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 Sonatas for oboe in the classical period are classified as 'solo sonatas.' These 

'solo sonatas,' which originated in the baroque period, consist of a melody instrument and 

basso continuo.  Solo sonatas for oboe, which account for a sizeable repertory in the 

baroque period, continued to be composed in the classical period but in the baroque style.  

The basso continuo setting for sonatas gradually disappeared toward the end of the 

period, developing into the duo sonata in which a solo instrument and piano played an 

equal role in presenting melodic material.  While the fully developed classical sonata was 

written for piano alone, and duos for violin and piano and cello and piano, the sonatas for 

oboe did not make this transition.   

 The duo sonatas for oboe and piano by Jacques Christian Michel Widerkehr are 

exceptions to the baroque style 'solo sonatas.'  Widerkehr's sonatas are the only true 'duo 

sonatas' for oboe and piano written in the classical period.  Franςois Devienne's sonatas 

deserve special recognition as the only 'solo sonatas' for oboe written predominantly in 

the classical style.  

 In addition to presenting an overview of sonatas for oboe, biographical information 

on Widerkehr and Devienne, current state of research of Widerkehr's sonatas, changes in 

performance venue and instrumental design of the oboe, an examination of Widerkehr's 

Duos for Oboe and Piano in E Minor and C Major will follow.  Examples of classical style 

elements and procedures are identified in each analysis with an emphasis on the duo 



 
 

 
 

setting.  Devienne's Sonata in G Major, Op. 71, No. 1, serves as an example of his six 

oboe sonatas.  Although the work is composed in a basso continuo setting, examples of 

classical style characteristics are identified in an analysis of the three movements. 
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CHAPTER 1 

INTRODUCTION 

 Of the over 3000 'solo sonatas' written for oboe in the classical period,1 only one 

set of sonatas incorporate the fully classical style of multiple affections, slow harmonic 

rhythm, periodic phrase structure, lyrical melodies of opera arias, Alberti bass, and the 

thorough integration of musical ideas between oboe and piano.  The Three Duo 

Sonatas for Oboe and Piano composed by Jacques Christian Michel Widerkehr in 1794 

are the only extant sonatas specifically written for oboe and piano which reflect the true 

'duo' setting.  Widerkehr's sonatas are exceptions to these 'solo sonatas' from the 

classical period which continued to be written in the baroque style with a basso continuo 

setting.   

 While the six sonatas for oboe and basso continuo, Opus 70, Nos. 1-3 and Opus 

71, Nos. 1-3, composed by François Devienne in 1795 are not considered true duo 

sonatas, they contain many classical elements and must be considered as well.  A brief 

analysis of Devienne's Sonata in G Major, Op. 71, No. 1 will reveal classical style 

characteristics present in these unique 'solo sonatas.' 

 

Sonatas for Oboe 

 Solo sonatas for oboe represent a sizeable repertoire in the baroque period, 

including contributions by Georg Philipp Telemann, Johann Sebastian Bach, Antonio 

Vivaldi, and especially George Frederic Handel.  These basso continuo sonatas, which 

originated in the baroque period, continued to be composed in the classical period.  

                                            
1  Bruce Haynes, “The Oboe Solo Before 1800:  A Survey,” Journal of the International Double Reed 
Society 17 (1988), 13. 
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Unlike sonatas for solo piano, violin and piano, and cello and piano which developed 

into the fully classical duo sonata emphasizing the equality of both voices in melodic 

exchange, oboe sonatas in the classical period did not make this transition.  In addition, 

oboe sonatas suffered a significant decrease in number and popularity in the classical 

period.  The oboe sonata was absent in the Romantic period with the exception of 

unaccompanied sonatas by Henri Brod and Apollon Marie-Rose Barrett and works 

defined as 'modified sonatas.'2   The oboe sonata does not appear again until the 

twentieth century with works by Francois Poulenc, Paul Hindemith, Gordon Jacob, 

Edmund Rubbra, Henry Dutilleux, and Camille Saint-Saens to name a few.  These 

works are 'duo sonatas' featuring the oboe and piano as equal partners in presenting 

melodic material. 

 Oboe sonatas composed in the classical period are primarily restricted to lesser 

known composers and are written in the baroque style using figured bass.  The figured 

bass, provided with the basso continuo line in the bass clef, was realized by the 

performer, although some editions provide a written out treble clef realization.  The 

realization may be performed on a keyboard instrument with the basso continuo line 

reinforced by a bass instrument such as the cello or bassoon.  In the 1795 Sieber 

edition of the oboe sonatas by Devienne the basso continuo is provided with figured 

bass.  The 1985 edition by David Ledet provides a realization of the figured bass as well 

as the original basso continuo line.  Although basso continuo is associated with the 

baroque period, the accompaniment reflects classical characteristics, such as Alberti 

bass patterns, a slow harmonic rhythm, and periodic cadences.  Although Devienne's 

                                            
2  Charles-David Lehrer, “The Repertory of the Oboe Soloist in the 19th Century:  The Hidden Structure,” 
JIDRS 12 (1984), 9. 
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sonatas are predominantly classical in style, they retain the basso continuo of the earlier 

solo sonatas.    

 On the other hand, the sonatas by Widerkehr were composed for two specific 

instruments:  the oboe and the pianoforte.  Widerkehr's specification of the piano rather 

than the basso continuo marks an important change in the instrumentation of the 

classical period.  William Newman states that "the newly cultivated 'fortepiano' was 

central to the Classical sonata."3  He further states that the "new 'pianoforte' allowed for 

expressive capabilities."4  The piano part in Widerkehr's duo sonatas are completely 

written out and include indications for dynamics and articulation.  This is in contrast to 

Devienne's specification of basso continuo, which allows the performer to choose not 

only the instrumentation but also to determine the realization of the figured bass.  The 

specific pianoforte instrumentation, the written out piano part, expressive indications, 

and equal exchange of melodic material between the oboe and piano all serve to 

establish a new setting for the classical period sonata, otherwise known as the duo.  

While duo sonatas for violin and piano and cello and piano were composed in the fully 

classical style by Mozart and/or Beethoven,5 sonatas for the oboe included basso 

continuo with the exception of the Widerkehr duo sonatas. 

 Bruce Haynes’ 1988 article “The Oboe Solo Before 1800:  A Survey” published in 

the Journal of the International Double Reed Society presents an overview of the solo 

oboe sonata in the baroque and classical periods.  He places the solos into four distinct 

genres:  the solo sonata with continuo, concertos, obbligato oboe with voice and 

                                            
3  William S. Newman, The Sonata in the Classic Era, third edition, (New York:  Norton & Co., inc., 1983, 
80. 
4  William S. Newman, ibid., 86. 
5  John Irving, "Sonata, 2. Classical, (i) Contemporary definitions," Grove Music Online ed. L. Macy 
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continuo or orchestra, and oboe quartets and quintets.  Haynes indicates that solo 

sonatas are the “predominant solo medium”6 for the oboe.  He documents a total of 

3,190 compositions from 1680-1800, 1,906 of which are solo sonatas.  Haynes also 

provides five categories:  Generation I:  1650-1680; Generation II:  1680-1710; 

Generation III:  1710-1740; Generation IV:  1740-1770; and Generation V:  1770-1800.  

Haynes notes that the solo sonata first appears in the second generation with 313 

pieces.  The numbers increase to 986 sonatas by the third generation and continue to 

decrease from 495 in the fourth generation to 112 sonatas in the fifth generation.7  

Although the time frame indicated spans the baroque and classical periods, Haynes 

states that the stylistic trends of both periods often overlap.   

The development into the Classical period was gradual, and there was no clear 
line of demarcation.  Some music was already ‘classic’ in compositional style, but 
pieces were still in an older style and often continued to use figured bass (which 
had already been abandoned in some places).8 

 
 Additionally, Haynes' book Music for Oboe, 1650-1800:  A Bibliography provides 

a comprehensive list of oboe repertoire from the baroque and classical periods, 

documenting 9,482 works for oboe, 3,249 of which are solos.9  All the sonatas listed in 

the index were composed in the baroque style with basso continuo even though some 

were composed in the classical period.  These sonatas, defined as solo sonatas, are 

grouped according to nationality.  Many of these works are unknown today and 

represented by lesser known composers.  Burgess states in his book The Oboe: 

Modern musical culture is not especially curious about the music of composers 

                                                                                                                                             
(Accessed 22 September 2006), http://www.grovemusic.com  
6  Bruce Haynes, “The Oboe Solo Before 1800:  A Survey,” JIDRS 17 (1988), 8. 
7  Bruce Haynes, ibid., 9-11. 
8  Bruce Haynes, The Eloquent Oboe:  A History of the Hautboy, 1640-1760, (London:  Oxford University 
Press, 2001), 400. 
9  Bruce Haynes, "The Oboe Solo Before 1800:  A Survey," JIDRS 17 (1988), 13. 
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who are not 'great,' and comparatively little solo and chamber music for hautboy 
survives from the pens of Josef Haydn, Mozart, and Beethoven.  The Classical 
hautboy possesses a sizeable 'buried treasure' of manuscripts in libraries that 
are as yet unexplored.10   

 
He further states that "by the 1770s, many of the solo and chamber genres that had 

provided showplace for the hautboy in earlier times had fallen out of favor.  The solo 

sonata had virtually disappeared."  Haynes reaches similar conclusions in his research.  

