PART III Formal Structure

The problem of form in Boecherini's sonates is diffi-
cult, both from the styndpoint of analysis end explanation.
Although in many cases the form is very clear, it occasiorally
becomes so free that analysis is almost impossible. This
does not mean that Bocoherini had no formsl sense. To the
contrary, the structure of some of the sonatas proves that he
was well acquainted with all the most advanced ideas on form.
In the remainling sonates anclyzed the music never seems to
guffer from its comparative freedom, but on the contrary
soars to heights of fantesv whioh would be impossible to
achlieve within s box-like structure,

Bocoherini, as most other good composers, tended to
follow oontemporary practice, relapsed often to older nmethods,
end on occasion glimpsed into the future, But all of his
music is stamped wit:: the melodic freedom which strives
continually to break the bonds of convention that to some
extent are always necessary.

Spesking in terms of formal structure, Boocherini's
nost striking futuristic tendencies are his attempts at
cyclic form and his use of the third relationship. (f course,
these exemples are rare and somewhat primitive, for sueh |
thirgs were uncormon in his dey, to say the least. But they

do show his independence and originslity of thought.
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In general, however, the structure of the sonetas is
sonewhat similer tc thet of the Hayen or ilozart sonstes.

This does not mesn that he ot the idess frov theme=-nrobably
he did not., If he had hesrd much of thoir music hic might
have been more similer, but he wss alresdy in ledrid ir 1769,
which was some time before thelr rusic beceme well-known.l
In the musieally~stérved atmosphere of liadrid Boecherini had
little chence to be anything but a musical introvert,

Hie background in formal structure is thus to be
found in the music of the Italiens (Allegri, Tartini, the
Soarlattis, etc.) and indirectly in the music of the lannheim
schoocl. But we see that Boecherini, with somewhat the same
exemples before him as were before Haydn and Mozart, took e
different direction in the development of his ideas.

His sonata form did not stem from any one of his
predecessors; neither hes anyone bothered to imitate it, as
they have Haydn's end NMozart's, mainly because it 1s more
difficult to dissect end synthesize. The plan, in the
majority of cases, 18 a8 follows: The exposition contains
the maln theme, secondary theme, and closing theme all in the
usual keys, but the development section is postroned or nade

8¢ short &s to be s transition, After the first few bars of

1Boccherini knew of Haydn, however, and admired him. There
is a letter from Bocoherini to Heydn, sent to en editor who
published nusic for both men, in which Boocherini sent his
regards and hoped Haydn would write him. Eaydn answered the
pu?lishi;, seying thet he also knew of Boocherini and would
write h .
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the reecaplitulstion the real development section begins, and
1s followed by the second theme znd perhaps more free materisl.
Finally the closinsz theme reenters, gencrally strict and
transpcsed to the tonic.

Cf course, such an analyel:s canrot be entirely accu-
rate, for there are many varlations, but & form:i analysis
¢t each sonata will be gziven in some detail. In one or two
cases the structure 1s so unusual that it becomes sheer
opinion as to whether it is sonata, three-part, two-part,
rondo, or variation form. This makes 1t doubly hard to
roint out the trensitions, extensions, etc.

Cf the ten sonates, each with three movements, well
over two-thirds of the movements are in sonata form.+ The
minuet-with-trio, and the three-part, two-part, varistion,
end rondo forms are rather few in number. .bout half of the
time the order of the roverents is Allegro, Adagio, Allegro,
with the remeinder Largo, Allegro, and linuet-with-Trio.
(There are alsc verlations of these plans.) The firct and i
last movements are always in the tonic and the middle move-
ment may be In the tonie, the dominant, sub-dominant, or the
1The formel structure of Boecherini's sonatas cannot be
analyzed to their true advantege if they are thought of in
comparison with the Haydn and Mozart sonate. Although they
sometimes appesr to be besed on such a plan, Boccherini really
recelved his ldeas from the Italians. The early Italian
sonate, as exemplified by Domenicc Seerlatti's nusic, is
really a suite, with a key-plan instesd of a thematic plan.
That is why most of Boccherini's sonstac have the recapitu-

lation in the dominant, the development section misplaced,
etc.




parallel minor. All the sonatas =re i» ncjor keye, for

. Boecherini's mucic is, for the most part, very elegent snd
eprightly. However, tie slow movements, and parté of the
fester movements, are sometimes ver: deevn and soul=inspiring,
in which eese the diminished triad end the heorrmonice minor
scale ere slways employed,

In connection with his genercl style, an interesting
statement is tc be found in Cobbett's Survey of Chember lMusic,
for, although it is written in terms of ‘hc chamber ensemble,
it shows better than we cen the true meeninsz of Boccherini's

rrelodic style and formal structure:

Boccherini 1s the first great perfector in modern
rnusic. Bverything for which his predecessors worked,
singly end laboriously, wes sarnered and absorbed by
hime Sarmmertini's beginning, Stamitz's radicalisnm,
Pugneni's tentetive efforts, and Beck's inspiretions—-
all these had their experimental wvalue for Boecherini,
end the achievements of all these hot-bloods of the
new art are at last Jjustified and brought to fulfill-
ment in his music. In his hends, the new style yields
up its moet secret possibilities,

* ] [ ] * L) [ ] [ ] [} ] . . . * [ L] * . [ ] L] [ L . . » .
No longer is the structure filled with coarse substan~
ces and dynemic contrasts. A technique of the utumost
flexibllity end virtuosity now inforus the matericl,
and it is 4in this connexion that Doccherini may be
considered to have definitely fixed the stvle of modern
chember music. His native Italian lyricism obliterates
the hard boundery lines which are apt to obtrude
themselves when thematioc periocds are divided into
preciee sections. By dint of continuous singing, he
bridges over the whole, combinlng his motlfs Intuitive-
Iy, %ith results thet are In no wise inferlor to the
more formel 'working' of the claselos, while they
escape the effect g% deliberation.l

lyalter Willson Cobbett, Cyclopecic Survey of Chember Lusic,
(London: Oxfor: Universit? Press, Hum hLirey Lilford, 1029),
I, 136, (itslics inserted
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’l?ﬁa C mejor :zoncte, reviced by toth Silve an Ysnon,
is the most perfectly constructed of the cor: tas ¢nd conteins
glements of insisht eng ori;inélity whiceh reke 1t o trale
zreat plece of music. The first -ovenent is <llezro, and in

senata form:
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It will be noticed that there is a true development section,
with modulation to the parallel mlnor. Then the surprise
occurs-~the recapituletionr comes in Eb. This key is the
relaied major to C minor, ut neverthelesg, the element of
third relationshin tc the toric is present. Then there is a
long transition, mede necessary because modulatior must ocour
to C major, which 1s not oclosely related tc Ib major. The
second theme end closing theme are repested practically
intact, but transposed to the tonic.

The second movement, merked Largo Assal, presents s
rnuch more 4iffioult probler of anelysis, The first therse is
in C minor, while the second is in Eb mejor (&s was the
recapltulation of the first movement). Following this is a
closing theme, the only one resteted in the erntire moveuent.
After several other melodlies are introduced, the closing
theme reappears, transposed to C minor, with an extension |

ending on the dominant so as to lead into the finel moverent.

The nearest explanation &s to the forn of this slow movenment




is incipient three-part form. In reslity, the Lerszc fors e

prelude for the lest movement:
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The finele ic & true rondo. However, eazch contreasting
section is subdivided, the first having three thenes and the
second contslning a smell ABA section, plur thenatic material
previously stated. It will be elearer if diagrarmed:
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The interestin: part of this mcvement ié the ABSA materisl in
the second contractive seotion, where there is s heavy theme
in € minor, foliowed by e light theme high in thumb position
in b, after which the C nminor theme is repeated., This

passage in b is emphesized by the merking, sul ponticello,

end 1s strangely similar to important passszcs from the other
two movemente of the sonata. Upon this, and other factors of
general thematlc derivation, we base our argunent of early
atterpts at cyoclic form. It is evident that Boecherini was
not uneware cf the gréat recemblance between these theres
which not only ar¢ all in Xb melor, but are likewise identicsl
in reglster and pceition. An important factor concerning |

these particular themes in ¥b is thet they ere the only ones

in that key in the entire composition. The firet one, which




is the main theme ¢f the opening moverment, appeers twvice
{though ouly in the recapitulation in thre keyv cf Ib); the
secund under consideratio; is the second there ¢f the réegio
riovenient; while the third is the thene e have nentioned os

being in the seco:d contrestive cection of the rondos
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The b nmejor sonate, whiclh we heve revised from the
nanuscript, is one of the eessiest to grasp from the stendpoint
of form. Perh:ps 1t is because the sonute is comparetively
easy, or fagile, end is thue naturally simple -nd straight-
Torwerd fomelly speaking.l The first two movements, marked
Largo and illegro, are in sonate form, snd the last mcovenent
is = linuvet-with~Trio. ng Largo hes the regular first,
Becond, and closing themes in the usual keys; and the develop=
ment starts wlth the opening theme in the dominent. The theme
i1s ebandoned after the fourth measure, and medulsticn proceeds
11t wae the ocustom of Boceherini, Cembini, <rd others to write
in two gredes of difficulty. Their works ere large or small
1n the total ooncention, and are labelsd accordingly. Thus,

uartettl snd quartettini; quintetti end gquintettini; conate
and sonatina or sonate facilE.




into the releted minor. The recepituletion is in the tonic,
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elthough the Tirst end seconé themes are considersbly cltered:

Lugo E,gp,. Kecay.
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Lhe sscoud wovenent, £~llegro, ic slmost exactly the

Sane¢ iu planning:
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The development section in toth movements is comparatively
short, coneistiig of avout eighteen measures in esch case.
sequence, moduletion, successive diminished seventh chords,
eéte., 8re the essential ingred{ents of these developnent
sections.

