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INTRODUCTION 

Richard A. Monaco composed his First Sonata for 

Trombone and Piano at an important juncture in his life. 

Nearing completion of the degree Doctor of Musical Arts in 

composition at Cornell University, he felt compelled to 

choose between a possible career as a jazz trombonist or a 

career in higher education.1 Although he chose the latter, 

and performed brilliantly in that role, he continued playing 

trombone until illness forced him to take to the piano as a 

creative outlet. 

Monaco was a superb jazz trombonist, capable of 

performing at a professional level,2 yet the world is no 

worse for his decision to pursue academic life. Certainly, 

his life in higher education provided the freedom he needed 

to engage fully in the wide range of his musical interests. 

Monaco was not only a composer and trombonist, but also a 

conductor of both choral and instrumental music, and a 

reviewer and critic. He organized and conducted a 

professional chamber orchestra in Oxford, Ohio and for 

William Richardson, "Program Notes" for a Faculty 
Recital at the University of Wisconsin-Madison, 
September 27, 1985. 

2 
Robert Palmer, in a telephone interview, September 

20, 1988. 



several years served as a member of the editorial staff of 

the Music Library Association's publication, Notes. 

He was by all accounts a brilliant man. Those who knew 

Monaco describe him as insightful, intelligent and witty. 

These traits are apparent in his music. The music contains 

elements of jazz, folk song, hymns and chant. Monaco 

himself acknowledged the influence of Stravinsky and 

Copland. In his compositions, these elements are woven into 

a unique musical texture, the product of a distinctive 

musical imagination. 

Most of Monaco's work remains unpublished, therefore 

details of his life and compositional output are not widely 

known. Besides presenting a biographical section that may 

remedy this situation to some extent, this paper will 

examine the sonatas for trombone and piano as well as other 

pieces which seem to be important in defining his work 

stylistically. Monaco's early works, particularly the First 

Sonata for Trombone and Piano, are influenced significantly 

by his teachers, Hunter Johnson and Robert Palmer. 

Compositional practices of theirs which seem to be 

significant in Monaco's work will be discussed as well. 

Monaco was an extraordinary individual with a 

distinctive musical imagination. It is the author's desire 

to promote a greater awareness of the man and his work. 



Chapter I 

RICHARD A. MONACO: A BIOGRAPHY 

Monaco was born on January 10, 1930 in New York City. 

As his father was an army physician, Monaco spent some of 

his childhood in Texas, but by his early teens the family 

had returned to New York. Accounts of his early years in 

New York are incomplete, but by his mid-teens Monaco was 

traveling regularly on weekends with a band playing the 

black clubs in New York City. That he was accepted by the 

black musicians at the tender age of fifteen or sixteen is 

testimony to what must have been considerable ability on 

jazz trombone. A colleague of his in later years described 

his jazz playing as first-rate. He was a be-bop player, 

influenced by J.J. Johnson and Kai Winding. His jazz 

experiences were varied. He played in large ensembles, 

small groups, and even as a teen-ager, was known to seek out 

the occasional jam session. He spent some time on the road 

with the Buddy Morrow Orchestra and often substituted with 

traveling bands as they passed through his area.^ 

1 
Ann Rittle-Monaco, in an interview with the author, 

July 31, 1988. 

2 • 
Richard Wang, in a telephone interview, September 29, 

1988. 



Monaco attended New York University from 1948 until 

1950 when he transferred to Cornell. He finished his 

undergraduate degree at Cornell in 1952 and stayed on to 

complete a Master of Arts in music in 1954. At Cornell, he 

studied theory and composition with Hunter Johnson, Karel 

Husa and Robert Palmer, and musicology with William Austin 

and Donald J. Grout. He was at work on a doctorate in 

musicology when the decision was made to begin a doctoral 

program in composition at Cornell. While Monaco possessed 

many talents, bibliography and research were not among them. 

He entered the new program, which had been designed 

partially with him in mind,3 and finished the degree in 

1960. His dissertation was in two parts? Part I was a 

Symphony for Orchestra, and Part II, an essay on the music 

of Hunter Johnson. 

While a student at Cornell, he played jazz regularly on 

weekends and took whatever union jobs were available. He 

also found time to do some conducting, serving as Musical 

Director of the Ithaca Civic Opera in 1954 and the Assistant 

Conductor of the Tri-Cities Opera in Binghamton, New York, 

in 1956.^ 

In 1957, Monaco accepted a teaching position in the 

public schools in Oxford, Ohio, on the recommendation of 

3 
Robert Palmer, Interview. 

^Richard A. Monaco, Curriculum Vitae. c. 1973. 