The solo sonata, at its peak in the late baroque period, or 1710-1740, decreases 

significantly in number by the end of the classical period. 

 

Jacques Christian Michel Widerkehr:  Biography 

 Widerkehr, although a relatively unknown composer today, was a successful 

composer of various instrumental chamber works and symphonie concertantes in Paris 

in the late eighteenth century.  Born in Strasbourg in 1759, he began his career in 1783 

as a freelance cellist in Paris focusing on his compositional skills in the following 

decade.11  Although the New Grove article on Widerkehr indicates that Widerkehr was 

involved in the Concert Spirituel there is no evidence of his name listed as a performer 

or composer in the concert programs from 1780-1790 provided in The History of the 

Concert Spirituel by Constant Pierre.12  It is possible, however, that Widerkehr may 

have been involved in similar concert venues in Paris during this period, or perhaps he 

participated in the Concert Spirituel after 1790.  Widerkehr's status as a freelance 

musician may also account for the lack of documentation since the activities of 

                                            
10  Geoffrey Burgess and Bruce Haynes, The Oboe, (New Haven:  Yale University Press, 2004), 91. 
11  Barry S. Brook and Barbara S Kafka,  “Widerkehr, Jacques,” Grove Music Online ed. L. Macy 
(Accessed 22 September 2006), http://www.grovemusic.com                
12  Constant Pierre, Histoire du Concert Spirituel 1725-1790, (Paris:  Societe Francaise de Musicologie, 
1975), 227-344. 
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contracted performers were likely to be recorded.  Widerkehr’s most noteworthy 

contribution was his fifteen symphonie concertantes, six of which are extant.  These 

works celebrated an even greater popularity on French concert programs in the late 

eighteenth century than the symphony.13  The oboe is included in the instrumentation 

for some of the symphonie concertantes and trios.  Although his oboe sonatas were 

composed around 1794, the first published edition appears in 1817 by Erard.  

Widerkehr's activities after 1817 are not documented, but his death is recorded in 1824 

at the age of 65. 

 

Widerkehr's Oboe Sonatas:  Current State of Research 

 Widerkehr’s oboe sonatas, though rarely addressed or referenced in scholarly 

sources, are currently available in reissued scores and recordings.  Charles-David 

Lehrer in his article “The Repertory of the Oboe Soloist in the 19th Century:  The Hidden 

Structure” from the Double Reed includes Widerkehr's E minor sonata in his list of 

nineteenth-century solo oboe repertory.14  Although the work is conservatively written in 

the classical style, Lehrer perhaps includes this sonata in his list of Romantic period 

solos since the work was not published until 1817.  While Lehrer makes a brief 

reference to Widerkehr's E minor sonata, oboist Omar Zoboli features Widerkehr and 

his oboe sonatas in his 2002 article in Rorhblatt magazine.15  Zoboli's main focus is the 

lesser known F major sonata, even though he provides background information on 

                                            
13  Barry S. Brook and Barbara S Kafka, ibid.  
14  Charles-David Lehrer, “The Repertory of the Oboe Soloist in the 19th Century:  the Hidden Structure,” 
JDIRS 12 (1984), 9. 
15  Omar Zoboli,  “Eine Erganzung des Oboen-Repertoires:  Jacques (Christian-Michel) Widerkehr (1759 
Strassburg-Paris 1823),”  rohrblatt:  Magazin fur Oboe, Klarinette, Fagott, und Saxophon  vol. 17, no. 4 
December (2002), 166-167. 
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Widerkehr.   

 Widerkehr's three oboe sonatas were originally published in a set in 1817.  The 

first two sonatas have been reissued separately.  Sonata No. 1 in E minor was 

published by Musica Rara in 1974 and edited by James Brown.16  Although it is not 

considered a standard solo work for the oboe, the it is presently gaining acceptance in 

part due to a recording in 2000 by Mark Weiger,17 professor of oboe at the University of 

Iowa  Recordings of the E minor sonata are also available on modern oboes by 

Alexandra Pohran and Evelyn McCarty, as well as on period oboes by Omar Zoboli18 

and Bart Schneeman.19 

 Sonata No. 2 in C major was recently reissued by Conners Publications in 

1999,20 edited by Mark Weiger, and by International Music Diffusion in 2002,21 edited by 

Claude Villevieille.  The original is included in a bound set of the three sonatas located 

in the Boston Public Library along with the E minor sonata. The F major sonata, 

however, is missing.22  Currently two recordings of the C major sonata are in circulation.  

The first is by Mark Weiger in 2000, and the most recent recording is by Bart 

Schneeman who performed the sonata on a period instrument in 2004.   

 Sonata No. 3 in F major is the least known of the three oboe sonatas.  Although 

a copy of the F major sonata exists in the Bibliotheque National de Paris, it has not 

been republished.  Omar Zoboli provides a copy of the first page from the F major 

                                            
16  J. C. M. Widerkehr, Duo Sonata for Oboe and Piano in E Minor, edited by James Brown.  London:  
Musica Rara, 1974. 
17  Mark Weiger, Grand Sonatas for Oboe, Crystal Records CD722, 2000. 
18  Omar Zoboli,  Widerkehr:  Chamber Music with Oboe, Pan Classics CD 510119, 2002. 
19  Bart Schneeman, Widerkehr:  The Duosonatas, Channel Classics CCS SA 19204, 2004. 
20  J. C. M. Widerkehr, Duo Sonata for Oboe and Piano in C Major, edited by Mark Weiger, Natchitoches:  
CP Press Publications, 1999. 
21  J. C. M. Widerkehr, 2'eme Duo-Sonate pour Hautbois et Piano, edited by Claude Villevielle, Paris:  
International Music Diffusion, 2002. 
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sonata in his 2002 article on Widerkehr in Rohrblatt magazine.23  The copy was 

obtained from James Brown, the editor of Widerkehr’s E minor oboe sonata from the 

1974 edition by Musica Rara.  Zoboli was also the first to introduce the F major sonata 

in his 2002 recording performed on a replica of a classical period oboe.  Bart 

Schneeman also recorded the F major sonata on a copy of an 1810 Grenser oboe. 

 

Changes in Instrument Design and Venue 

 Widerkehr’s sonatas were published during a period in which instrument makers 

were experimenting with the design of the oboe.  Changes in instrumental design during 

the classical period were a result of the increasing technical demands of new music and 

the cultural shift from the domestic to public performance platform.  Bart Schneeman 

writes:  

Concert halls were becoming larger, and there was a perceived need for a more 
virtuosic, brilliant sound and greater volume:  instruments began to be tuned to a 
higher pitch.  For woodwinds, the internal bore had to be drastically changed in 
order to satisfy the different requirements of the new tuning.  The narrower bore 
changed the quality of the sound.24 

 
 Bruce Haynes, in his New Grove article “The Oboe,"25 addresses the changes in 

the design of the baroque oboe, or hautboy, to the classical oboe.  These changes 

include a more narrow bore, thinner walls, smaller tone holes, and the addition of keys 

for smoother facility and improved intonation as equal temperament replaced earlier 

                                                                                                                                             
22  Mark Weiger, “A New Edition of a Past Master,”  Double Reed  (2000), 42. 
23  Omar Zoboli, “Eine Erganzung des Oboen-Repertoires:  Jacques (Christian-Michel) Widerkehr (1759 
Strassburg-Paris 1823),”  rohrblatt:  Magazin fur Oboe, Klarinette, Fagott und Saxophon vol. 17, no. 4 
December (2002), 166-167. 
24  Bart Schneeman, Widerkehr:  The Duosonatas, Channel Classics CCS SA 19204, 2004,  7. 
25  Bruce Haynes, “The Oboe, 2.  The European treble oboe, History to 1800, (v)1730-1770,” Grove Music 
Online ed. L. Macy (Accessed 22 September 2006), http://www.grovemusic.com   
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tuning systems.26  The classical oboe also produced a more focused and defined tone 

in contrast to the softer blending quality of the baroque oboe.  Although the four-keyed 

classical oboe was developed in the 1730s, it was not until the 1770s, or the high 

classical period, that it began to gain acceptance.27  Many oboists preferred the 

baroque oboe to the newer classical model and continued to use the older two-keyed 

version into the early nineteenth century. 

 As orchestral parts became more simplified and the clarinet replaced the oboe in 

large ensembles many professional oboists composed solo works to showcase their 

talent and ability from 1750-1800.28  These traveling virtuosos include Johann Fischer, 

Ludwig August Lebrun, Joseph Fiala, Antonio Besozzi, Carlo Besozzi, Gaetano 

Besozzi, and Frederic Ramm.  The genre of choice was the concerto which enjoyed 

continued success from the baroque period, but with increased technical demands.   

 Two additional keys on the classical oboe enabled the oboist to meet these 

technical demands.  The first is the F-Klappe key, which served as a speaker or octave 

key to reduce overblowing and the use of the half hole.  It was also referred to as the 

slur key, since it enabled the oboist to "obtain security in the high register and response 

involved with upward slurs,"29  It was used in the same manner as the flick keys on the 

modern bassoon30 rather than the octave key on modern oboes. The second key is the 

B-flat thumb key which replaced the cross fingering.  Both keys were operated by the 

left thumb.  The four-keyed oboe was considered the classical model in contrast to the 

of two-keyed baroque oboe, or hautboy.  The Great C key, which was used to produce 

                                            
26  Bruce Haynes, ibid. 
27  Ibid. 
28  Ibid. 
29  Geoffrey Burgess, The Oboe, 100. 
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middle C and C-sharp an octave higher, and the small E-flat key defined the baroque 

oboe.  Other keys, such as the F-sharp key, F key, and G-sharp key, followed the F-

Klappe and B-flat thumb keys in order to eliminate half holing and cross fingering 

associated with the baroque oboe.31  Even with these improvements, the technical 

demands appear to increase in concertos but not sonatas of the classical period.  