Thne third novement is the iinuetto:
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wack lerge section is in inoiplent three-part form, with a
return to the last phrase of the maln subject in the lust few
bars, There is a Tine eiample of cadence evasion and exten-
slon at the end of the seoound repeated strain.

Next is the sonata in A major, the first of a grouv

of six revised by /Mldfredo ’lattli. (These six sonatas we will

analyze 1n the same order as numbered.) The first sonata




presents difficultles, i the sense that 1t is extiremely free

t .rouskout and it is not eas:r tc determin where each transi-

tion ends auc each: ihene begins.l

A2 e Exp.
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18 can be seen, tihe development section of the illegro is not
to be found in 1ts usual place. Insteed, & very free section,
with modulation, ete., occurs eiter thc restatenment of the
opening theme, and continues throughout the second thene.
The closiig theme 1s repecsted exactly, but transposed to the
tonlc.

The second movement evade: classification, although

it is nearer to sonsts foru that any other. The second thems

is entirely lacking in the recapitulation, but tie closing
theme ls dwelt upon and extended so as to lead snoothly into i

the finel movement:

Lax¢o E-x?. 3P,
fb“g T ST el | MT. in:"_" e, ,
+7 A . DD A D

The finel Allegro shows Boocherini's typicai sonate
form, with the development section pleced after the restete~

ment of the opening theme., In this developmenti section

lohe rirst movement of this sonate in 4 major 1s also pub~
lished as the flrst movement of the concerto in .\ major, but
it is not krown which is suthentiec. Perhaps Boccherini
trunsplanted the entire movement himself. Bonaventurs, 6p.
mn, p"rﬁn 89"92.
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srpesglos, double stons, extensions, etce., may be found, but
the secord there ond closling ther e entsy in tie tonle and are
repeated verbatii. from the expositlorn:

A“Q Exe. ?eta’f.
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Formally, the second sonete is rather typleal. In
the Allegro there is e trausition between the exposition and
the recapituleticn which ocould herdly be caelled a development
section. It is only four meesurss i; length, ¢nd includes &
stetement of the opening theme in the doninent, but is follow=
ed irmediately by the recapitulation with & statenent oi the
sare theme 1In the tonic. The resl development section then
enters, with conslderable key change end free naterizl. The

second theme and closing therie are aimost intact in the

racapltulationt
Aﬂg - B Recap.
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The Largc is very clearly aud sirply constructed.
However, there appecrs to be no closing theme and again the
development comes sfter the restatement of the cpening theme.
The movement is in F major--the subdominent:
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The finzl novement is Jlegro noderato. This tire 1t
i the gzeond therms i the recepnit loilon whiich ir nede to
wnderse changers nd nodulstions rs if it were ¢ developnent
secticn. There ic s codette ot the end of thke closine theme
in beth the exposition snd recapitulation; howevsr, since the
closing theme is rather long end is merxod piu animeto, the
total e.fvet is thet of & code. In this movement, the ;

transitions are cleer and effective:

Alle Ext. Resap. -
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The tidird sonata egain presents quite a problem of
analysis. The Lergo nwvement is reelly in two-part form, but
is so free that the trensitions end extensions are robbed of
positive identificetion. OU(nly one theme ever reappeers, and

thics is for but a reasure end & halfl:

Lavgo A >
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The second movement, isllegro all liilitere, is in sona-
ta forme The first thene does not gppear in the recapitula-
tion, but chords over the saiie bass teke its place in order
to relleve tlhe rionotony of the "March [‘ilitaire" theme. After
the second therne is restated there is & new and lyric theme}
which also helpe relieve the squere rhythne This thene ceannot

be & translition, {or no noduletion ccecurs and it comes to a




definite cadence bvefore the closing theme begins:
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The Minuetto is quite different in structure. There
is no dg eapo, but the second theme is repeated, plus a

codetta. Thus, inciplent three-part form is indicated:

M'mu.ﬁ‘eA B o 2
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Each movement of the fourth sonate 18 in soneta form.
Zach is alons the usual line, with the development taking
place during the recapitulation, We shall discram all of the
moveriente together, since they are so similer in form. Notice

the large number of kKey changes toward the end of the first
theme 1n each recapitulation:

Adagie Exe. Recap.
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The fift: sorete, in F mejor, is & fine exemple cf

Boccherini's typieal formal style. The first wmovement is in
sonata form, but the deyelopment tekes “lece =iter the re-

statement of the eecond thenme:

Alle Exz. S
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The second movement is elsoc in sonaste form, althoush
a closing theme seers lacking in the exposition. There are
several good exemples of effective trensition and extension,
including e four-meesure statement of the opening theme in
the dominant minor irmediaetely before the recapitilation,
vhich starts in the tonic minor. There is also a fine
transition lesding from the firet to the second therme ir the
recapitulation, and an excellent example of cadence evasion

end extension at the end of the movement:
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Likewlse, the final moverient is in soneta form. There
is a short development section of elght measures between the
exposition and recepitulation, and there is a transition
between the first and second themes in the recapitulation,

where a modulation to the parallel minor ococcurs:
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The sixth, in 4 mejor, is the noct populsr of all the
sénatas. This is perhaps due to the nmarvelous nelodic
ingenuity thet is exhibited Soccherini, as well as the clarity
of structure, The openinc idagic is in three-part form, which
only means in this cese that there is & short return to the

first theme towards the end of the nwovercent:

Adagio
%m: : e e \ AfA A=

The Aliegro has some excellent examples of varletion
and extension. There is an intrcduction =t “oth the beginning
and the recepitulation, though the introductions differ. The
first theme of the recaplitulation is greatly extended for

the purpose of development:

Al _ Ex?-
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The finel movement of this sixth sonatz is similer
to the Minuetto of the third sonate, in that the opening
‘theme 1s not restated slthough the other themes are repesated.
In plece of the restatement of the first theme there is a
new melodic seotion, and thus the rnovement 1s incipient %
three-part form: ‘
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We now come to tits comnsideratio: of the finsl two

sonatag-~those revised by slcec Tonl. The first move ent
of the Bb maJor sonata is in two-part forr., with no suggestion

of any restatenent of any of the themes of the first section:

41\.@, - \—lf il

The besutiful second movement, merked Grave, is in
three-part form. There are some excellent exariples of
extension between the first and second themes, Just before
the restatement of the opening theme, cnd at the end of the

novement~=where the extension almost becomes a coda:

Grave
A B A
L T -

The finel movement of the Bb sonata is in d: capo
Minuet style, but the middle section has five separate and

distinet repeated strains:

Minuetto A B

}‘(’ e A ‘

Ik A 3 : \
A Ty <+ ¥

{

:do.o
I\\iar

T EP T

The last sontte here considered 1s the C majJor sonsta,
as revised by Toni. The opening Allegro is in sonste form,
although the second theme is not to be found in the recapitu-

lation. Instead, Boccherini oontinues the development started

soon after the beginning of the recapitulation until the




closing theme is brousht in ageiun:
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The indente is in two=-part iormu-=-or perhops ineiplent
three-pert form, eud ie of very simple scug-like corstruction.
The last helf of each section tekes on the aspect of extension

and veariatlion so as to nieke the final cedence more expressive:
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The final novement, marked Minuetto, is the only
example of strict theme and variations form ancng the sonestas.
Two equal eight~bar phrases form the theme, and there are
four variations all of equal lenzth. The first varistion
exploite the idees of double stoss in eighth notes, with en
ettempt to imitete the smooth, melodic theme. &light thematic
changes, with e change of register and the use of harmonies,

1s the plan of the second varistion. The third variation
exploits the use of triplet eighth notes in paraphresing the
thene; while the fourth varietion emphasizes the harmonic
structure with arpeggios, leaving the theme for the accom=-

paninment:

Minuette
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. PrRT IV Teallization of the Given Bass

and ite LRelstion to the Solo Part

Bocecherini did not provide his 'cello sonates with a

conmplete accompanirient. It wss his custon to write e bass

ist) had to achleve s suitable acoompaniment.l This given

thouzht sufficient indlication of the hermony. And for
Bocecherini's purpose such indication wss sufficlent. The
sonatas were not published during his life as were his
quartets, culntets, etc., rnd they were probably only used

by himself in solo performence., Thus, his accompanist,

end suggestions, had ampls opportunity to construct a good
accompaniment. Furthermore, the harmonic value throughout
all of Boeccherini's works is relatively secondery. The
melodles themselves sre so greceful, end the harmonic struc-
ture is s0 clearly evident, that an accompsniment is not
indispensadle.

«hen writing the acoompaniment toc any cf the 'eello
sonatas, therefore, it should be kept in mind that lightness
1This accompaniment is always arrenged so it can be played
on another ‘'eello, end undoubtedly Boocherini himself often
performed the sonatas with such an eccompaniment.
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beneat!: the solo part, from which the 'certbalist (harpsichord-~

bass had no figuraticns; the two parts together were evidently

agcustomed to his style and able to profit from hls corrections




and simpllelty are the cardinal prineirles. '@ hrve analyzed

harmonically five of th: sonatas--as edited by Platti, Silva,
Zanon, énd £lceo Toni-=-not with the 1de: of zaining =ny
definite data on type chords, fundamental bass novement, etc.,
but in order to determine the stvle whieh thece arrancers
thought to be proper. iny asttempt to tabulate Boccherini's
exect hsrmonic practice from sueh snalysis wouls® he ahsolutely
ir error, but it is possible to ascertain the zeneral st:le
with some acouracy., From the practicsl point of view, we
have attempted to denonstrate our ccnception of the correct
hermonization by =rranging a piano part tc the recently found
Eb majlor sonata.