Everett Nelson, Chairman of the Department of Music at Miami 

University in Oxford. Nelson's plan was to have Monaco in 

Oxford and to add him to the faculty at Miami at the 

earliest opportunity. In 1959, Monaco was appointed 

Professor of Music and Director of Choral Activities, not at 

Miami, but across the street at the Western College for 

Women. He remained in this position until the college 

closed in 1974, at which time it merged with Miami 

University.^ 

The years in Oxford were productive for Monaco. During 

this period he completed his doctorate at Cornell and began 

composing in earnest. Compositions from this period include 

Symphony Number I. Quartet for Strings and Piano. Three 

Miniatures for Woodwind Quintet, Three Pieces for 

Flute,Clarinet and Bassoon, Sonata for Trombone and Piano, 

incidental music to "As You Like It" and A Company of 

Creatures, both for chamber orchestra, Five Pieces for Flute 

and Clarinet, and incidental music for the plays "When We 

Dead Awaken", and "Prometheus". Besides the instrumental 

music, he composed numerous vocal works including Four Songs 

for Literary Nay-Sayers for men's voices, All Flesh is 

Grass, for soprano solo and organ, The Waking for soprano 

and piano, several cantatas for mixed chorus and women's 

chorus, including The Magnificat, for mixed chorus, soloists 

^Ibid. 



and orchestra which was commissioned by the Columbus 

Symphony Orchestra and the National Endowment for the Arts. 

It was first performed on March 16, 1969. 

Other commissions from this period include the cantata 

Songs of Joy, and Pied Beauty, for children's choir and 

organ, guitar, bass and drums, both commissioned by Holy 

Trinity Church in Oxford.^ 

He composed several anthems for mixed chorus and organ, 

for children's chorus and for women's chorus, and he 

arranged over forty spirituals, folksongs and folk-rock 

pieces for the Western College Choir, for congregational 

singing and for jazz ensemble. The heavy concentration of 

vocal music is tied to his position as Director of Choral 

Activities at Western College, a position which appears, on 

the surface, to be incongruous with his early training as a 

trombonist, yet which was completely in keeping with his 

nature. According to Harold Samuels, his roommate at 

Cornell, song was Monaco's most natural means of expression 

— it was his heritage."^ 

After he completed his doctorate, Monaco continued his 

training in composition. He attended Tanglewood in the 

summer of 1963 where he studied composition with Roberto 

6Ibid. 

7 
Harold Samuels, in a telephone interview with the 

author, September 21, 1988. 



Gerhard and attended seminars with Aaron Copland and 

Wolfgang Fortner. 

Copland and his music had a profound influence on 

Monaco and his musical thinking. In a review of Copland's 

Music for a Great City, Monaco wrote, "If our critics were 

not obsessed with the unique, and our audiences with the 

familiar, this genre of music might be standard fare on our 

concert programs (no festivals, no ballyhoo). Music for a 

Great City is symphonic in structure and scope (short for 

Copland, long for those who eschew themes, development, 

recapitulation)."8 

In 1963, Monaco founded the Oxford Chamber Orchestra as 

an outlet for his desire to conduct. It was a fine ensemble 

composed of Miami University faculty and members of the 

Cincinnati Symphony. Monaco's interest in orchestral 

conducting is evidenced by his attendance at an American 

Symphony Orchestra League Workshop in Orkney Springs, 

Virginia in the summer of 19 65, where he studied conducting 

with Richard Lert.^ He also received a grant from Western 

College to observe rehearsals at Aspen, Colorado in the 

summer of 1963.̂ "® 

8 
Richard Monaco, review of Music for a Great City by 

Aaron Copland (New York: Boosey and Hawkes, 1965), 
Notes of the Music Library Association XXIII/4 (June 
1967), 833. 

^Monaco, Vitae, c. 1973. 

10Ibid. 
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Awards and honors from this period of his life include 

American Society of Composers, Authors and Publishers awards 

in 1970-71, 1971—72, and 1972—73. In 1973 he was 

commissioned to author the articles in The New Groves 

Dictionary of Music and Musicians on Hunter Johnson and 

Gordon Binkerd.11 

1973 and 1974 were critical years. In 1973, he 

underwent surgery for the treatment of the cancer that was 

later to take his life. Although he fought his illness off 

and on for the next fourteen years, his spirits were never 

dampened to the point that he could not function. He 

maintained a full and active life for most of those years. 

Indeed, some of his best, most important works came from 

this period.12 His later pieces include the Concertino for 

Trumpet, Strings and Percussion (1983), the Duo for Trumpet 

and Piano (1982), Scherzo, for piano and strings, 

commissioned by the Chanticleer String Quartet with a grant 

from the National Endowment for the Arts (1981), Passamezzo 

Variations, for the University of Illinois Trumpet Ensemble, 

commissioned by David Hickman, the ensemble's director 

(1981)' The Waking, for chorus, organ, string quartet and 

clarinet, commissioned by the first Unitarian Church of 

Cincinnati (1980), Four Songs on Texts by Yeats (1977), a 

1:LIbid. 