According to William Newman "wind instruments had solo responsibilities much less 

often in the Classical sonata than in the Classical concerto."32 

 Geoffrey Burgess states that the "use of cross-fingered woodwinds is predicated 

on flexible embouchure, and intentional tuning adjustments on these instruments are 

assumed and expected.  These adjustments added an expressive dimension that 

disappeared with the adoption of equal temperament."33  Although the addition of keys 

made technical passages more practical, Burgess further states that the "new keys 

altered the characteristic sound of the hautboy.  The duller quality of notes F, G-sharp, 

and B-flat were brightened."34  In addition, "the new keys removed the traditional 

responsibilities of embouchure not only in correcting intonation but also in overblowing 

to higher registers, and involved new fingerings."35  Although the Widerkehr and 

Devienne sonatas can be performed on modern or period oboes, baroque and classical 

oboes with fewer keys require more embouchure adjustments to maintain an evenness 

of tone.36 

 Sonatas in the classical period were often performed in public forums such as the 

                                                                                                                                             
30  Ibid., 115. 
31  Ibid., 102. 
32  William S. Newman, The Sonata in the Classic Era, third edition, (New York:  Norton & Co., inc., 1983), 
93. 
33  Geoffrey Burgess, ibid., 105. 
34  Ibid., 108. 
35  Ibid., 102-103. 
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Concert Spirituel in Paris.  Although both Widerkehr and Devienne served as 

composers and performers in public concerts in Paris, only Devienne is documented as 

participating in the Concert Spirituel, which provided the opportunity for the performance 

of chamber and solo genres.  Some of the oboists involved in these concerts from 1780 

to 1790 include Alessandro Besozzi, Antonio Besozzi, Carlo Besozzi, Gaetano Besozzi, 

Ludwig August Lebrun, and Antonio Sallantin.37  Sonatas in the classical period 

appealed not only to professional musician but also to the amateur musician.  According 

to William Newman: 

The sonata provided a main staple in the diversional diet of the musical amateur 
or dilettante, an essential stepping stone in the career of the professional 
performer and composer, an ideal vehicle for the training student 
instrumentalists, a rather frequent ingredient in private and public concerts, and a 
useful embellishment of the church service.38 

 
Though a higher value was placed on texted music than instrumental music in the 

baroque period, the sonata began to gain importance equal to that of music with words.  

The sonata in the classical period was regarded as a unique instrumental work that had 

the ability to communicate feelings and expressions to listeners of all social classes and 

nationalities without the aid of text.  The appeal of the sonata to composers and 

performers of various levels and its popularity in different settings reflects the universal 

quality of the sonata in the classical period.   

 

Terminology:  Titles of Widerkehr’s Oboe Sonatas 

 The original title of Widerkehr’s oboe sonatas has changed since their 

publication.  Widerkehr’s compositions for oboe are presently referred to as sonatas, 

                                                                                                                                             
36  Ibid., 103. 
37  Constant Pierre, ibid., 314-344. 



 
 

12 

although the original title of the set is labeled Trois Duos pour Piano et Violin ou 

Hautbois.  Nowhere in the title does the word “sonata” appear; yet, the reissued scores 

of the E minor and C major sonatas are titled “Duo Sonata.“  To add to the confusion, 

Mark Weiger describes the E minor and C major sonatas as “Grand Sonatas” in his 

2000 recording.  

  The New Grove defines a duo as “an instrumental composition for two 

performers.”39  The term ‘duo’ further denotes the distinction of equal parts or the equal 

importance of two instruments in melodic presentation as opposed to continuo sonatas 

in which the solo instrument performs the melody while the continuo serves a 

supporting role.  

 The term ‘sonata’ was perhaps added to the title to define the work more 

specifically, distinguishing its characteristics from the basso continuo sonatas of the 

baroque period.  The definition of a solo sonata in the baroque period, according to the 

New Grove, is a work for a single instrument and continuo with the continuo part “rarely 

matching the upper part in virtuosity.”40  Although sonatas for solo piano were to 

become the most significant type during the classical period, sonatas were also 

composed for violin, cello, flute, clarinet, guitar, baryton, horn, and organ.41  Sonatas for 

a melody instrument and basso continuo were composed well into the classical period.  

According to Newman, the "basso continuo tradition persisted longest in the violin/bass 

sonatas" in the 1780s and 1790s.42   

                                                                                                                                             
38  William S. Newman, ibid., 43. 
39  “Duo,” Grove Music Online ed. L. Macy (Accessed 22 September 2006), http://www.grovemusic.com 
40  Sandra Mangsen, “Solo Sonata,” Grove Music Online ed. L. Macy (Accessed 22 September 2006), 
http://www.grovemusic.com  
41  John Irving, "Sonata, 2. Classical, (ii) Instrumental forces," Grove Music Online ed. L. Macy (Accessed 
22 September 2006), http://www.grovemusic.com  
42  William S. Newman, ibid., 95. 
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 Devienne’s six oboe sonatas, composed in 1795, consist of a melody line, played 

by the oboe, supported by basso continuo.  However, Devienne's sonatas differ from 

the solo sonatas for oboe in the baroque and classical periods since these sonatas 

were composed in the classical style.  Although basso continuo was used frequently in 

the beginning of the classical period, its use began to decline toward the end of the 18th 

century as the sonata became more defined as a duo, or a work featuring two solo 

instruments that share the melody almost equally.43  Fully classical sonatas were mainly 

written for solo piano, duo violin and piano, and duo cello and piano beginning in the 

1770s with examples by Haydn, Mozart, and Beethoven.44  Widerkehr's duo sonatas 

are unusual since they represent a true duo for oboe and piano in the classical period. 

 The term ‘grand’ was often applied to the sonata or similar solo works of the late 

classical period.  Mark Weiger uses this term for his recordings of Widerkehr’s E minor 

and C major sonatas.  The term reflects a shift from  

the private chamber settings to the public concert platform of classical solo works which 

were more virtuosic in style.45 John Irving states:  

The Classical sonata found a place with the aristocratic salon, a forum that 
became increasingly popular during the second half of the 18th century, 
especially in France and Austria.  Such salons, at which only the upper classes 
were normally present were private affairs usually given in the homes of counts 
and countesses.    
Throughout the Classical period the solo sonata remained a domestic genre.  At 
the end of the Classical period the sonata launched itself out of the drawing room 
and on to the concert platform.  Only towards the end of the 18th century and 
early 19th century did it become a concert piece, typically issued with the title 
'Grande Sonate', and that trend was inextricably linked with the rise at the time of 
such virtuoso performers as Beethoven, Hummel, and Dussek.46 

                                            
43  William S. Newman, ibid., 96. 
44  William S. Newman, ibid., 95. 
45  John Irving, “Sonata, 2. Classical, (iii) Functions,” Grove Music Online ed. L. Macy (Accessed 22 
September 2006), http://www.grovemusic.com  
46  John Irving, ibid. 
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Since sonatas were often performed in a domestic or small chamber setting, the title 

"grand" denotes a change in the style from the solo sonatas of its time which were 

composed with amateur performers in mind.  The Widerkehr and Devienne sonatas 

stand apart from these solo sonatas in their classically written melodic lines, which can 

be viewed as more technically demanding.  The writing is more appropriate for a 

professional performer who would perform in a public setting. 

 The melodic lines for oboe in the Widerkehr and Devienne sonatas are not equal 

in their technical demands.  Devienne's melodic lines are more complex rhythmically, 

and the continuous phrases can create a challenge for the performer's endurance.  

Also, the oboe has the responsibility of presenting the melody throughout each 

movement.  In Widerkehr's sonatas the melodic lines are presented equally in both the 

oboe and piano allowing the oboe the opportunity to rest.  The melodic lines are less 

demanding technically and rhythmically than in the Devienne sonatas, but both 

composers present the melodic lines in a practical range and conservative key areas. 
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CHAPTER 2 

ANALYSIS OF WIDERKEHR OBOE SONATAS IN E MINOR AND C MAJOR  

Sonata No. 1 in E Minor:  Overview 

 In the classical period the three-movement design featuring two fast outer 

movements and one slow middle movement was most common for sonatas.  The six 

oboe sonatas of Devienne are examples of this design.  Widerkehr’s Sonata in E minor, 

however, consists of four movements.  Table 1 lists each movement including the form 

and key. 

 Table 1:  Widerkehr, Sonata in E minor:  movements, key and form.  

 Movement   Key  Form   
 -------------------------------------------------------------------------------------- 
    I.   Allegro   E minor Sonata   
 
  II.   Menuetto  E minor Ternary, ABA       
             Trio I   E major Ternary, ABA  
                Trio II   C major Ternary, ABA  
 
 III.   Adagio sans lenteur C major Three-part song form, ABA   
 
 IV.   Allegro   E minor Sonata   
 
A menuetto and adagio are framed by two outer movements in sonata form.  Overall, 

the E minor sonata reflects stylistic characteristics of a classical period sonata, although 

it also includes some unusual elements. 