Although = figured bass is not provided, several
things are evidernt even from a cursory exaninstion of the
origzinal and s study of the accompaniments to the other
sonatas. First, a simple clessic harmonic structure is
predicated--that is, the usual chords and fundementel bass
progression commonly ldentiflied with Boccherini's contempore-
rles, Haydn and llozert, are definitely in order. This clessic
style 1s not difficult to attain in one's sccompaniment if
the common rules of chord cholee and part writing are kept
in mind., Imitation and thematic development are indicested
end musgt be skilfully woven into the harmonizeticn if it i
to be interesting and effective. Finally, the chords must
be arranged so ss to achieve the lightest possible effect-~

all heaviness =nd dryness must be evoided.




The tonie, dominsnt, dominant seventh, subdominent,
dirinished seventh, and supertonic are inplied the majlority
of the time., Certsi: asltered chords, includi:: the Italian
(ausmented) sixth, are sometines indicated., The usual
inversions zre common in the givern bess and ¢ re uzt be
taken to lesad the harmonies clong linss of classic fundarnentsl
bass progression. Iurther, the implications of the non-heracn-
ic¢ tones--perticulsrly suspensions, appoggicturas, and
accented passing tones--ghould not be disresarded. In other
words, goocd Judgment and imagination must be used continuelly
to Interpret Boccherini's intent suecessfulliy.

Below zre the onenlns bars of the Ib sonats as glven

in the criginesl, followes by our sclution:
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It will be noticed only the sirmplest hermonizetion is added.

boecherini giver tre cpenin~ theme to the 'eello ard indicetes
en Lnitatior iu the Yess, It 1s cnli lopicel thet the next
volce enter wit i it-tion~-then the vhrase ic brought to a

£

close with = simple § & suspension. he next phrese besins
witlh & pedal Eb ludicated in the bies, &d thie 1s brousht
out in the right hand with vsrlsticns or the opening mctive,
lote elso in the fourth meesure the omlssion of the usucl
cetave b in the left hand., Unless there is good reasscn all
such octuve pleyinrs should be sbegent fro the esccompaninent,
as it tends to thlcken any rendition.

Afver the first thene ic concluded in the twelfth bdbar,
tle 'cello begins & trensiticn 1lnto the secoend theme with a
gyneopeted flgure, wiile the give:. boss m:rches along on the
bestse Ooue nelocdice Tlgur-tlor was consequently applied in

i chels + the nc ry bub no > take
the righit hand to relieve the ronotony, but nct tc take the

interest from the 'csllo:
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Then, in a few ne:surcs, when the second theme begins it is

Simple to use sgelin the idea of syncopation thet the 'esllo

has just rinx 2ds R
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It is best, wherever possible, to arrange the aocom-
veniment 80 that the harmonies are brought ocut melodiceally,
or at least 1ln arpeggiated style, rather than in block chords.,
In this wa the accompaniment will tend to be lighter and
less static. At the end of the exposition of the first move-
ment, for example, a chronetic melody is siven to the 'cello
while the bass moves diatonically in contrary motion. Instesd
of writing block chords against the melody it was found to be
much clearer to bring the right hend u»n in thirds slong with
the bees, and then to add a third voice in tiirds ::ith the

‘oello to ccmplete the cadence!
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Ag shown above, the different voices should be

brousht in carefully and discontinued logleslly. (bviously,
Lo voice sheould Ye brought Lu sudderly nerely 1o comnlete the
chords t¢nd then b: dropped without varnirg;. If this sugges=
tion is followed corscientiously ¢ srocther accompuninent
will be assured.

It should sl:so be mentlicred here thet it is only
logical to keep the accompeniment from receiving undue atten—
tion from the listener. For this resson, doubling of the
solo part in arn outside velee is generally unwlse; likewlise,
the accompaninert should be kept within & norvial ranze.

Cometii.es Boecherini breaks the ncledic fiow
entirely, seemingly resting on pure, leisurely chord progres—‘
sicn. 11 such cases the intended mood should e keut in the

accompeniment, perhaps by quietly voviug erpeggios:

Thoo - ‘“j




nirrored in the
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Coeesicnslly
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Notlce also in the ahove the strict ssguence, which

comnon feature of Boocherinl's style.

is the use of variation and oontrast in develonin: the
thenatic material.

of the sonata the followlng solution wac

quoted:

One of the most

important

For exanple,

igvices in

sucli arxan
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R — I — —

2ing

after the orenlig four bars

made, as previously




In the recepiltulation
repetition after

change to an cronsmented

ir=t four bars;

e,

fzein illustrating the principle of avolding

Boecherinl deperts from the exact

s 8o 4o we, with the

exect

repetiticn, the closing thene of ths “llegro may be quoted.