12 
Ann Rittie-Monaco, Interview. 



brass quintet which was later reworked and titled 

Divertimento (1977), and the Duo for Violin and Piano, 

commissioned by Erika Klemperer and Eleanore Vail (1978). 

A year after the onset of his illness, in 1974, the 

Western College for Women closed its doors and merged with 

Miami University, its larger neighbor. Monaco accepted a 

position as Head of the Department of Music and Professor of 

Composition at the University of Illinois at Chicago. In 

1979, he resigned as Head of the Department but stayed on as 

Professor of Music and in 1982 became the Director of Choral 

Organizations.13 In 1987, failing health limited his 

activities to a large extent and in the spring of that year 

he passed away. 

Monaco was a truly unique musician. He achieved 

significant stature in at least three areas of musical 

endeavor; as a jazz trombonist, as a conductor (orchestral 

and choral), and as a composer. His achievements in any one 

of these areas would have been sufficient to ensure his 

place in the musical world. Yet he excelled in all three. 

Of all his musical pursuits, however, the compositions 

are the most likely to provide a legacy for Richard Monaco. 

The variety and the volume of music he wrote are as 

remarkable as the man himself. The works are divided among 

choral works, some with orchestra, and instrumental chamber 

13 
Richard A. Monaco, Curriculum Vitae. c. 1982. 
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pieces and solo songs. His symphony, written as part I of 

his DMA Thesis, seems to be the only piece for large 

orchestra alone, although there are several works for 

chamber orchestra and for soloists with strings. Also, the 

large choral works are accompanied by full orchestra. 

Influences in his compositions come from several 

sources. Eleanore Vail, a colleague of Monaco's at Western 

College, says that he often used a cantus firmus in his 

music. He also wrote passages based on hymns, folk song 

and, of course, jazz.14 Gregorian chant can often be found 

in his work and, in the works since 1973, the date of his 

first cancer surgery, an increasing use of humor.^ 

14Eleanore Vail, "Some Notes on the Music of Richard 
A. Monaco", in the program for a memorial service 
for Richard A. Monaco, Western Campus, Miami 
University, Oxford, Ohio, June 14, 1987. 

15 . 
Rittie-Monaco, Interview. 



Chapter II 

EARLY INFLUENCES: THE FIRST SONATA FOR TROMBONE AND PIANO 

Monaco's earliest influences are clearly those of his 

teachers at Cornell, Hunter Johnson and Robert Palmer. 

Hunter Johnson was a Visiting Professor at Cornell during 

Monaco's undergraduate years and his professor of harmony 

and composition. By the time Monaco wrote his dissertation 

essay on Johnson's music, the two had become close friends. 

Johnson is an American composer born in 1908 who resides in 

Benton, North Carolina. Although his output of works is 

fairly small, and innovation has not been one of his major 

concerns, his music is exciting, unique and original. 

Monaco acknowledges his indebtedness to Johnson in the 

preface to his dissertation where he says, "... and it is 

only recently that I have come to realize the strong 

influence his music has exerted upon my own compositions. 

Johnson's uniqueness is due in large part to his 

melodic and harmonic language. He makes extensive use of the 

octatonic, or eight-note, scale. This is a scale whose 

principal feature is the alternation of whole and half 

1 
Richard A. Monaco, The Music of Hunter Johnson. 

Doctor of Musical Arts Thesis, Part II, Cornell 
University, Ithaca, New York, March, 1960, "Preface". 
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steps. It was known and used by several composers at the 

beginning of the twentieth century. In his Thesaurus of 

Scales and Melodic Patterns. Nicholas Slonimsky points out 

that Rimsky-Korsakov mentions the use he made of an eight-

note scale# formed by alternating major and minor seconds, 

in the composer's Chronicle of Mv Musical Life.2 Olivier 

Messiaen, too, was fond of the scale. He referred to it as 

a scale of limited transposition; that is, it has only two 

transpositions before it begins to duplicate itself by 

enharmonic equivalence. Messiaen favors its use, among 

other reasons, since it provides a tritone for every note in 

the scale. The tritone is a favorite interval of 

Messiaen's. He often uses it, descending, in cadences.^ 

Hunter Johnson normally uses the form of the scale that 

begins with a whole step and ends with a half step (Fig. 

I).4 

; L „ "=Z=-, •? P ' ' 1 

Fig. 1 
Hunter Johnson's form of the octatonic scale. 