 

Sonata No. 1 in E Minor:  First Movement, Allegro 

 The first movement of the E minor sonata follows the standard sonata- allegro 

plan.  The exposition consists of a primary theme in the tonic followed by a secondary 
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theme in the relative major.  The development consists of altered and fragmented 

material from the primary, secondary, and closing themes.  The themes from the 

exposition return in the same order in the recapitulation with the secondary and closing 

themes restated in the tonic key. 

 Table 2:  Widerkehr, Sonata in E minor, movement 1, sonata form. 
  
 Section  Theme   Measures Key 
 --------------------------------------------------------------------------------------------- 
 Exposition  Primary    m. 1-16 E minor 
     Transition   m. 16-30 
    Secondary    m. 31-51 G major 
    Closing    m. 51-69 G major 
 
 Development      m. 70-116  
    Primary-false return  m. 104 A minor 
 
 Recapitulation Primary    m. 117-134 E minor 
    Transition   m. 134-143 
    Secondary    m. 144-159  
    Closing    m. 159-180 
 
 Symmetrical phrases punctuated by regular cadence points in the tonic or 

dominant, slow harmonic rhythm, and chordal accompaniment are present in the first 

eight measures of the first movement (Example 1).   

 Example 1.  Widerkehr, Sonata in E minor, movement 1, measures 1-8.  
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 This opening theme returns in a full eight measure phrase, though slightly altered 

melodically and rhythmically, in the development as a false return.  This technique, 

common in the classical period, was achieved by returning to the primary theme before 

the recapitulation.  According to James Webster, false returns are most often in the 

tonic key, but foreign keys are also possible.47  The return of the opening theme in the 

development of Widerkehr's first movement is not in the tonic but in the subdominant 

key of a minor (m. 104).  The opening theme in its entirety was often absent in the 

development since its return in the tonic key signaled the beginning of the 

recapitulation.  Although the recapitulation consists of the themes presented in the 

exposition, Widerkehr adds variety to the themes by presenting them in opposite voices.  

Widerkehr's title Duo Sonata for Oboe and Piano differs from the basso continuo 

sonatas in which one voice presents melodic material.  The sharing of melodic material 

by both voices defines the classical duo sonata.  In addition, Widerkehr also makes 

subtle changes in key, rhythm, contour, length of phrases, and bass accompaniment 

patterns to create further interest in the recapitulation. 

 James Webster states that within the framework of sonata form "substantial 

alterations in the latter part of the first group and the transition are common.  Material 

                                            
47  James Webster, "Sonata Form, 3. Classical, (ii) Development, "Grove Music Online (Accessed 22 
September 2006), http://www.grovemusic.com  Webster mentions Haydn's works include false returns in 
the development in tonic and other keys. 
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may be omitted, expanded, or wholly recomposed."48  Changes in thematic material are 

identified in the recapitulation in the following examples.  First, the primary theme, 

originally in the oboe in the exposition (m. 1-8), is altered in the recapitulation (Example 

2).  In the recapitulation the primary theme returns first in the piano (m. 117-118) 

followed by the oboe ornamented in triplet figures (m. 118-120).  The second phrase 

follows the same pattern.  The piano begins the phrase (m. 121-122) and the oboe 

completes the phrase (m. 122-124).  The accompaniment in the bass clef is also altered 

in the recapitulation (m. 117-124).  Constant eighth notes in chordal patterns replace the 

dotted rhythms and sustained octaves in the exposition.  These changes in the 

recapitulation emphasize the equality of both voices in the classical sonata since they 

both share in presenting melodic material. 

 Example 2.  Widerkehr, Sonata in E minor, movement 1, measures 117-124. 

         

        

 With regard to the recapitulation, James Webster states:  "More remote keys and 

changes of mode may occur in these passages.  A special situation occurs when a 

                                            
48  James Webster, "Sonata Form, 3. Classical, (iii) Recapitulation," Grove Music Online (Accessed 22 
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movement in the minor has originally placed the second group in the relative major.  

Mozart and Haydn normally recapitulated these second groups in the tonic minor, i.e. 

altered in mode."49  This change of mode is present in the restatement of the secondary 

theme in Example 3.  

Example 3.  Widerkehr, Sonata in E minor, movement 1, measures 144-151. 

 

  

 This theme, first presented in the exposition in the oboe in the tonic of E minor (m 

31-38), would normally remain in the tonic key in the recapitulation. Widerkehr, 

however, by presenting the secondary theme in the parallel major instead of the tonic, 

deviates from standard procedure.  James Webster states that in the recapitulation 

"important new tonal relationships within the secondary groups are usually prohibited by 

the necessity of grounding the material in the tonic."50  This temporary change in mode 

was practiced by Haydn in his late music as well as by Beethoven.51   

 Additionally, the key of E major was rarely used for the classical oboe since it 

involved awkward fingerings and resulted in unstable intonation.  Widerkehr appears to 

remedy this situation by giving this secondary theme to the piano in the recapitulation 

                                                                                                                                             
September 2006), http://www.grovemusic.com  
49  Ibid. 
50  Ibid. 
51  Ibid. 
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(m. 144-151). This change in voice also serves the purpose of highlighting the duo 

aspect of the sonata since both the oboe and piano present this melody.  It was not 

uncommon for composers to experiment with the basic procedure of sonata form in the 

classical period.  Although the first movement generally follows an established structure, 

Irving states that "sonata form itself, as practiced by Classical sonata composers, was 

capable of infinite variety."52  This change in color in the secondary theme in the 

recapitulation is unexpected and adds interest to the piece.  In addition, the duo setting 

allows for even more variety.  Table 3 provides the primary and secondary themes in 

the exposition that are presented in different voices, and sometimes different keys, in 

the recapitulation.  

Table 3:  Widerkehr, Sonata in E Minor, Movement 1, sections, themes,  
instrument, and key. 

 
 Section  Theme Measures Instrument Key 
 ------------------------------------------------------------------------------------------- 
 Exposition  Primary m. 1-8  oboe  E minor 
 Recapitulation Primary m. 117-118 piano  E minor 
      m. 118-120 oboe 
      m. 121-122 piano 
      m. 122-124 oboe 
 
 Exposition   Primary m. 9-16 oboe  E minor 
 Recapitulation Primary m. 125-128 piano  E minor 
      m. 129-132 oboe  E minor 
 
 Exposition   Secondary m. 31-38 oboe  G major 
 Recapitulation Secondary m. 144-151 piano  E major 
 
 Exposition   Secondary m. 44-51 piano  G major 
 Recapitulation Secondary m. 152-159 oboe  E minor 
 
 

Sonata No. 2 in C Major:  Overview 

                                            
52  John Irving, "Sonata, 2. Classical, (i) Contemporary definitions," Grove Music Online ed. L. Macy 
(Accessed 22 September 2006), http://www.grovemusic.com  
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 Widerkehr’s C major sonata consists of four movements similar to the E minor 

sonata.  The keys differ somewhat since this sonata is in a major mode which was more 

common in classical sonatas. The following table outlines the movement type, key, and 

form of the Sonata in C Major.  

 Table 4:   Widerkehr, Sonata in C Major:  movements, key, and form. 
 
 Movement   Key  Form    
 -------------------------------------------------------------------------------------- 
    I.   Allegro   C major Sonata    
 
  II.   Menuetto  C major Ternary, ABA   
               Trio I   F major Ternary, ABA    
  
 III.   Adagio sans lenteur F major Three part song form, ABA  
 . 
 IV.   Allegro   C major Rondo/Sonata   

 

 

Sonata No. 2 in C Major:  First Movement, Allegro 

 Widerkehr’s first movement of the C major sonata is in sonata form.  The 

harmonic areas differ from the E minor sonata, however, since the movement is in a 

major key.  Table 5 outlines sections of the allegro including key areas and themes. 
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Table 5:  Widerkehr, movement 1, Sonata in C Major, sonata form. 
 
 Section  Themes Measures Key 
 ------------------------------------------------------------------------------------------- 
 Exposition  Primary m. 1-12 C major 
    Transition m. 12-24 
    Secondary m. 25-40 G major 
    Transition m. 40-51 
    Closing m. 51-62 G major 
 
 Development    m. 63-106 
       
 Recapitulation Primary m. 107-114 C major/C minor 
             
   Transition m. 119-127  
    Secondary m. 128-135 C major 
 
    Transition m. 135-154 
    Closing m. 154-167 C major 
 
 Again, Widerkehr experimented with tonal areas to provide interest and 

originality.53  In this movement, Widerkehr presents a change in mode similar to the one 

found in the E minor sonata.  In the recapitulation the primary theme in the oboe (m. 

115-119) is not in the tonic key of C as in the exposition (Example 4) but in the relative 

minor instead (Example 5).   

 Example 4.  Widerkehr, Sonata in E minor, movement 1, measures 8-12. 

  
 
  

                                            
53  William S. Newman, ibid., 156.  Newman indicates that Haydn, Mozart, and Beethoven often 
experimented with tonal and thematic areas of the recapitulation in their sonatas. 
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Example 5.  Widerkehr, Sonata in C major, movement 1, measures 115-119. 