The given bass nn” the 'cello part cre repssted exactly, but
the right hend we vrried thematicslly; ond alsc o third voice
was added and the dynanie marking changed:
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hb Tty A got
\\s sy O beo 21 ¥ e
- A ,,_*:i;,w:
ZS?TQS’_
: 1 I 4/—\‘
. - > . < [ Y - T 3 C.
t%“—"’—_ H== - 7}1 i—
e ,::Ld:%:: - —
*’:gt;“—"% 2 e 0 —hr s L oee =g
1 ,‘b_}_T < 1 ﬂ* B B} __é.‘_—j;_




- ,\ TN

leb ?"{‘*\ "0\‘5.11 #:,‘ > ;' - .fg'_;?i— > l
— o \ ,EﬁLi?W“‘thk:E?TA“;fi;Vzg
SN . o M J
ot AU MO ey
1;“F14jF*jT—‘——“L4r7L “““'*‘"";*;‘xijﬁiﬂtél ;;ij:ﬁéj

TP ~ z!l & vit, 2 ‘\'tlvb
~ S e T _ o N\ - = - ® 1 ;
_ﬁ"kﬁ ll‘l_gs__—j\_ Fo o o %% '\*34‘?:
‘j:;k'___;l ity Wi ,_?¥-5L\r,~" “_*L;xﬁj\ﬂ } LA O
Since Boccherinl utllized no exnmression narkines in

~
P

his nuslc, imitative phrasss

R )
bl

through

e use of chanze 1in re:ister and dymanics.

nay be made more interssting

The

= 2
k-
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A8 was siated previously, chords sho.ld bhe arpegglated

or made into maelodl

fragments so as to produce lightnass,

Insgine the difference 1in oharacter If the following two

examples, taken from the illegro, were arranged in dlock

fornation:
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Below 1s an 1llustration of the Italian sixth, which

Beecherini wrote inte the given bass., This is then followed .

by the melodic interval of en auguented second, from which

stems ocur themetic derivetion in the accompaniment:
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Meedless t¢ say, there are times when o theme can be
s8¢ changed rnd Fitted Lo @ new ides thet it tezes on the
&speet of & cornlotoly new melody. [ geod exarple of this is
Y
at the beginnirz ¢f the lust novement. This beautlful
rinuctto is go Alfferent in choracter from the preceding

rioverente that dilreet thenes frow. ther woul? be labored and

tiresome. Accordingly, thils nelody, & themstic Jerivatlon

fron the oneninr theme of the sonatz, was a heppy thought:
'y p oy
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v referring to the coﬁplete accoﬁpaniuent it will
be noted that two and three parts are most generally used in
the\accompaniment. Soretines, of ccurse, there are four or
five parts, as in block chords; and other tinmes only the bass
part accompsnies the 'cello. However, in general & thin but
sufflcient support seer:s best sultéd to the style.

The problens of cadences, modulation, pedal point,
eto., are relativel; easy to solve. They are clearly and
sinply indloated in the given bass end solo part, and all :
that ig required is to fil; out the perts as intercsiingly as

possible. The bess in the cadences progsresses ln the follow~



ing typical sitvle, thoush naturally veried somewhat in esch

apnlicotion: . Lo p
' I I Pl s s s i
A /2R 1 1 ?]tf -

znd the 'cellc pert cenerally helns to define the cadence
with szone such fiszure esi

R 1 tee., ® ov: b, *8 .

o +=Eﬂ—'r—"'—\——~.f):év HH
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I‘odulations offer very few difficulties, since they are likew
wise rather clearly defined by = chromatic alteration,
2iminished seventh, rucnmented =ixth, or & regular codence

fornation in the new key. lany times, too, 3occherini

-

act:isves modulation simdly 7 starting off ¢ new section

-

wilth the new tonic, thus:
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The key system follows closely the traditional usage
of the elassical style: that is, the closely related and the

rext related lays. Iodilations sre not cormonly frequent or

transitory; however, they nay sonetl es occur at unusueal
1

points as compared with conteriporiry prectice.

lsee Part III, Formel Structure.