2 
Nicholas Slonimsky, Thesaurus of Scales and Melodic 

Patterns, New York, Coleman-Ross Company, Inc., 1947, ITi 
3 • 
William W. Austin, Music in the Twentieth Century. 

New York, W.W. Norton & Company, 1966, 392. 

^Palmer, Interview. 
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Robert Palmer, on the other hand, another of Monaco's 

teachers and Professor Emeritus at Cornell, uses the 

alternate version of the same scale. His version begins 

with a half step and ends with a whole step (Fig. 2).5 

^ / ?' tj * Jfi £ 

Fig. 2 
Robert Palmer's version of the octatonic scale, 

In his dissertation essay, Monaco speculates that Palmer's 

use of the scale is a result of his early association with 

Johnson.^ 

Monaco goes on to point out how Johnson typically 

alters the scale by raising the third and the fifth. 

Frequently, he uses the the third and the fifth both 

diatonically and altered in the same passage."^ The use of 

this scale with its lowered third and other chromatically 

inflected degrees creates a jazz atmosphere in a great deal 

of Johnson's music. Jazz is, indeed, an important element 

of Johnson's music, as it is in Monaco's. In both cases, 

however, jazz elements appear as an integral part of the 

5Ibid. 

£ 
Monaco, The Music of Hunter Johnson, p. 4. 

7 
Ibid,, p.5. 
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composer's overall style rather than as a conscious attempt 

to incorporate them into the music. Examples of the eight-

note scale are found also in Monaco's earlier works, 

particularly in heavily jazz-oriented movements such as the 

third movement of the First Trombone Sonata (Fig. 3). Here, 

allowing for a chromatic inflection (lowered seventh tone in 

in. 

Allegro molco 

h ,t >P fbyfa. i • 
(J f 

i 
Fig. 3 
Richard A. Monaco, First Sonata for Trombone 
and Piano, mov.t III, mm. 1-6. 

measure six) and an enharmonic equivalent (C-flat = B, also 

in measure six), the octatonic scale in the form used by 

Robert Palmer (Fig. 2), transposed to D, appears in its 



15 

entirety. In the next three measures (Fig. 4) of the same 

movement, the scale again appears transposed to E-flat, with 

a chromatically altered fifth degree (A-natural = B-double 

flat) appearing in measure 9. 

Fig. 4 
Richard A. Monaco, First Sonata for Trombone 
and Piano, mov't III, mm. 7-9. 

In the next measure (measure 10), the same melody appears in 

the trombone part, transposed up a fifth to B-flat (Fig. 5). 

(M) (10 

"3 

Fig. 5 
Richard A. Monaco, First Sonata for Trombone 
and Piano, mov't III, mm. 10-14. 
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Whether Monaco's use of this scale was due to the influence 

of Johnson or- Palmer (which is more likely, since he uses 

Palmer's form and Palmer was his major professor), its use 

goes back to Johnson and is an important element in the 

compositions of all three men, although Monaco seems to 

dispense with its use in later compositions in favor of a 

more personally worked out harmonic idiom. 

In the expansion and development of his themes, Johnson 

uses traditional techniques, often in a very personal way. 

These include augmentation and diminution, although he may 

apply these procedures to only a fragment of a motive. In 

his paper on Johnson's music, Monaco cites some examples of 

Johnson's motivic development. These are given here (Fig. 

6) . 

Fig. 6 

a) 

I-

b) W. 

c) a m r-jUjJ r i g s 

Hunter Johnson, Letter to the World. Suite for 
Chamber Orchestra. 
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Note the similarity of Figure 6 (c) to the following passage 

from Monaco's First Trombone Sonata (Fig. 7). 

I 
Fig. 7 
Richard A. Monaco, First Sonata for Trombone 
and Piano, mov't III, mm. 119-123. 

A considerable amount of imitative counterpoint is 

characteristic of the styles of both Johnson and Monaco. 

Monaco gives the following example from Hunter Johnson's 

Piano Sonata:® 

•m 
Fig. 8 
Hunter Johnson, Piano Sonata, 

8 Ibid., p. 10. 



18 

Monaco, too, uses imitative counterpoint as a means of 

formal expansion. Indeed, canonic imitation, often at the 

fifth (one of his favorite intervals), is a signal 

characteristic of Monaco's style generally and it is a 

feature of his later works as well (Fig. 9, 9a). 

tkpcdd 

Fig. 9 
Richard A. Monaco, First Sonata for Trombone 
and Piano, mov't I, mm. 88-97. 
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fltky J« m 

Fig. 9a 
Richard A. Monaco, Divertimento for Brass Quintet, 
mov't II. " " " 

The rhythmic influence of Stravinsky is obvious in the 

works of both Johnson and Monaco. Many of Johnson's works, 

especially the Concerto for Piano and Chamber Orchestra, 

contain short polymetrical passages complete with ostinato. 