         

In regard to the recapitulation, William Newman states: 

The great masters were not satisfied to write perfunctory recapitulations that 
merely repeat the exposition except for its essential tonal adjustments.  With their 
sense of the dynamic and their strong penchant for variation treatment they went 
out of their way to make new tonal and thematic experiences out of what 
textbooks usually show as nothing more than a whole section repeated in, or 
transposed to, the tonic key.54 

 
 Table 6 lists the primary, secondary, and closing themes in the exposition that 

are presented in different voices, and sometimes different keys, in the recapitulation.   

Table 6:  Widerkehr, Sonata in C Major, movement 1, sections, themes, instrument, and key. 
 
 Section  Themes Measures Instrument Key 
 ---------------------------------------------------------------------------------------------- 
 Exposition  Primary m. 1-7  piano  C major 
 Recapitulation Primary m. 107-114 piano  C major 
 
 Exposition  Primary m. 8-12 oboe  C major 
 Recapitulation Primary m. 115-119 oboe  C minor 
 
 Exposition  Secondary m. 25-32 piano   G major 
      m. 33-36 piano  G major 
      m. 37-40 oboe  G major 
 Recapitulation Secondary m. 128-131 piano  C major 
      m. 131-135 oboe  C major 
 
 Exposition  Closing m. 51-55 piano  G major 
 Recapitulation Closing m. 154-158 oboe  C major 
 
 Exposition  Closing m. 55-62 oboe  G major 
 Recapitulation Closing m. 158-161 piano  C major 
    Closing m. 161-162 oboe  C major 

                                            
54  William S. Newman, ibid., 158 
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 Changes in the instrumentation indicate the equality of melodic material 

presented in both voices which define the duo sonata in the classical sense.  One 

important difference in the C major sonata is that the secondary theme, originally 

presented in an eight measure phrase in the oboe in the exposition (m. 25-32), is not 

restated in the recapitulation.  Another noticeable difference concerns the closing 

themes which are presented in different voices in the recapitulation.  Unlike the first 

movement of the E minor sonata, the primary and secondary themes return in the same 

voices in the recapitulation. 

 

Sonata No. 1 in E Minor:  Second Movement, Menuetto 

 Although the minuet is generally absent in the classical three-movement sonata, 

it is frequently found as the third movement in four-movement sonatas, as well as in 

symphonies and string quartets after 1770.55  The minuet is the only baroque dance that 

continued into the classical period.  It is most often followed by a single trio.  The overall 

form of a standard minuet and trio is ternary, or ABA, since the trio ends with a da capo 

minuet. The minuet, or A section, is usually in a major key while the trio, or B section, is 

most often in the relative minor.56  Phrase groupings often end in half cadences every 

four bars and full cadences every eight bars.  The melody consists of simple rhythms 

and stepwise motion within a limited range.  This simplicity of the minuet was perhaps 

the reason why the form was included less frequently in symphonies and string quartets 

toward the end of the 18th century.  By early 19th century the minuet had evolved into 

the more technically challenging scherzo.  It is possible that Widerkehr included the 

                                            
55  Meredith Ellis Little, “Minuet, 3. Classical and Neo-Classical Minuets,” Grove Music Online ed.  L. Macy 
(Accessed 22 September 2006), http://www.grovemusic.com  
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minuet in his sonata to pay homage to the oboe’s earlier pastoral and folk associations, 

or to the oboe as the featured instrument in the trios of works by Lully.57 

 Several characteristics in Widerkehr’s E minor minuet are standard.  Table 7 

outlines the overall form of the minuet and trio sections. 

 Table 7:  Widerkehr, Sonata in E minor, movement 2, form. 
 
 Section  Form   Key 
 --------------------------------------------------------------------------- 
 Minuet  ||:a:||:ba:||  a section:  E minor   
       b section:  E minor 
 
 Trio I   ||:c:||:dc:||  c section:  E major 
       d section:  B major 
 
 Minuet d. c.  II a II ba II      
 
 Trio II   ||:c:||:dc:||  c section:  C major 
       d section:  G major 
 
 Minuet d. c.  II a II ba II 
 
The internal structure follows standard ternary form:  "aba" for the minuet, and "cdc" for 

the trios.  In the minuet, the "a" and "b" sections are in the tonic.  In the trios, the "c" 

section is in the tonic while the "d" section is in the dominant.  The symmetrical phrase 

structure and regular cadence points in both the minuet and trio sections are also 

characteristic of a standard minuet. 

 Widerkehr’s E minor minuet also contains some atypical features.  The first 

noticeable feature is the choice of key.  A typical minuet is in a major key followed by a 

trio in the relative minor; Widerkehr’s minuet is in a minor key followed by two trios in 

major keys.  While a single trio typically follows the minuet, Widerkehr includes a double 

trio: the first in E major and the second in C major. 

                                                                                                                                             
56  Ibid. 
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 The key of E major, present in the first movement (Example 3), is an unusual 

choice for the classical oboe which rarely played beyond the range of three flats and 

two sharps.  Keys beyond three accidentals for 18th century woodwinds were rarely 

used.  Haynes explains that “each additional sharp or flat complicated the finger 

technique and made the response less secure…and produced an unevenness of 

sonority.  In practice tonalities with fewer accidentals were the ones most often used.”58  

Widerkehr carefully constructs the oboe melody in the first trio to minimize the awkward 

fingerings and unevenness in intonation that results in this key.  According to Burgess, 

"music, judiciously written, may be smoothly performed as far as four sharps or four 

flats.  If one goes beyond the signatures of two sharps or three flats, one will quickly 

learn more exactly the nature of the instrument.59  The E major section in the first trio is 

presented in Example 6.   

 Example 6.  Widerkehr, Sonata in E minor, movement 2, measures 36-60. 

          

          

          
  
The second trio is identical in structure to the first trio but in a different key.  The overall 

form of the movement is not the typical ternary ABA form but ABACA as a result of the 

second trio.  Each trio contains a da capo minuet, so the first transition is from the key 

of E minor to E major, the parallel major, and the second transition is from E minor to C 

                                                                                                                                             
57  Bruce Haynes, The Eloquent Oboe, 125. 
58  Haynes, The Eloquent Oboe, 214. 
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major, the sixth of E minor. 

 Throughout the movement, the melody is presented in the oboe and piano  

individually and sometimes doubled in octaves.  In the "a" sections of the minuet, the 

melody is doubled in octaves in four bar phrases (m. 1-4, m. 21-24) while the melodic 

material is more fragmented in the "b" sections.  In the "c" sections of the trios the 

melody is presented in eight measure phrases by the oboe (m. 37-44, 52-69) while in 

the "d" sections of the trios the melody is presented in eight measure phrases in the 

piano (m. 44-52, m. 69-76).  In summary, both the oboe and piano present melodic 

material reflecting the duo role of the classical sonata.   

 

Sonata No. 2 in C Major:  Second Movement, Menuetto 

 The second movement of Widerkehr’s C major sonata is also a minuet.  Table 8 

indicates the overall form of the minuet and trio as ternary ABA.  The trio ends with a 

standard minuet d.c. so the minuet, played without repeats, returns after the trio to 

complete the ternary form. 

 Table 8.  Widerkehr, Sonata in C major, movement 2, form 
 Section  Form   Key 
 ------------------------------------------------------------------------------------ 
 Minuet  ||:a:||:ba:||  a section: C major   
       b section: A minor 
 
 Trio   ||:c:||:dc:||  c section:  F major 
       d section:  C major 
 
 Minuet  d. c.   II a II ba II      
 
 While the minuet is in a major key, the trio is in the related key of F instead of the 

more common relative minor.  Widerkehr’s phrases are symmetrical, usually eight 

                                                                                                                                             
59  Burgess, ibid., 107. 
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measures in length.  The oboe and piano doubled in octaves present melodic material 

in the lyrical "a" section in the key of C major.  The melody is doubled in octaves in both 

voices in the first four measures of the "b" section (m. 8-12), followed by a piano solo in 

the remaining four measures (m. 12-16).  In the trio the oboe presents melodic material 

while the piano accompanies; thus, the oboe is featured in the trio section as in the E 

minor sonata.  In summary, the C major minuet contains more standard characteristics 

than the E minor minuet, such as its conservative choice of key areas and overall 

ternary form of ABA created by the minuet and one trio.   

 Melodic material is presented in the C major minuet in a manner similar to that of 

the E minor minuet.  The oboe and piano present the melody in four or eight measure 

phrases doubled in octaves (m. 1-8, 9-12, 20-24) or in unison (m. 16-20).  In the trio the 

oboe presents the melody in eight measure phrases in the "c" sections (m. 25-32, m. 

41-48).  However, the melodic material is more fragmented in the "d" section of the trio 

unlike in the E minor trios where the piano presents the melody in eight measure 

phrases.  In summary, both voices present melodic material reflecting the duo aspect of 

the classical duo sonata. 

 

Sonata No. 1 in E Minor:  Third Movement, Adagio 

 While the first movement of a typical classical sonata is more strictly defined as a 

sonata-allegro, the form of the slow movement offers a variety of possibilities for the 

composer.  Song form is most common, but theme and variation, rondo, binary, and 

sonata form are also possible.60  The tempo of a slow movement may vary from a slow 

adagio or largo to a quicker paced andante or moderato.  The movement presents a 
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contrast to the fast paced outer movements not only in tempo, but in key, length, and 

sometimes meter.  The slow movement is in a related key, often the dominant, 

subdominant, or relative minor.  

