lille, 1734), in which the harpsichord predomi-
nates with its written-out part and the violinist is relegated to a second-
ary role.

The works of Leclair represent the culmination of the French Baroque
violin school and the final reconciliation of the ltalian and French styles.
His forty-nine sonatas (vn, bc, although some are intended for either
violin or flute), published in four books of twelve each (Paris, 1723,
c.1728, 1734 and 1743) plus the posthumous F major sonata (1767),
mostly follow the Corellian model (slow—fast-slow—fast), using Italian
names for the movements and adding variety by including movements
like the vivacious tambourin and chasse, and the old majestic tombeau
(e.g. Op. 5 No. 6). The fast movements tend towards Italian and the slow
movements towards French inspiration, and his works hold plenty of
technical challenges for the violinist.

The Classical period

The Classical period was one of remarkable transition in the genre from
the violin sonata with keyboard continuo to one with keyboard obbli-
gato. But the idea of equality between violin and keyboard, suggested by
J. S. Bach’s sonatas, was not taken up by his immediate successors. Some
composers sat very much on the fence, using the keyboard alternately as
an accompanying continuo instrument and as a combination of melody
instrument and supporting bass,’! while others contributed to the
decline of the violin’s importance (and hence to the dominance of the
keyboard) by cultivating the so-called ‘accompanied’ sonata.*? Neverthe-
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less, the demand for sonata composition, considerable in the first half of
the eighteenth century, seems to have increased even more when the
keyboard part was written out; and although flexibility of instru-
mentation persisted at the start of the period, composers later began to
assign their works in the genre to a specific melody and keyboard
instrument, the preferred keyboard instrument increasingly becoming

Numerous distinguished Italian composers of sonatas followed in the
~ footsteps of Tartini, among them Campioni,*? Ferrari, Lolli, and Tartini’s
- mostrenowned pupil, Nardini. Their works display a growing awareness
of the harmonic structure and ordered design of the evolving Classical
style, Nardini’s second-movement Allegros approximating the scheme
of Classical sonata form. Furthermore, those of Ferrari and Lolli
(especially Lolli’s Op. 9 set) were technically demanding, requiring
mastery of, for example, harmonics, scordatura, sul G playing, daring
leaps and cadenza-like interpolations.

Another vital link in the continuous tradition from Corelli to Viotti
was the latter’s principal mentor, Gaetano Pugnani, whose sonatas
(Opp. 3, 7 and 8, ¢.1760-74) adopt a fast-slow—fast design with the
opening Allegro movements close to Classical sonata form. Viotti’s
sonatas are largely retrospective ‘continuo’ sonatas, showing an under-
standable preference for the violin. But Pugnani’s progressive tendencies
were explored further by Sammartini and especially Boccherini, who
- contributed a dozen or so accompanied keyboard sonatas in fast-slow—
fast format with fully elaborated keyboard parts.

It is sometimes difficult to distinguish between the styles of Mozart
and the Bohemian Myslivedek, who spent much of his life in Italy.
Certainly, Myslive¢ek’s six accompanied sonatas (London, 1775) display
a striking resemblance to Mozart’s early style; in the words of Schoen-
baum: ‘In Myslivedek’s compositional art, Czech musicality merges with
Italian influences to form an individual style, whose formal balance and
harmonic variety paved the way for the Viennese Classical masters.’+*

France

The numerous pupils of Gaviniés made their mark in Paris around the
third quarter of the century, writing idiomatically for the instrument in a
harmonically inventive, highly expressive style which has been called a
‘French Storm and Stress’. Notable among them for their sonata com-
positions are Leduc, Guénin and Capron, Although Guénin bowed to the
trend towards the keyboard sonata with ad libitum violin accom-
paniment, he did not make the violin totally subservient to the keyboard,