The end result, however, does not exhibit as much a 

similarity to Stravinsky as it does " ...superbly executed 

improvisations", according to Monaco.9 

Johnson's harmonic practices borrow heavily, in a very 

natural way, from jazz. He frequently uses triadic harmony 

with added sixths and sevenths, triads with both the major 

and minor third, and, in the melody, a rise from the 

Ibid., p. 16. 
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lowered third to the lowered fifth.10 At other times, his 

harmonic language may be the result of his counterpoint. 

Often, the harmony is implied in the organization of the 

melody which is constructed so that triadic implications 

create small tonal cells.11 All of these practices are 

found in Monaco"s compositions as well. Figure 10 shows the 

opening theme of the First Trombone Sonata. 

Alkfro 

ill 

f f̂ i 
J J JJJj JJ'H'J 

J J1 J J1 J J 
Fig. 10 
Richard A. Monaco, First Sonata for Trombone 
and Piano, mov't I, mm. 1-11. ~ " 

The interval of a perfect fourth obviously figures strongly 

in this melody. At this point, the harmony consists 

in̂ Q-̂ ily of an off—beat pedal point, but later, in measure 

10 

11 

Ibid., p. 18. 

Ibid., p. 22. 
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17, he derives harmonies in fourths with added seconds (Fig. 

10a) . 

Fig. 10a 
Richard A. Monaco, First Sonata for Trombone 
and Piano, mov't I, mm. 17-21. 

Johnson's influence on Monaco is very clear, at least 

the First Trombone Sonata. Monaco uses the same 

resources as Johnson in his harmonic derivation, e.g. the 

octatonic scale and harmonies derived from melodic 

construction or as the result of contrapuntal activity. 

Rhythmic drive is an important element in each composer's 

music, although in Monaco's case, the rhythms are somewhat 

more refined and seem to be more organically derived. 

Most importantly, both men's compositions seem to be deeply 

rooted in the jazz tradition, which contributes to their 

singular sonorities. Several authors have commented on this 

aspect of Johnson's music. Paul Rosenfeld, writing in 

Modern Music in 1938, names Johnson as one of a group of 

promising young American composers and calls him the first 
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important southern composer since Gottschalk. Rosenfeld 

refers to Johnson's uneven polythythms, syncopations and 

"blue-ish" phrases, and says the music has "a rich and 

sorrowful background. 

Vincent Persichetti was more critical of Johnson's 

music. Writing in Musical Quarterly in 1953 about Johnson's 

suite for chamber orchestra, "Letter to the World," 

originally commissioned by Martha Graham, Persichetti says, 

"It contains as many thematic ideas as any four major works 

outside this category so that a Mozart could produce a 

lifetime of variations on the tunes from one p i e c e . H e 

goes on to call Johnson's structures weak and his ideas one-

sided. He does admit, however, that the music is "...stimu-

lating and rewarding regardless of its weaknesses." 

Monaco, too, recognizes this weakness in Johnson's early 

works, but says, "His intensified interest in contrapuntal 

technique has curbed the all too bountiful flow of ideas 

. . . In the Trio (for flute, oboe, and piano), however, we 

find a work which is far more economical in thematic content 

.,15 
• • • / 

12 
Paul Rosenfeld, "The Newest American Composers," 

Modern Music XV (1938), 155. 

13 • 
Vincent Persichetti, "Review of Records," Musical 

Quarterly XXXIX/1 (1953), 154. 

14Ibid., 154. 

15Monaco, The Music of Hunter Johnson. 11. 
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Persichetti did recognize the uniqueness of Johnson's 

sound when he wrote, "Hunter Johnson's music is of a very 

special kind. It is arresting in sheer sound and steals the 

attention of those low-pressure listeners with respectable 

and cool blood streams whose minds would normally wander off 

to a more virtuous type of tonal order. 

Monaco's music, particularly his earlier pieces, share 

something of this sound. The jazz influence, when not 

boldly displayed, is always just beneath the surface of the 

music. 

The other important teacher and influence in Monaco's 

early life as a composer was Robert Palmer. Palmer was 

Monaco's major professor in graduate school at Cornell. 

Born 1915 and still living, he was Professor of 

Composition at Cornell from 1943 to 1980. According to 

William Austin in an article on Palmer's music in Musical 

Quarterly, Palmer relies on two techniques of composition; 

1) imitative counterpoint, and 2) expansion of phrases by 

varied repetition of melodic motifs within them leading to 

intensified climaxes.^ Austin goes on to say that the 

simile used by Poulenc to describe Hindemith's music could 

be used equally well with Palmer: "What I like about him is 

16Persichetti, "Reviews of Records," 153 f. 