 Widerkehr’s adagio is in common time in the standard ABA song form (Table 9).  

Widerkehr creates a change in mood in the key of C major in to contrast to the minor 

key of the previous movement.  Widerkehr also highlights this modulation from C major 

to E minor in his E minor minuet in which the second trio in C major follows and 

precedes the return to the minuet section in E minor.  Widerkehr creates a relaxation of 

the upbeat dance tempo and triple meter of the preceding minuet in its contrasting 

tempo and meter.   

 Table 9:  Widerkehr, Sonata in E minor, movement 3, form 
 --------------------------------------------------------------------------- 
 A m. 1-16 C major 
 B m. 17-32 G major 
 A m. 33-45 C major 
 
The lyrical melodies are structured in symmetrical phrases, usually eight measure in 

length, with cadences every four measures.  The cantabile style and structure of the 

melody lines is reminiscent of Italian opera arias.61  In section A the oboe introduces the 

melody occasionally doubled by the piano in octaves (m. 1-8).  The first four measures 

of the opening theme are featured in Example 7. 

  

                                                                                                                                             
60  Wallace Berry, Form in Music, (New Jersey:  Prentice-Hall, Inc., 1966), 169. 
61  William S. Newman, ibid., 159. 
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Example 7.  Widerkehr, Sonata in E minor, movement 3, measures 1-4.  

         
  
 The opening motive of this theme provides continuity by returning throughout the 

movement in both the oboe and piano.  The piano follows with a four measure 

contrasting melody while the oboe rests (m. 8-12).  The oboe returns with a four 

measure phrase containing the opening motive in unison or harmonized in thirds by the 

piano (m. 13-16).  Thus, the melody is presented in a variety of ways:  by the oboe or 

piano alone or both instruments in unison, octaves, or in harmony.   

 The B section is contrasting in character, especially in key and rhythm.  In the 

first half of the B section the oboe presents the opening motive (m. 17-19) in G major 

following with more transitional material in a minor mode.  The piano accompanies the 

oboe with broken chord patterns in sixteenth notes (m. 20-26) while the oboe melody is 

presented in sustained notes.  In the last five measures the opening melody returns in 

the piano in thirds and sixths over a G pedal (m. 28-32) modulating from a minor mode 

to the tonic (m. 33). 

 The A section returns with the opening motive in the tonic key (m. 33), except the 

piano accompaniment is altered slightly by subtle changes to the original 

accompaniment in the first eight measures.  In summary, Widerkehr’s adagio is 

conservative in style, containing the characteristic elements of a standard slow 

movement found in a classical sonata.  Although melodic material is not shared equally 
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in the oboe and piano, the piano is not restricted to accompaniment throughout the 

movement.  Both voices contribute in presenting melodic material.  

 

Sonata No. 2 in C Major:  Third Movement, Adagio 

 The third movement of Widerkehr’s C major sonata is also an adagio in three-

part song form.  It follows a structure similar to the adagio in the E minor sonata, with 

the exception of key and meter.  The movement is in 2/4 time in the key of F major, the 

subdominant of C major.  Table 10 outlines the form of the movement. 

 Table 10:  Widerkehr, Sonata in C major, movement 3, form 
 ---------------------------------------------------------------------------------------------- 
 A m. 1-24 F major  a motive 
 B m. 25-32 C major  b motive 
 A m. 33-48 F major  a motive 
  m. 49-56 F major  b motive 
  m. 56-63 D-flat major  a motive 
  m. 63-76 F major  a motive 
 
The adagio contains two main motives, motives "a" and "b," in the tonic and dominant 

keys. 

 The A section begins with a lyrical melody, eight measures in length, punctuated 

by half and full cadences every four bars.  The opening melody is presented in the oboe 

as in the E minor adagio (Example 8). 

 Example 8.  Widerkehr, Sonata in C major, movement 3, measures 1-8. 

          
         
One noticeable difference in the C major adagio is the bass clef piano is active in 
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presenting melodic material, specifically the opening motive, throughout the movement 

(m. 16, 18, 66, 73).   Example 9 highlights melodic material in this voice. 

 Example 9.  Widerkehr, Sonata in C major, movement 3, measures 16,18.            

        
 
 The B section features a secondary melodic motive.  The piano accompaniment 

is similar to that of the B section in the E minor adagio.  The Alberti bass patterns in 

sixteenths (m. 25-26), shown in Example10, accompany the "b" motive in the oboe and 

treble piano (m. 25-29 in C major and m. 49-52 in F major). 

 Example 10.  Widerkehr, Sonata in C major, movement 3, measures 25-26. 

        

Widerkehr also includes a change in mode similar to those presented in the 

recapitulations of the sonata-allegro movements in both the E minor and C major 

sonatas.  At the end of "b" theme (m. 49-56), the dominant chord prepares the listener 

for the tonic key of F major.  However, Widerkehr departs to the key of D-flat instead by 

a deceptive cadence with the return of the "a" motive in measure 56.   
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Example 11.  Widerkehr, Sonata in C major, movement 3, measures 56-61. 

  
 
 

Sonata No. 1 in E Minor:  Fourth Movement, Allegro 

 The fourth movement of Widerkehr’s Sonata in E major is in sonata-allegro form.  

The structure is similar to that of the sonata-allegro of the first movement.   

 Table 11.  Widerkehr, Sonata in E minor, movement 4, form 
 --------------------------------------------------------------------------- 
 Exposition  m. 1-58   
 Development  m. 59-104 
 Recapitulation m. 105-154 

The first theme of the exposition begins in E minor modulating to the relative major in 

the second theme.  Phrases are symmetrical with cadence points at regular four and 

eight bar intervals.  In contrast to the previous movements, the opening theme is 

presented by the piano.  Although Widerkehr presents the exposition themes in different 

voices in the recapitulation of the first movement, the themes presented in the 

exposition in this movement remain in the same voices in the recapitulation.  The 

secondary and closing themes from the exposition return in the recapitulation grounded 

in the tonic key.  Widerkehr follows sonata procedure more closely in this movement 

than in the first movements of the E minor and C major sonatas in which he 

experiments with changes in key, instrumentation, and melodic construction. 
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Sonata No. 2 in C Major:  Fourth Movement, Allegro 

 Unlike the final movement of the E minor sonata, the fourth movement of 

Widerkehr’s Sonata in C major is a rondo.  Like the fourth movement of the E minor 

sonata, the opening theme, also the rondo theme, is presented by the piano.  The rondo 

theme is not presented by the oboe.  Instead, it is presented exclusively by the piano, 

returning four times throughout the movement in the tonic key of C major. 

 The piano begins the movement as the soloist presenting the melody in the right 

hand with chordal accompaniment in the left hand (Example 12).   

Example 12.  Widerkehr, Sonata in C major, movement 4, rondo theme, measures 1-8. 

  

  

New themes appear in between the rondo sections in the dominant key of G.  The oboe 

often presents new themes in related keys in between the rondo sections.  Tempo and 

dynamic changes combined with rests create variety.  Throughout the movement, rests, 

usually with fermatas, denote the end of a sections before the return of the rondo 

coinciding with a change in dynamic level or tempo, including ritardando (m. 21, 76) or 

rallentando (m. 115).  The use of rests to signal separate themes and sections are 
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characteristic in classical works.62 

 Example 13:  Widerkehr, Sonata in C major, movement 4, measures 76, 78. 

  
Sudden dynamic changes, such as the sforzando indication on weak beats of the 

melody, add interest to the rondo theme in measures two and six (Example 12).   

 In keeping with the duo setting, both voices present melodic material  throughout 

the movement.  In some cases the oboe or piano will present a melody for eight 

measures; however, there are some eight measure phrases in which the melody is 

divided between the two voices or the melody is doubled in octaves. 

 

 Table 12.  Widerkehr, Sonata in C major, movement 4, themes 
 ------------------------------------------------------------------------------- 
 Rondo theme  piano   m. 1-8 
 New theme   oboe   m. 8-22 
 Rondo theme  piano   m. 22-30 
 New themes   oboe/piano  m. 30-77 
 Rondo theme  piano   m. 77-85 
 New themes   oboe/piano  m. 85-116 
 Rondo theme  piano   m. 116-124 
 New themes   oboe/piano  m. 124-134 
     oboe   m. 135-142 
     piano   m. 142-150 
     oboe/piano   m. 150-160 
 
 The rondo theme is unique since it reflects idiomatic writing for the piano.  The 

high range of the rondo theme exceeds the oboe’s practical range making the theme 

impossible to trade among the voices.  The fast-paced sixteenth note rhythms, rarely 

                                            
62  Milo Wold, Gary Martin, James Miller, and Edmund Cykler, An Outline History of Western Music, 8th 
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slurred, also provide a technical challenge for the oboe.  Perhaps Widerkehr designed 

the rondo theme for the piano to distribute the melodic material in a more creative and 

unique way.  Similarly, the opening theme of the fourth movement of the E minor sonata 

is assigned to the piano in both the exposition and the recapitulation.  Like the rondo 

theme of the C major sonata, it is not shared with the oboe, although the rhythm and 

range of the theme is practical for the oboe.  In summary, Widerkehr creates variety 

through changes in mode, rhythm, melody, range, and instrumentation in both sonatas 

within the boundaries of a conservative, classical structure. 