178 Robin Stowell

occasionally using the term ‘solo’ to indicate sections of prominent
violin writing. Saint-Georges, too, seems to have taken pains to treat
violin and keyboard as equal protagonists in his three extant sonatas.
L’Abbé Robineau’s Six Sonaies (Paris, 1768) also contribute to the
importance of the Parisian school, whose influence on the development
of the young Mozart should never be underestimated. Neither should
that of a German, Johann Schobert, who settled in France and published
many of his works in Paris. Schobert was one of the chief promoters of
the type of sonata that was essentially a keyboard work with a simple
(sometimes optional} violin part, which did little more than shadow the
keyboard’s melodic material in thirds or sixths or help to fill out the
accompaniment. :

Germany and Ausiria (to Mozart)

Along with his compatriot Schobert, J. C. Bach cultivated largely the
‘accompanied’ sonata type in which the violin plays a purely com-
plementary role. His Six Sonatas for Harpsichord with Accompaniment
of Vielin {or Flute) and Cello Op. 2 (1764) are short two-movement
works, the first movement adopting a rudimentary sonata-form design
and the other comprising an Allegretto or Tempo di menuetto in da capo
or rondo form. As in his Op. 10 set (1773}, the violin is subservient to the
keyboard. C. P. E. Bach also composed some sonatas of this type with
relatively easy keyboard parts (Wq89-91, published 1776--7), but he is
better known for his earlier four-movement sonatas for violin (or flute)
and keyboard, which display his Baroque heritage.

Although mostly violinists, the Mannheim composers wrote little of
note for solo violin. Johann Stamitz and Richter were the most prominent
composers of violin sonatas. Stamitz’s two collections of viclin sonatas
(Opp. 4 and 6, 1760-1) are somewhat conservative works with continuo,
but Richter’s strike a balance between the continuo and accompanied
sonata types.?3

Wagenseil left two sets of accompanied sonatas for keyboard with
violin, published in London, while Haydn’s oeuvre includes only one
original violin sonata—No. 1in G, also published as a trio (HXV:32). Five
other works were arranged from keyboard sonatas — some of these
arrangements are attributed to Dr Burney — and two further ‘sonatas’ are
violin—keyboard arrangements of the string quartets Op. 77 Nos. 1 and 2.

Great Britain

Britain played host to many immigrant musicians of high esteem in the
late eighteenth century and she provided the fertile soil on which many a
progressive musical seed was sown. Among the many important sonata
composers who lived for periods in London were Pugnani, J. C. Bach,
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and Abel, the latter composing well over one hundred sonatas of which
many are of the accompanied type.

The principal sonata contributions from native Britons were largely
retrospective, following the Halian basso continuo fradition. Most
notable were John Collett’s Six Solos ... Op. 1 (1755} and the Italian-
trained James Lates’s Op. 3 collection {1768).

Mozart, Humme! and Beethoven

Mozart brought the genre to its first peak in the Classical period. He wrote
examples of sonatas for violin and keyboard throughout his creative life,
his twenty-six works*® in the genre developing from the cheerful Alberti
piano basses and modest (optional) vielin contributions of his childhood
(K6--9, 101547 and 2631, 1763-6, in which his father probably had a
hand), through the sonatas of early maturity written in Mannheim and
Paris in 1778 (K296, 301/293a, 302/293b, 303/293c, 304/300c, 305/293d
and 306) to the fully mature sonatas composed in Salzburg and Vienna in
1779-87 (K376/374d, 377/374e, 378/317d, 379/373q, 380/374f, 454, 481,
526 and 547) which feature the violinist as a full concertante duo
partner.

The early works display the influence of Schobert, . C. Bach and
others in their complete subordination of the violin. Most comprise two
movements and are lightweight pieces written in a language typical of
the Rococo period — simple, melodic, diatonic and homophonic with
foursquare phrasing. K26-31, published as Op. 4 (1766), display some
progressive tendencies, notably imitative entries (K26 and 29) and
greater part equality (K28), although the keyboard resumes its dominant
role in K30 and 31.