17 
William Austin, "The Music of Robert Palmer," The 

Musical Quarterly XLII/1 (January, 1956), 36. 
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that lyricism, at once heavy and agile, like mercury. 

Austin contends, however, that, unlike Hindemith, Palmer's 

music never lapses into squareness — — his weighty agility is 

1Q 
tireless. 

Palmer's themes are normally singable melodies, clearly 

exposed, rhythmically either soaring (see fig. 11) or 

thrusting aggressively (Fig. 12), never squared off or 

Lento (J *M) > 
SaUVIn 1^1 . "I >. 

Fig. 11 

Robert Palmer, Chamber Concerto No. 1. (1949). 
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Robert Palmer, Chamber Concerto No. 1, (1949). 

periodic. The soaring type is normally based on a 

moderately slow pulse and allows for considerable 

expressiveness, while the thrusting rhythm usually occurs in 

a faster tempo.^ 

•^Ibid. , 38. 

19Ibid. 

20Ibid. 
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Discussing Palmer's harmonic practice, Austin says that 

his use of the octatonic scale opens up a limitless realm of 

enharmonic ambiguity, and that, while Palmer does not dwell 

too much on the polytonal possibilities inherent in this 

scale, those possibilities do seem to have their effect on 

his counterpoint. Palmer's use of the scale with its "blue 

notes", combined with his characteristic rhythms and 

polyrhythms results in music, like Hunter Johnson's, with a 

distinct jazz sound (Fig. 13).21 It is instructive to note 

AH«gra« moHo 

Fig. 13 
£ 

Robert Palmer, Piano Quartet. 

the similarities between the example in Figure 13 and the 

following from Monaco's First Trombone Sonata: 

Fig. 14 

Richard A. Monaco, First Sonata for Trombone 
and Piano, mov't III, mm. 181-184. 

21 Ibid., p.40 f. 
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Counterpoint is a vital ingredient of Palmer's harmonic 

style. Even when one melody predominates, the accompaniment 

usually contains something of melodic interest to justify 

the dissonance and contribute to tonal drive.22 

The similarities between Palmer's music and Monaco's 

are obvious. For that matter, the similarities between the 

music of Monaco, Palmer and Hunter Johnson are clear. All 

three composers write music with clear melodic themes, 

derive much of their harmony from contrapuntal activity, use 

complex rhythms with constantly shifting, syncopated 

accents, and evoke a strong jazz feeling in their music 

through the use of the eight-tone scale with its lowered 

thirds and fifths and its tonal ambiguity. There is no 

doubt that Monaco's First Trombone Sonata comes directly out 

of this tradition. 

Yet another similarity is their use of sonata form. 

All three use the title "sonata" among their works, and in 

each case, their sonatas are among their best, most 

important works. Robert Palmer testifies that, in his 

opinion, the sonata structure, with its emphasis on thematic 

material, development and recapitulation, is still a vital 

force in the twentieth century, particularly among American 

composers. J 

22Ibid., 44. 

23 
Palmer, telephone interview. 
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The significant difference among the three composers is 

that, while Johnson and Palmer had reached full maturity by 

the time Monaco composed his First Trombone Sonata (1958-

59), Monaco himself was just beginning to find his own 

voice. While he actually never strayed too far from his 

roots, the Second Sonata for Trombone and Piano, written in 

1985, two years before his death, exhibits some interesting 

differences. 



Chapter III 

THE LATER WORKS: THE SECOND SONATA 

It has already been stated that from the time of the 

onset of his illness, about 1973, Monaco consciously 

attempted to use more humor in his music. This is indeed a 

characteristic of his later works and in some remarks given 

before a performance of his Divertimento for Brass Quintet 

(1984), he tells the audience of the difficulty he finds in 

writing humorous music, "I discovered in the process of 

composition that comedy is more difficult than tragedy.m1 

He goes on to tell the audience about the Divertimento: 

"The most important point for the listener to 
bear in mind is that the work is a divertimento; 
that is, it's a work meant to be enjoyed by the 
players and listeners alike. You'll hear many 
short melodies that have passed through the filter 
of the composing mind. Scraps of marches, bits of 
Stravinsky and Satie, circus tunes as well as 
plainsong all provide the melodic foreground of 
the music. The harmony, rhythm and 
instrumentation place the melodies in a context 
which is personal and which I hope will give you 
pleasure during this performance."2 

1 • 
Richard A. Monaco, in comments before a performance 

of Divertimento for Brass Quintet, cassette 
recording, October, 1986. 