 
 
 
 

 
 
 
 
 

                                                                                                                                             
edition,  Madison, Wisconsin:  Brown & Benchmark, 1994. 
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CHAPTER 3 

FRANÇOIS DEVIENNE 

  Biography 

 François Devienne, a contemporary of Widerkehr, was an established flutist and 

composer in Paris.  His compositions include instrumental solos, ensembles for winds, 

and symphonie concertantes similar to Widerkehr’s.  Additionally, Devienne composed 

operas and wrote a popular method for the one-keyed flute which was published around 

the time Widerkehr composed his oboe sonatas.  Although both performed 

professionally, unlike Widerkehr, Devienne’s career as a professional flutist and 

bassoonist is well documented.   From 1780-1790 Devienne’s compositions and 

performances are listed in the programs of the Concert Spirituel63  Devienne performed 

flute and bassoon concertos which he composed from 1782 to 1785.  From 1785 to 

1790 he focused on his symphonie concertantes which offered a variety of 

instrumentation of two or more wind instruments including horn, bassoon, oboe, flute, 

and clarinet.  Devienne occasionally performed on flute in his symphonie concertantes.   

Devienne’s most significant position was as administrator and professor of flute at the 

newly established Paris Conservatory in 1795.  During his position at the conservatory 

he composed a set of six oboe sonatas for his colleague Antoine Sallantin, professor of 

oboe at the conservatory and member of the Opera orchestra from 1773-1813.  

Sallantin was also an active performer in the Concert Spirituel from 1780 to 1789.64  

These sonatas are significant since they were composed with a specific performer in 

                                            
63  Constant Pierre, ibid., 314-344. 
64  Constant Pierre, ibid., 316-344. 
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mind.  Devienne’s sonatas were also written specifically for the oboe,65 unlike sonatas 

of the baroque period, and some in the classical period, which could have been 

performed on one of several instruments pitched in C, such as the flute, oboe, or violin.  

Widerkehr’s oboe sonatas are an example of the earlier practice since the score 

indicates Trois Duos pour Piano et Violin ou Hautbois,66 with an optional part for 

clarinet.  By printing this information on the cover of the piece the publisher was able to 

appeal to a broader consumer base and sell more copies.  This practice continued into 

the classical period though it became common practice for composers to write solo 

works specifically for one instrument due to improvements in instrumental design which 

affected the capabilities and thus the character of each instrument.   

 Although Devienne’s oboe sonatas are playable on the baroque and classical 

oboes, later models with additional keys allowed the performer more options for 

smoother facility with easier fingerings.  The key areas rarely exceed three flats or 

sharps, and major keys were favored over minor keys in classical sonatas.67   

Devienne’s sonatas contain both conservative and progressive elements.  The basso 

continuo is reminiscent of the baroque period but the technical demands of the melody 

line, often presented in thirty-second and sixty-fourth notes, are more progressive.   

Although basso continuo continued to be present in sonatas of the late classical period, 

the practice declined in use toward the end of the period.68 

 Newman states the reasons for the "gradual obsolescence of the basso continuo 

                                            
65  Bruce Haynes, “The Oboe, 2. The European Treble Oboe, History to 1800, (v) 1730-1770,” Grove 
Music Online ed. L. Macy (Accessed 22 September 2006), http://www.grovemusic.com  For example, 
Mozart composed his Oboe Concerto in C for Giuseppe Ferlendis in 1777 and his Oboe Quartet in F for 
Frederic Ramm in 1781. 
66  Bart Schneeman, ibid., 2. 
67  William S. Newman, ibid., 137. 
68  William S. Newman, ibid., 94. 
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parts"69 in the classical period sonata. 

One was the inability of the increasingly numerous amateurs to cope with its 
intricacies.  Another was the debilitating effect that the new, more regularly 
phrased melody exerted on a constantly moving bass line,for this type of melody 
engendered a much slower harmonic rhythm with a more static kind of 
supporting bass.  Third was the growing need for more textural precision than 
even the best improvised realization could provide.70 

 
 In other words, the basso continuo part lacked specific dynamic and articulation 

indications which contribute to expressive character and did not allow for an active or 

equal melodic exchange with the solo voice.   

 .  The melodic lines in the Devienne and Widerkehr sonatas are demanding for 

both period and modern oboes, though different challenges exist for each design.  For 

example, the modern oboe has more options for alternate fingerings to facilitate 

smoother melody lines and more stable intonation; however, the modern oboe with a 

narrower and more resistant reed creates a greater amount of uncomfortable back 

pressure for the performer.  The melodic line is continuous with little opportunity to rest, 

and the constant rhythmic flow of sixteenths and triplets in the outer movements and 

thirty-second notes in the slow movements can be taxing on the oboist’s physical 

endurance and in maintaining a firm embouchure.  John Irving states that "the rise of 

the 'concert' sonata is to some degree linked with increasing length and advancing 

technical difficulty."71 These characteristics are present in Devienne's sonatas.   

 

Devienne's Oboe Sonatas:  Overview 

 Devienne’s six oboe sonatas share several characteristics with the typical 

                                            
69  William S. Newman, ibid., 96. 
70  William S. Newman, ibid., 96. 
71  John Irving, "Sonata, 2. Classical, (iii) Functions,"  Grove Music Online ed. L. Macy (Accessed  22 
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classical  sonata with regard to the elements of key, form, and tempo as well as melody, 

phrasing, rhythm, and harmony.  The sonatas are written in keys favorable to the oboe 

of the classical period, facilitating minimal intonation problems and awkward fingerings.  

Oboe works of the period contained key signatures that rarely exceeded three sharps or 

flats.72  Devienne’s sonatas not only reflect this trend but also show a preference for 

major keys, which were favored 4:1 over minor keys.73   

 All six sonatas follow the three movement plan which was more commonly used 

than the four movement plan of Widerkehr’s sonatas.74  The three movements consist 

of a fast-slow-fast plan.  Table 13 indicates the three movement outline of each sonata, 

including the key. 

 Table 13.  Devienne, Six Oboe Sonatas, movements, key, and tempo. 
 --------------------------------------------------------------------------------------- 
 Op. 70, No. 1-3 
 
 No. 1  C Major   I.  Allegro con spiritoso   
       II.  Adagio     
     III.  Rondeau Allegretto   
 
 No. 2  F Major   I.  Allegro con spiritoso   
      II.  Largo 
     III.  Rondeau Allegretto 
 
 No. 3  B-flat Major   I.  Allegro poco moderato 
      II.  Pastorella Larghetto 

III. Allegro ma non troppo 
 --------------------------------------------------------------------------------------- 
  

Op. 71, No. 1-3 
 

 No. 1   G Major   I.  Allegro brillante 
      II.  Adagio 
     III.  Rondo poco moderato 

                                                                                                                                             
September 2006), http://www.grovemusic.com  
72  Geoffrey Burgess, ibid., 107. 
73  William S. Newman, ibid., 137. 
74  William S. Newman, ibid., 133. 
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 No. 2   D Minor   I.  Allegro con gusto 
      II.  Adagio 
     III.  Presto 
 
 No. 3    C Major   I.  Allegro moderato 
      II.  Adagio 
     III.  Andante con variazioni 
 
 In addition, the sonatas are arranged by first, second, and third movements 

including the key in Table 14. 

 Table 14.  Devienne, Six Oboe Sonatas, movements, key and tempo. 
 ------------------------------------------------------------------------------------- 
 Movement One, Op. 70, No. 1-3 

 
 No. 1  C Major   Allegro con spiritoso   
 No. 2  F Major   Allegro con spiritoso   
 No. 3  B-flat Major   Allegro poco moderato 

 Movement One, Op. 71, No. 1-3 
  
 No. 1  G Major   Allegro brillante   
 No. 2   D Minor   Allegro con gusto   
 No. 3  C Major   Allegro moderato   
 ---------------------------------------------------------------------------------------------- 
 Movement Two, Op. 70, No. 1-3 
 
 No. 1   C Minor   Adagio     
 No. 2  C Major   Largo     
 No. 3  G Minor   Pastorella Larghetto  
 
 Movement Two, Op. 71, No. 1-3 
  
 No. 1  E Minor   Adagio     
 No. 2  D Major   Adagio     
 No. 3  F Major   Adagio   
 ---------------------------------------------------------------------------------------------- 
 Movement Three, Op. 70, No. 1-3 
 
 No. 1  C Major   Rondeau Allegretto   
 No. 2  F Major   Rondeau Allegretto   
 No. 3   B-flat Major   Allegro ma non troppo   
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Movement Three, Op. 71, No. 1-3 
 
 No. 1  G Major   Rondo poco moderato  
 No. 2  D Minor   Presto     
 No. 3  C Major   Andante con variazioni 

 Sonata-allegro form is standard for the first movement of the classical sonata.75  

Devienne’s sonatas follow this model.  The first movement in each of the six sonatas is 

in standard sonata form consisting of three main sections:  the exposition, development, 

and recapitulation.  The exposition contains the primary theme in tonic, the secondary 

theme in the dominant, or relative major in a minor key such as Op. 71 No. 2 in D minor  

The development contains fragments of themes in closely related keys while the 

recapitulation features a return of the primary theme in the tonic key.  The secondary 

and closing themes remain in the tonic key in the recapitulation. 