L few worls gshould also be seil conczrnling the editing

5 Tha gsubject of evbellishrents i1s rather

.._?.

of the solo per
thorouzhly taken c-re of in the sectior cr "elcdic Styles
navertheless, there 1s one point which will seld »oth in the

arranzgins end ~srformance of the =zonstac. This is the old

practice of writine: “_T:'\) ) - @D)_‘;‘”_—
T
N B | "[ | I

--indicatirg that ths sroce note is non-harmonic (aceented

passins tone, neisnboring tore, appogsiaturs, suspension ste. )
ES = 3 i < H ’

— ~
The;r are to be perlorred: U A d— ‘ oy
£ I
1 I ey
- - i SO S N

--and may be weltter thus in the realizztion.
Boceherini indicated 1ittle or nothins in the way of

bowins and finzoring. Tho2se natters are left to the arrenger,

ct

[0}

who is free tc use tle best and no nodern fingerinss and
bowings if they do not clhienge the sssentizl style.

The matter of cadenzas is litewice left to the
arranger, Roecherini indicated nco ccdenzas whatsoever, but
it is surely proper to Insert the: in traditional fashion, :
just before the final cadences of either or both the first |
and second rnovenents. Care nust be tzken to use essentially
variations on naterial previcusly heard in the movement, and
the degree of difficulty rmuust be consistent with that of the

scnata.l

1Johenn Joachim Quantz, Versuch einer sinweisung die Flote

traversiere zu splelen, Foreword arnd notes by frnoild tchering,
eipzig: C. Fe. nannt Nachfolger, 1906). UHerein Quantz

givee intcrestin rulee Tor writings calenzas (1752). He says
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doecharinl mekoes full uce of 'cello tachnie in the

. s
suilo part. lepoe ravice 12 explolted, }*w y=positicn is
L - ~ . . - N PR 3
censislenily orrrent, nd harmonles, doubls stung, and chords

are a Irecuent occurrence. However, nodifiestions should be
Loregessyyy Tor exormle, this suddern and ¢ifficult

ski, intc tre thu:™ position (b malor sonate):

P v %)
o | " /%\.\f —. ) [TH )'.:__.'.:_9‘ :',, "g - P
P et e e PO TP R [
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is mede sinmple and effective by transposins the passage down

an octave, then inverting it so as to use the open G string

in pedal point:

/3 V , _
EMl=ccit s rnman patiscipilEan R

Somotlinel possages which are indeed si:ple to Tinger
in fixed thunb nositlon nay be nade nore effective nelodicelly
by changing positicr sc s to keepn ithe passage on the same
string. Tor exmmle, *he following ls the opening of the

C major sonata--played in thumd position it is scmewhat

(Quantz on oadenzas, continued)--that the talented performer
should be able to improvice : good cadenza in perfcrmance,
making it different each time., In case of any doubts as to
cna's gbillity along these lires he suggests that 1t 1g come=-
times advisable to have cedenzas prepared 1n the various keys
to insert whew needsd {althoulh he adnits these are llalle
to be inconsistent with the mood of the composition).
Yinelly, if one has no tale:nt or ime:instion, he 1s to write
in & cadenza based on the themes of the oomposition. This
laet rule haoe hazgore ocur nmodern one,




sasler, but it 1s more effective when played entirely on the

A string:

A
*
iy
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e/

fue nrocedure, of course, is definitely rones if used %o
excess, pnd hieshilr teeinical nessages are slwavs hatter left
with the simnlest of fingerines snd with & minirum of shifting.
Tarmonicr may be used with good effect, narticularly
in the cadenzas, while double stons and chords sere very
freauent, The chords zenerally cccur at cazdences, and many
times ¢an be reervanced for bstter effset and ease of cxeecu=~
tion. Tor examnlz, *he Pollowia~, from the "h sonata, has

2t ler~8t two hetter versions:

'Jl

‘\A.ﬂ

The following chord (from Crepes' arrangement of the C najor

sonste) i8 broken in the reviesion by Silve (as in his copy of

the original):

. o & s e ,___? Ff\
S=an EEm———

'nd ehords or armz-7ios like these are often arranzed so as

to take sdvantzre of the peda) effect of the conen strina:
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T'ouble stops of sll varieties sre used frequently and
effectively. ‘ihey ere so meny snd veried that any attempt
to show examplcs here would Ue useless; .ulic éubjeci is in-
cluded in our discussion on ..elodic Liylc. owever, it may
be seid that most or the extended passeges Boccherini rote
i double stops ure .nteuded for the thun, sosition, wnc &re
ratiier cut-ana~driecd es iar at [lngerin.s are conceraned.

Special eirrects, sueh us pizzicatou end gul poaticello,
ere sparingly i.aicated, slthough they iway be interpcleted
in certain passsges. ror instance, chords nay Le played
pizzicato a8 well r8 bowed if & softened eifect is desired.
Also, certain nessages or movements misght conceivavly be
nuted if such sn effect is consistent with the mood.

it least one very effeotive ponticello vowing is
indicated by Boceherini in the rondo oi ihie schobe in C major.
It is 8 sprightly end comicel passege (in «b major) high in
thunb position, inserted between heavy snd serious themes 1in
C minor.