2Ibid. 
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The Divertimento does indeed contain all of these "bits 

and pieces". The first movement, tonally centered in E-

flat, opens with a bright, rhythmic tune with plenty of 

shifting accents and Stravinsky-like harmonies. It contains 

a trio which is more than slightly reminiscent of the 

Gymnopedies, by Satie. The second movement is an adagio in 

which a plainchant melody stated by the horn frames two 

quicker contrapuntal sections, one a duet for trombone and 

tuba, the other a duet for two trumpets. The third movement 

is indeed a circus-like melody set in a way similar to the 

Music Hall Suite of Joseph Horovitz, also for brass quintet. 

That is, it is a parody of a circus band or burlesque 

theater orchestra. While the first three movements are 

indicative of a newer interest in parody as humor or homage 

to the past, the fourth movement is more reminiscent of his 

earlier work and is probably more purely the music of 

Monaco. It is a hard-driving, rhythmic, technical tour-de-

force for the brass players. The harmonies are derived 

from the opening motive which contains three descending 

perfect fifths, the first two at the distance of a major 

second, which then becomes the interval of the supporting 

harmony (Fig. 15). The movement contains elements of 

sonata form and rondo form, the B section containing a moie 

lyrical, contrasting melody in the tuba built on two 
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Fig. 15 
Richard A. Monaco, Divertimento for Brass Quintet, 
mov't IV, mm. 1-4. 

consecutive ascending fourths followed by a descending 

triadic pattern (Fig. 16). 
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Fig. 16 
Richard A. Monaco, Divertimento for Brass Quintet, 
mov't IV, mm. 39-44. 

Other important works from Monaco's later period 

include the Duo for Trumpet and Piano and the Duo for Violin 

and Piano. Both of these also exhibit characteristics 

typical of Monaco's work at this time. The descending 

fourth motive at the opening of the Duo for Trumpet and 

Piano (Fig. 17), or the ascending fourth motive of the Duo 

for Violin and Piano (Fig. 18) are examples of Monaco's 

predilection for this type of motive which allows him to 

then construct harmonies built on these intervals. In his 

later works Monaco seems to be more interested in rhythmic 

complexity. There is less imitative counterpoint. Also, he 

is more apt to accompany a sustained, lyrical melody with an 

ostinato (Fig. 19), or, if the melody is of a faster, 

rhythmic type, with short punctuations built on harmonies 

derived again from the melodic material (Fig. 20). 
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Fig. 17 
Richard A. Monaco, Duo for Trumpet and Piano, 
mov't I, mm. 1-6. 
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Fig. 18 
Richard A. Monaco, Duo For Violin and Piano, 
mov't I, mm. 1-4. 
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Fig. 19 
Richard A. Monaco, Duo For Violin and Piano, 
mov't I, mm. 40-46. 
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Fig. 20 
Richard A. Monaco, Duo for Violin and Piano, 
mov't I, mm. 1-7. 
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Other features of Monaco's later works include the 

likelihood of a movement being based on chant (Duo for 

Trumpet and Piano, Duo for Violin and Piano, and the 

Divertimento for Brass Quintet), or a parody of some form of 

popular music (the "rag" in the Duo for Trumpet and Piano or 

the "circus tune" in the third movement of the Divertimento 

for Brass Quintet). The Duo for Violin and Piano also 

contains a direct quote from the hymn, "Were You There When 

They Crucified My Lord." The hymns and the chant may be 

indicative of an increasing interest in things spiritual or 

they may be simply the result of many years of working as a 

choral director and directing music for the chapel services 

at Western College. 

The Second Sonata was Monaco's last extended work. It 

is dedicated to William Richardson, professor of trombone at 

the University of Wisconsin in Madison and to Arthur 

Becknell, professor of piano at the same university. It was 

not written for them or commissioned by them, however. 

Richardson reported a performance of the First Sonata to 

Monaco and asked if he had written anything else, whereupon 

Monaco informed him of the Second Sonata. The piece was 

dedicated to Richardson and Becknell because of their 

interest in it.3 

3William Richardson, in a telephone interview with 
the author, September 30, 1988. 



35 

In a phone call with Richardson, Monaco related some 

insights concerning the Second Sonata. He said that the 

First Sonata was an outgrowth of his keen interest in jazz. 

He felt, however, that the Second Sonata mirrored his 

immersion in the study and performance of the music of 

"classical" composers, from Haydn to Stravinsky. He told 

Richardson that the third movement of the Second Sonata, 

which was written first, was modeled on a classical piano 

sonata, the second on a Haydn minuet, and the first evolved 

from melodic material which dictated the harmonic and metric 

structure.^ 

The latter statement seems to be the key to 

understanding much of Monaco's later music. Although his 

personal style underwent considerable evolution during the 

years between the two sonatas, and, stylistically, they are 

quite different, there are some aspects of his style which 

remained constant. One of these is a continuing 

preoccupation with melody. Melody seems to be the basis of 

his compositional practice. He most often starts with a 

theme and derives the harmonies and determines the rhythmic 

structure based on the characteristics of the melody. 