 The second movement in each of the six sonatas is in three part song form, the 

most common form.  Though these movements are in slow tempos, adagio is more 

frequently used (Op. 70 No 1, and Op. 71 No. 1, 2 and 3) than largo (Op. 70 No. 2) and 

larghetto (Op. 70 No. 3).  The A sections feature the same melodic material in the same 

key while the B sections contains contrasting material in a closely related key.  The B 

sections of all six sonatas are in the parallel minor, parallel major, relative minor, 

dominant, and subdominant, all of which are acceptable for the period.  The third 

movement in each of the six sonatas is a sonata allegro or sonata rondo in the tonic 

key.76  Three of Devienne’s sonatas, Op. 70 No. 1 and 2, and Op. 71 No. 1, are rondo 

sonatas while Op. 70 No. 3 and Op. 71 No. 2 are in sonata form.  Devienne chooses 

variation form for the final sonata. 

                                            
75   Milo Wold, An Outline History of Western Music, 8th edition, (Madison, Wisconsin:  Brown & 
Benchmark, 1994), 122. 
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Sonata in G major, Op. 71, No. 1:  First Movement, Allegro Brillante 

 The first movement of Sonata in G major, Op. 71, No. 1 contains classical 

characteristics.  Table 15 outlines the sections of sonata form. 

 Table 15.  Devienne, Sonata in G Major, Opus 71, No. 1, movement 1. 
 ----------------------------------------------------------------------------------- 
 Exposition  m. 1-55  
 Development  m. 56-99 
 Recapitulation m. 99-135 
 
This movement also contains the small scale characteristics of a typical classical period 

sonata with regard to melody, rhythm, phrase structure, harmony, and harmonic rhythm.  

The oboe presents the melody in an eight measure phrase (m. 1-8) punctuated by a half 

cadence at the end of four measures and a full cadence at the end of eight measures.  

The phrases are extended to create a period (m. 1-8) and a double period (m. 9-16).  

The melody is lyrical with stepwise motion.  The rhythmic patterns, such as the 

sixteenth notes in the oboe melody, are simple and constant.  The rhythmic patterns in 

the piano consist of block chords (m. 1-8) and Alberti bass figures (m.8-16).  The 

arpeggiated bass pattern, a classical style characteristic, creates motion while 

maintaining the slow harmonic rhythm.  The harmony consists primarily of tonic, 

dominant, and related seventh chords.  Examples 14 and 15 feature classical 

characteristics of the melody, phrasing, cadences, harmony, and accompaniment 

patterns. 

 

 

 

 

                                                                                                                                             
76   Ibid., 123. 
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Example 14. Devienne, Sonata in G Major, Op. 71 No. 1, movement 1,measures 1-4. 
      

  
 
Example 15. Devienne, Sonata in G Major, Op. 71 No. 1, movement 1, measures 8-10.           

        
 
 A noticeable element in this example and in all six of Devienne’s sonatas is the 

basso continuo in the piano, a baroque element.  Basso continuo was almost always 

used in sonatas of the early and middle classical period and it began to decline toward 

the end of the period.  In baroque solo sonatas the basso continuo part required two 

players:  a keyboard to play the bass line and fill in the chords for the figured bass and a 

cello, bassoon, or other bass instrument to reinforce the bass line.77  The fast harmonic 

rhythm associated with basso continuo was contrary to the slow harmonic rhythm of the 

classical ideal.78  Finally, the function of the basso continuo as an accompaniment to 

the solo melody instrument compromised the classical ideal of two equal melodic 

voices.  The keyboard parts became more independent in classical sonatas, assuming 

a more melodic role equal to that of the solo instrument.79 

                                            
77  Milo Wold, ibid., 83. 
78  Milo Wold, ibid., 78. 
79  William S Newman, ibid., 96. 
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 The first edition of these six sonatas published by Sieber in 1795 contained only 

the melody and bass line with figured bass.80  The Musica Rara edition by David Ledet 

used for this analysis is modeled on the Sieber edition. A realization of the figured bass 

is provided in the treble piano part and the figured bass numbers are eliminated. 

 

 Sonata in G Major, Op. 71 No. 1, Second Movement, Adagio 

 The adagio in 2/4 time features the same three-part song form as Widerkehr’s 

adagios in the E minor and C major sonatas.  The first A section (m. 1-22) is in the tonic 

key of E minor followed by the B section in the relative major (m. 23-34).  The final A 

section returns with the opening theme in the tonic key (m. 35-53).  Table 16 outlines 

the form of the movement. 

 Table 16.  Devienne,  Sonata in G Major, Opus 71, No. 1, Movement 2, form. 
 ---------------------------------------------------------------------------------------- 
 A m. 1-22 E minor 
 B m. 22-34 G major 
 A m. 35-53 E minor 
 
This movement consists of lyrical, cantabile melodies in the symmetrical phrase 

structure of the Italian opera arias.81  In song form the emphasis is on the lyrical melody.  

These classical characteristics are identified in the Example 16. 

Example 16.  Devienne, Sonata in G Major, Op. 71 No 1, movement 2, measures 1-4. 

        

                                            
80  François Devienne, Three Sonatas for Oboe and Basso Continuo, Op. 71, Nos. 1-3, edited by  David 
Ledet, (Paris:  Musica Rara, 1985), 60. 
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The opening phrase consists of an eight measure melody in the oboe supported by 

steady eighth note accompaniment in the basso continuo within a limited harmonic orbit.  

This phrase contains cadences every two measures.  Smaller note values in a variety of 

rhythms, including trills and turns, create a more ornamented melodic line than those 

presented in Widerkehr’s adagios.  The use of smaller note values continues throughout 

the movement in thirty-second notes (m. 15-19, m. 39-45) and sixty-fourth notes (m. 20, 

46) in the melody.   

These rhythmic changes in the melody are identified in Example 17 and 18. 

Example 17.   Devienne, Sonata in G Major, Op. 71 No. 1, movement 2, 
measures 15-16. 

        

Example 18.  Devienne, Sonata in G Major, Op. 71 No 1, movement 2, measure 20. 

        

As mentioned earlier, the challenge of presenting a more complex melody line 

throughout the movement makes Devienne’s adagio from Op. 71 No. 1 more difficult to 

perform than Widerkehr’s adagios, which feature less intricate, more cantabile 

melodies. 

                                                                                                                                             
81  William S. Newman, ibid., 159. 
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 Sonata Op. 71 No. 1 in G major:  Third Movement, Rondo poco moderato 

 The third movements contain the most variety among the six sonatas, even 

though all the forms are common choices for the final movement of a typical classical 

sonata.  Three movements are rondos (Op. 70 No. 1 and 2, and Op. 71 No. 1), two are 

in sonata form (Op. 70, No. 3 and Op. 71 No. 2), and the last is an andante with 

variations (Op. 71 No. 3).  The variations contain sections of different rhythmic patterns, 

tempos, and key areas.  

 The following analysis is from the third movement of Sonata in G Major, Opus 71, 

No. 1:  a typical rondo sonata presented in the form ABACA.  An outline of the form is 

presented in the Table 17. 

 Table 17.  Devienne, Sonata in G Major, Op. 71 No. 1, movement 3, form 
 ----------------------------------------------------------------------------- 
 A m. 1-28  Rondo  G major 
 B m. 29-61    D major 
 A m. 62-89  Rondo  G major 
 C m. 90-150    G minor 
 A m. 151-178  Rondo  G major 
 
The A sections consist of a three part rondo theme.  The first two sections contain two 

eight measure phrases (m. 1-8, 9-16) with cadence points every four measures. The 

melody flows evenly with its stepwise motion and constant sixteenth note rhythms.  The 

melody is supported by steady eighth notes in the bass.  Example 19 highlights the 

rondo theme (m. 1-9). 
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Example 19.  Devienne, Sonata in G Major, Op. 71 No. 1, movement 3, measures 1-9.    

  

           
In Devienne’s rondo the oboe presents all the melodic material supported by the basso 

continuo while in Widerkehr’s rondo both the oboe and piano share more or less equally 

in presenting the melody.   
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CHAPTER 4 
 

CONCLUSIONS 
 
 During the baroque period, the sonata comprised a significant repertory for the 

oboe.  While oboe sonatas continued to be composed in the classical period, the 

numbers declined dramatically and continued to be written in the baroque style.  These 

sonatas were classified as 'solo sonatas' consisting of a solo melody line and basso 

continuo.  Toward the end of the eighteenth century, basso continuo sonatas for winds 

and strings were composed less frequently.  The basso continuo medium, associated 

with the baroque period, was incompatible with the style and philosophies of the 

classical period.  With an emphasis on equality and universality, the duo sonata, 

allowed for two equal instruments in melodic exchange.  These sonatas are represented 

by solo piano, duos for violin and piano, and duos for cello and piano by Haydn, Mozart, 

and Beethoven.   

 The sonatas for oboe in the classical period, however, did not make this 

transition.  The baroque and classical oboe sonatas listed in Bruce Haynes' Music for 

Oboe, 1650-1800:  A Bibliography are all classified as solo sonatas.  Devienne's oboe 

sonatas are the only solo sonatas included in the list that are predominantly classical in 

style.  The oboe sonatas by Widerkehr, which are not documented by Haynes, 

represent the only sonatas composed in the classical period that are classified as duo 

sonatas.  Thus, the duo sonatas by Jacques Christian Michel Widerkehr, and to some 

extent the solo sonatas by Franςois Devienne, deserve special recognition as 

noteworthy contributions to the oboe repertory in the classical period.
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