At a1l times the mood must ve lnterpreted careiully
end the style should ve kept in mind. ,slthougi there 1s no
definite rulc, it seems a good idee to keep drynamic markings
in "stairstep” formation--that is: definite changes in
intensity should come between figures, plir:ses, Cr noveudnis~-
rather than the romentic use of long interpreiive crescendi
end decrescendi. The music gencrally seems to dictate such

practice and it produces effective results. .Jaicther delight-~




ful effect is gein=d by a certe’n
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PART VO Conelusion

Gur attempt hee ween, in the four sections of this
work, to throw sone lisht on the style of Luigl Eoecherini.
iore specifically, we have analyzed the ten 'cello sonetas
from all anzles possible, in order to acquire & knowledge
of the style which mizht be translated into both words &nd
music. The obvious result of our study is the revision of
the sonata in b major, with e view to demonstrating our
conception of how to deal with the style--along with the
sincere desire to contribute'something of value in the field
of 'cello musiec.

A short historical background hes been presented,
ineluding the history and technic of the gembe and the fcello,
as well as the story of Boecherini's life and his composi-
tions. Such & background is not to be construed as an end
in itself, but rather as an attempt to acquaint the resder
further in the knowledge of Booccherini's true place znd
function in the world of the 'cello and 'cello music.

In the anelysis it has been shown that the melodio
practice of Bocoherini was rich and veried. All sorts of
devices are found in the melodic line, includinz certain
non~harmonic tones, embellishments, arpeggios, double stops,
pedel point, etc. Unusuzl lesps give e delightful flavor to

the line, while the rhythmic usage 1s perhaps the most

79
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important sinzle faetor in makinz Boocherini's melodice style
besutifal =nd stron,

Porrielly, Twoct erinl was neo counservative, nor d4id he
gehileve & strict formsnl stvle. This ig one of the most
irmportant aspects of his rusic, but at the sanms time it is
probshly the moct difricult to explain in detail and with
definiteness, ¥e uses varied forns, enphasizing sonata form
but elsc using three~sert, twoe-part, ninuct-with trio,
trene end variations, andé rondo form. The development section
(within sonats form) is penerelly contained within the
recaepitulotion, theouzh this is not slways the case. His
free melcdie lire rneariv ¢lways carries precedence over

reguler phrase~length, which tends to nmeke definite thenme-

endings and obvious tre;csitions rather infrequent. The key

= 1%

T
.

i

(45

syster. is reguler he clussicel sense of the word, lnecluding
the closely related asnd next releted keys. Oertein presenti-
mente of the future, including third-relationship and cyelio
form, are to be found in a primitive state.

aneed Bocecherinit's exhibition of formal freedonr is
refreshin: in comparison to the perfected, box-lire,
"Pruscianized” forrmal structure which is so prevelent e
conception of classic form. Boecherini did not fsll into the

error of fitting his music into ¢ strict and pre~-conceived

r:0ld; rather, the form wes fitted tc the music secording to

the dietetes of the melodic line.
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Thus, Boccherini's claim to a »lzce among the list of

Fe xnew perlectly
time, yet he knew
wes not airaid o
aci:ieve his cosal.
ir a statement by

Cyeloncdlie Buprve s

truly sreat end i-

of all time.l

to orystallize.

iluential composers ca: hardly be denied,

~y

a1 thc tradiilons end procetices of his

s}

n

toc thet nusic i

y!

a

¥

3 urJeetive art snd he
tTr thosa devlees which would hely» hilnm

Zoeehorini's inmportance is welle-avaluated
d. Sondheiner, teke: from Cobbeitt's

of Cramber usic:

The technic of string irnstruments, whiech, in con-
formity with the denands of the developnent in style,
progressed during the eighteenth century from almost
primitive sirmplicity to all~embrucing bdbrilliance, was
led on to its finsl stege by Boecherini. £t the present
day, it ney scen the permanent artistic value of
Boecherini's work is but small, His personality wes,
indeed, soon t¢ he overshadowed by the elzssical
nasters, but, in the history of musical development at
least, he dcserves e nlace anons the »rinei el conposers

In the field of 'cello rmusic, particulsrly, Boecherini
is certainly the first great virtuoso to write extensively for
the instrument--:nd indeed, the only one we hear tode: who
wrote in the beautiful, melodious style of the early classical
perlod, Joon after Boccherini, Romberg and other masters
bezan to write for the 'cello, but their music was more in
the bravura style, end it was not until Beethoven and his

works for the instrunent that our nodern style really began

lcobbett, Up. eit., p. 141.

S ——




Heverthelecss, within the 'cello music of Bogcherini

are to be found the cimplect and most n:tursal prinecinles
underlying the art. Thoue principles heve not been forgotten,
and cannot be forgotten, for certzin tenets ¢f melodle

beeuty, formel ingenulty, =nd hernonic teste will always

remain with music.




Boccherint

sonata "¢
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