In the next authenticated sonata set,*® published in Paris {1778)
confusingly as Op. 1, the viclin begins to free itself from its exclusive
accompanying role to introduce melodic material (e.g. in the first
movement of K301 in G). Other developments include the use of a slow
introduction in K303, the exploitation of a language, palette and mood
anticipatory of early Romanticism in K304 in E minor,?® and the addition
of a written-out cadenza in the finale of K306 in D. Mozart’s second set of
six mature sonatas was published in 1781, shortly after he had moved to
Vienna. Its title5° suggests that the violin part was still optional, but
although K379 and K376 would tend to support this suggestion, other
sonatas such as K377 allow the violin an increasingly melodic role.

Mozart’s experiments with form in the 1780s resulted in his preference
for a three-movement design and his increased cultivation of polyphony,
the two protagonists achieving almost equal status and being treated in
more of a bravura manner. This is-evident in the three sonatas which
represent his major contribution to the genre: K454 in Bb, K481 in
Eb and K526 in A.5" K454 (1784); inspired by the playing of Regina
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Strinasacchi, is a true concert sonata for violin and piano, introducing
the spacious sonata-form opening movement with a Largo passage of
great breadth. The sonata-form Andante, with its interesting elaborated
reprise, and the sonata-rondo finale maintain the large-scale dimensions
of the opening movement. The first movement of K481 (1785) introduces
the principal theme from the finale of the Jupiter’ Symphony into its
argument and continues to develop it in the coda. The central Adagio, a
rondo with two episodes and varied repeats of the main theme, includes
some unusual harmonic audacities in its midst, but the final Allegretto
with variations restores stability. K526 (1787) is more subtly integrated,
the witty Presto finale drawing ‘together the first-movement melodic
material . . . and the octave writing and harmonic shifts of the Andante’.>?

The relatively few sonatas of Hummel stand between those of Mozart
and Beethoven. Their fundamentally homophonic textures, ornate Italia-
nate melodies and clarity of harmonic and structural design were still
essentially Classical, but the increased harmonic imagination,
expressive intent and virtuosic brilliance of his later works looked
towards a new era, as may be understood by comparing his Op. 5 sonatas
(Vienna, ¢.1798, two for pf, vn, one for pf, va) and his D major Sonata
Op. 50 (pf, vn, Vienna, ¢.1815).

Beethoven’s ten sonatas for piano and violin further develop the
legacy of Mozart and his predecessors. Although Beethoven continually
emphasised the equal partnership of the two protagonists, the title-page
of his three sonatas Op. 12 (written 1797-8, published 1799) reads ‘Tre
sonate per il clavicembalo o forte-piano con un violino composte’ and
they undoubtedly display vestiges of the keyboard sonata with violin
obbligato. His next two sonatas were originally published together as
Op. 23, but they were subsequently (1802) issued separately as Opp. 23
and 24. Op. 23 displays greater conciseness of argument, includes a
cross between a slow movement and a scherzo as its centrepiece and
features a large-scale rondo finale. Op. 24 in F (‘Spring’)®® expands to a
four-movement design with the inclusion of a witty scherzo. The Op. 30
set of three sonatas {1802, published 1803) contrasts the optimistic
character of Nos. 1 and 3, in three movements, with the passionate,
four-movement C minor sonata (No. 2). This latter has a terse dramatic
quality, marked in the two outer movements by an abundance of short,
pithy phrases. An Adagio cantabile in Ab comes second, while the trio of
the lively C major scherzo makes bold use of canon. The sonata-rondo
finale reaches its climax with a Presto coda. Op. 30 No. 3 in G major
reverts to a ‘tempo di minuetto’ as its slow movement, and its perpetuum
mobile rondo finale incorporates a switch to Eb which will never cease to
raise the eyebrows.

Beethoven described Op. 47 (1802—-3) in pidgin Italian as ‘Sonata per il
Pianoforte ed un violino obligato, scritta in un stilo molto concertante
quasi come d’un Concerto’, such a description emphasising the concerto-