Another aspect of his style which seems to have remained 

constant and is related to melody is his interest in 

^Richardson, "Program Notes". 
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classical forms with their emphasis on themes and 

development of those themes. 

In the Second Sonata, both the first movement and the 

last movement are in sonata form. The first movement opens 

with the theme stated by the trombone with sharp punctuating 

chords in the piano (Fig. 21). The tonal center seems 

to be the G in measure two, although the center shifts 

considerably throughout the statement of the first theme 

f Richard Monaco. ASCAP 

Trombone 

1 f i f t n l 
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Fig. 21 
Richard A. Monaco, Second Sonata for Trombone 
and Piano, mov't I, mm. 1-10. 
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group. The second theme is more clearly centered on A-flat 

(Fig. 22). The first movement contains a fairly 

extensive development section. Monaco creates harmonic 

tension in preparation for the recapitulation by use of a 

chromatically expanding figure culminating in octave D's, 

the fifth above the actual tonal center of G (Fig. 23). 

Fig. 22 
Richard A. Monaco, Second Sonata for Tiombone 
and Piano, mov't I, mm. 15-21. 

Fig. 23 
Richard A. Monaco, Second Sonata for Trombone 
and Piano, mov't I, mm. 62-64. 
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He does this very quickly, in the space of two beats. He 

uses a similar device m preparation for the iecapitulation 

in the first movement of the First Sonata, although here the 

chiomatic motion is inward. He emphasizes the harmonic 

tension by staying on the outer semitones for four measures 

(Fig. 24). 

cresc. 

Fig. 24 
Richard A. Monaco, First Sonata for Trombone 
and Piano, mov't I, mm. 142-150. 

The second movement is quite cleaily a minuet _n the 

style of Haydn, as Monaco claimed, but the harmonic language 

xs cleaxly his own. There is an expressive theme supported 

by harmonies built from thirds, sxxths and seconds, 

suggestive of ninth chords. 
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In the last movement, the piano establishes tonal 

ambiguity at the first measure, putting an E Major triad in 

the left hand against a B Major triad in the right. The 

theme, stated by the trombone, is vintage Monaco in its use 

of consecutive descending fourths. Again, the piano 

punctuates the melody with chords built on thirds and 

seconds. The second theme, while not really lyrical in 

nature, nevertheless provides the necessary contrast. There 

is no real development section, and the return of the 

opening material occuis after a short ritard in which the 

opening bitonality is reestablished. 



CONCLUSION 

Although the nvusic in the Second Solicits is much more 

light-hearted in nature than that of the First Sonata, and 

much has been made of Monaco's attempt to include humor in 

his music, his Second Sonata^ was really cjuite a serious 

undertaking. It represents perhaps the purest example in 

the instrumental works of Monaco's mature style. It 

contains strictly-composed music, and while the influence of 

composers such as Haydn and Stravinsky is clearly 

discernable, such influences are not merely grafted onto the 

music but assimilated into the overall fabric of the piece. 

It is the Second Sonata, composed after a lifetime of study 

and performance, which gives us the clearest picture of 

Monaco the composer. It is interesting to note that the two 

pieces for trombone and piano were the only pieces ever to 

receive the title " Sonata". Monaco obviously poured more 

of his own musical thinking and ideas into them than into 

the other pieces. There are no parodies in the trombone 

sonatas, no sections based on chant or rags or circus tunes, 

only the pure musical thoughts of the composer. It is also 

interesting to note that, at the time of his death, he was 

at work on a third sonata for trombone.^" Monaco began his 

•••Ibid. 

40 
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musical life as a trombonist and performed on the trombone 

as long as as he was able. Clearly, the trombone was the 

instrument closest to his heart and, in his view, worthy of 

his finest efforts as a composer. 

The two sonatas for trombone and piano represent, as it 

were, the alpha and omega of Monaco's life as a composer. 

While his mature style is obviously reflected in his last 

work, he displays in both pieces reverence for the forms and 

compositional practices of the great composers who went 

before him. 

In her notes in the program of Monaco's Memorial 

Service at Western College, Eleanore Vail summed up his 

life's work perhaps best of all: 

"Sometime in the early sixties, stimulated in 
part by Copland's views, Dick faced an artistic 
crisis: whether to join the wave of the future 
which was moving toward aleatoric (random) music, 
the use of computer generated sounds, and musique 
concrete (the use of street sounds) . . . But 
techniques which moved toward total freedom or 
total control, eliminating even the performer, 
seemed not to suit him. He was a people man and 
he wrote on a human scale. Some would say he was 
an anachronism; I would say he listened to his 
heart. 

^Vail, "Some Notes...". 
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